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Abstract

This ihesis deals with interior monologue as a literary genre in
relation to narrative theory and findings from psychology. The
genre is considered in general, and its place in discourse
representation  within  narrative is; discussed in terms of the
diegesis/mimesis dichotomy. Various types of interior monologue
are described, and wunframed direct intericr monologue (UDIM) is
situated within this classification. UDIM is considered in contrast to
certain basic characteristics of conventional first-person narrative
and examined in the framework of the addresser/addressee
relationship in the theory of communication. An argument is made
that the reader considers the private communication illusion
sought by a given UDIM plausible if such a text resembles
conventional narrative as little as possible, since the latter is a form
of public communication. This is followed by a discussicn of the
thcoretical and experimental study of inner specch within
psychology and psycholinguistics. On the basis of the Theme/Rheme
dichotomy in functional grammar these assumptions about inner
speech are compared to certain basic elements of discourse
siructure in  literary interior morologue. Subsequentiy, four
cxamples of UDIM (V. M. Garshin's "Four Days." E. Dujardin's Les
Lauriers sont coupés, A. Schnitzler's Leutnant Gustl and V.
Larbaud's Amants, heureux amants...) are studied in detail. on the
basis of the above-mentioned methodology and premises. One of
the most significant findings to come out of this analysis is that the
illusion of private communication in this genre is achieved to a
great  extent through the imitation of elements typical of
spontaneous oral discourse. It is postulated that the spontancous
oral discourse model is, on the one hand, instrumental in distancing
UDIM from conventional narrative. and, on the other hand, it may
account for the similarity between certain features of the literary
representation of private discourse and what is assumed about the
nature of inner speech in psychology.
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The interior monologue technique has been studied extensively
in the past few decades. Such critics as R. Humphrey, M. Friedman,
L. Edel. G. Struve, D. Cohn. J. Spencer. D. Sallenave, G. Strauch (cf.
Bibliography) and others have examined this genre with respect to
its place in literary history and its relationship with other forms of
fiction, as well as its principal devices and their effects. the
thematic aspects of texis with interior monologue, the difficultics of
this form, successful and less successful examples thercot cte.
Although there has been considerable debate as (o the origins of
the genre and its definition. most critics agree that the “Penclope”
section of Joyce’s Ulysses is the most impressive exampic of
interior monologue. It is considered so successful because it
achieves a great deal of fictional vraisemblance, a concept
underlying much of the discussion about this genre. This “realistic”™
aspect of interior monologuc--the attempt to create the illusion of
actual inner speech or self-communication--is at the centre of the
present study.

Having chosen the interior monologue genre, the asuthor finds
him- or herself willy-nilly restricted by the communicative
premises implied by this (fictional) discourse situation. Questions
that arise include the following: What does it mean to be

eavesdropping on a character’s unuttered train of thought?  Never
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having “tapped™ directly into someone else’s mind in reality, why
should the rcader view a text, purporting to be a record of such
silent discourse. as vraisemblable? How does the communicative
sttuation impliecd by interior monologue differ from the
communicative process suggested by other fictional genres? How
can the author create the impression that the language of external
communication--which is, after all, the only code that s/he shares
with the reader--is actually part of an internal communicative
process or even adequate for its intrasubjective presentation? And
finally, does fictional inner speech have a real-life equivalent. and
if so, in what ways ure the two different and/or similar and why?
In order to deai with these questions, 1 have chosen a conceptual
apparatus that has not so far been employed in a systematic way in
the critical literature on interior monologue. My approach will be
three-fold. Firstly. I would like to consider the fictional illusion of
self-communication in light of discourse linguistics, general
communication theory and the communicative premises of
conventional realistic first-person narrative. Secondly. 1 intend to
turn to the psychology of discourse, examining the similarities and
differences between various experimental findings from Soviet and
American research on actual inner speech on the one hand. and its
literary representation on the other. And thirdly. I will analyze

examples of interior monologue in comparison with data from the
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linguistic study of real oral spontaneous discourse or face-to-face
communication. By concentrating on the communicative aspects of
this genre. I hope to make a contribution to the understanding of

literary communication in general and  of the narrative act in

particular.
The .+ .- xiy to be examined in detail include: V. M.
Garshin’s ™' eTy pe  aua™ (*lvc .. ™ 1877). E. Dujardin’s Les

Lauriers sont coupés (1887), A. Schnitzler’s Leutnant Gustl (1900)
and V. Larbaud’s Amants, heureux amants...(1921). These texts
have been selected for two main reasons. Firstly, they are
unframed and direct, i.e., no narratorial mediation and/or other
“support” texts are used to present the inner discourse of the
protagonist (cf. Chapter 1). Secondly and most importantly, these
four works represent that brand of unframed direct interior
monologue which is, broadly speaking, communicatively “realistic”
as defined relative to the tradition of 19th century  realism.
Modernistic interior menologue, such as Faulkner’s The Sound and
the Fury or S. Sokolov’s School for Fools, is radically different in
its premises, devices and goals. And in conformity with the very
different aesthetic assumptions and goals of modernism as a whole,
such texts require a considerably different theoretical framework.
They will therefore not form part of the present study. although

some of my findings may also apply to them in whole or in part.
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Le monologue intérieur est, dans l'ordre de
la poésie, le discours sans auditeur et non
prononcé, par lequel un  personnage
exprime sa pensée la plus intime, la plus
proche de l'inconscient, antérieurement a
toute organisation logique, c'est-d-dire en
son état naissant, par le moyen de phrases
réduites au minimum syntaxial, de fagon a
donner l'impression "tout venant." (Edouard
Dujardin, originator of  the interior
monologue technique in French

literature.)’

Interior Monologue: Direct and Indirect

Interior monologue, which 1 will provisionally define as the
inner speech of a fictional character, can be situated with respect to
other types of speech representation on the basis of Plato’s
diegesis/mimesis dichotomy. Plato distinguishes between two
basic ways of communicating the speech of fictional characters:
mimesis (imitation) and diegesis (narration). As Socrates tells
Adeimantus in Book IIl of The Republic, mimesis occurs when
the poet “speaks as though he were some other person [...] but if the
poet does not at all conceal himself, the poem and the narrative will

be carried on without any imitation,” i.e., through diegesis.?

LE. Dujardin. Le Monologue intérieur: son apparition, ses
origines, sa place dans l'ceuvre de James Joyce (Paris: Albert
Messein, 1931). p. 59. Cf. R. Humphrey’s definition of interior
monologue as: “the psychic content and processes of character,
partly or entirely unuttered, just as these processes exist at various
levels of conscious control before they are formulated for deliberate
speech.” R. Humphrey. Stream of Consciousness in the Modern
Novel (Berkeley: University of California Press, 1968), p. 24.

2Plato. The Republic I/, in A. H. Gilbert trans. and ed.
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Therefore, given that the diegetic representution of a character’s
discomse involves the summary of his/her words by a narrator
(Plato’s  poet), the mimesis of speech is something like a
quotation.3 And if all forms of fictional speech representation are
classified between the diegetic and the mimectic poles. then interior
monologue appears to be more mimetic than diegetic.

This can be illustrated with the help of B. McHale's scale of
speech representation in fiction, ranging from the most dicgetic to
the most mimetic4: l)diegetic summary is the least mimetic
form of speech representation because it involves only the
narrator’s reference to the character’s speech act: 2) “less
diegelic” summary gives some information about the topic(s) of a
character’s discourse; 3) indirect discourse constitutes a
paraphrase of = character’s words; 4) partially mimetic indirect
discourse reproduces a few of the formal elements of a character’s
verbal style; 5) free indirect discourse mixes the narrator’s and

the character’s voices; 6) direct discourse is a verbatim

reproduction of the character’s discourse framed by the appropriate

Literary Criticism: Piato to Dryden (Detroit: Wayne State
University Press, 1982), p. 37.

3S. Rimmon-Kenan, WNarrative Fiction (London: Methuen,
1983), pp. 106-108.

4Reprociuced in S. Rimmon-Kenan, Narrative Fiction, pp.
106-108. I am introducing it here with minor modifications.
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punctuation marks and usually verba dicendi ("s/he said™); 7) free
direct discourse is the same as direct discourse minus the
quotation marks and verba dicendi.® All seven categories can
apply to the representation of both inner and outer speech.6

In the critical literature the terms indirect and direct interior
monologue bhave been used in reference to fictional texts coming
under McHale’s 5th and 7th categories respectively. R. Humphrey

provides the following description of indirect interior monologue:

Indirect interior monologue is, then, that type of interior
monologue in which an omniscient author presents unspoken
material as if it were directly from the consciousness of a

Sn Ugly Swans by B. and A. Strugatsky there is a passage,
which illustrates McHale’s categories (numbered in square brackets
foilowing the appropriate examples) with respect to the
representation of Jinner speech (thought): * ‘The hell with
inventors,’ [6] Victor said. He felt drunk and happy. [+1] Everything
was in its place. [1-2] He felt like not going anywhere [2-3] but
staying here, in this empty dim hall [...] especially keeping in mind
that outside in the whole world it is raining [...] [3-5] and one day
the rain will wash it all away, but this will not happen very soon...
on the other hand, these days nothing can be said to be in the
distant future. Yes, my friends, it’s long gone, the time when the
tuture was a replay of the present. and all change was like a distant
ship on the horizon [7].” B. and A. Strugatsky, Gadkiie Lebedi
(Frankfurt/Main: Posev-Verlag, 1972), Pp- 28-9 (my translation). A
passage illustrating McHale’s categories with respect to outer
speech (spoken aloud) can be found on pp- 120-21 of this novel.

6Cf. F. K. Stanzel’s remarks on the possibility of rendering
outer and inner speech in free indirect discourse. F. K. Stanzel, A
Theory of Narrative, trans. Charlotte Goedsche (Cambridge:
Cambridge University Press, 1984), pp. 220-24.
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character and, with commentary and direct description,
guides the reader through it. It differs from direct interior
monologue basically in that the author intervenes between
the character's psyche and the reader. The author is an on-
the-scene guide for the reader.”

M. Friedman argues that free indirect discourse "is admirably
suited as a model for what we might call indirect interior
monologu«:,"8 which is echoed by D. Bickerton’s statement that
"indirect interior monologue is inner speech rendered in free
indirect speech."9 F. K. Stanzel places indirect interior monologue
within the figural narrative situation, where a character’s voice is
“filtered” through the discourse of a narrator.!® And this is
essentially the same as Bickerton’s and Friedman's above-
mentioned views, since, as Stanzel puts it, “if the extent of free
indirect style in a narrative increases to the point that it largely

replaces authorial utterances, a figural narrative situation

7R. Humphrey, p. 29.

8M. Friedman, Stream of Consciousness: A Study in Literary
Method (New Haven: Yale University Press, 1955), p. 21.

9Cf. D. Bickerton, "Modes of Interior Monologue: A Formal
Definition," MLQ 28 (1967), p. 238. For a discussion of Free Indirect
Discourse, also known as Erlebte Rede or Style Indirect Libre, cf. for
example D. Cohn, "Erlebte Rede im Ich-Roman," Germanisch-
Romanische Monatschrift NS 19 (1969) or A. Staube, "Erlebte Rede

aus linguistischer Sicht," Zeitschrift fiir Germanistik 4 (1985), Pp-
389-406.

1OF. K. Stanzel, A Theory of Narrative, p. 272. Cf. W. Schmid’s
Textinterferenz in Der Textaufbau in den Erzédhlungen
Dostojevskijs (Minchen: W. Fink Verlag, 1973), p. 45.
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results.”!1 Figural narrative or indirect interior monologue was
first used extensively in Flaubert’s Madame Bovary and has become
the hallmark of discourse representation in 20th century prose
fiction.

Direct interior monologue, which comes under McHale’s free
direct discourse category (cf. above), involves no direct narratorial

mediation, which is why W. Schmid argues that

der innere Monolog als solcher keineswegs mit der erlebten
Rede oder andern Interferenzphinomenen identisch ist [...] Ist
ein sprachlich mehr oder weniger ausgeformter
BewuBtseinsvorgang in der Ich-Form gehalten und sind alle
Merkmale dieser ausgedehnten inneren Rede auf die
Bedeutungsposition und die raum-zeitliche Origo dieses Ich
bezogen {...] konnen wir nach Analogie zur direkten Rede von
einem direkten inneren Monolog sprechen.”!?2

Therefore, instead of mixing with a narrator’s voice (Schmid’s
“Interferenzphinomenen’™), a character’s inner speech appears to us
presumably in pure form. Schmid’s “*Analogie zur direkten Rede” is

similar to L. E. Bowling’s view of this form of discourse as

that narrative method by which the author attempts to give
a direct quotation of the mind--not merely of the language
area but of the whole consciousness. Like the kind of direct
quotation which is applied to the spoken word, the stream of

'TE. K. Stanzel. A Theory of Narrative, p. 197.
12w, Schmid. pp. 58-9.
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consciousness technique may be applied exclusively
throughout a whole book or section of a book. or
intermittently in short fragments. The only criterion is that it
introduce us directly into the interior life of a character,
without any intervention by way of comment or explanation
on the part of the author.'3

Bowling’s "direct quotation from the mind” and Schmid’s “die raum-
zeitliche Origo dieses Ich” necessarily imply that direct interior
monologue has to be a form of personal discourse.'* A nd
because such a monologist says “L” direct interior monologue
appears to be related to conventional personal narrative. This is
why D. Cohn points out that the “vanishing-point of the
autobiographical genre is the precise starting-point for interior

monologue as a fictional genre [...].”15

131 E. Bowling, "What is Stream of Consciousness?" in Shiv K.
Kumar ed. Critical Approaches to Fiction (New York: McGraw-Hill,
1968), p. 364. Although Bowling uses the term ‘“stream of
consciousness” for this definition, his concepts correspond to my
“direct interior monologue.” As my discussion will demonstrate, the
term “narrative” in Bowling’s definition is inappropriate. With
respect to the idea that direct interior monologue is a direct
quotation from the mind cf. M. Friedman. Stream of
Consciousness, p. 7.

14¢cf. N. Tamir's argu) ents against the use of the terms third-
and first-person narration in "Personal Narration and its Linguistic
Foundation," PTL 1 (1976), pp. 403-29. I will replace these terms
with "impersonal" and "personal" narration respectively.

15D. Cohn, Transparent Minds: Narrative Modes for Presenting

Consciousness in Fiction (Princeton: Princeton University Press,
1978), p. 189.
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Similarly, within the framework of his typological circle
encompassing the various types of fictioral narrative situations, F.
K. Stanzel places direct interior monologue next to the *“quasi-
autobiographical first-person narrative” situation: “this sector of the
continuum of forms is characterized by the gradual withdrawal of
the narrating self and the increasing emphasis of the presentation
of the experiencing self.”!6 Stanzel argues that with the complete
withdrawal of the narrating self we enter the realm of direct
interior monologue where only the experiencing self is heard: “If
we go one step further along the typological circle, we come tc
interior monologue proper (‘direct interior monologue’).”!7

As D. Cohn points out, once the retrospectively-oriented
narrating self disappears and the experiencing self is the sole
source of discourse, the monologist’s inner verbalization and on-

going experience become simultaneous.!8 Therefore, Cohn argues

I6F. K. Stanzel. A Theory of Narrative, p. 209.

I7F. K. Stanzel, A Theory of Narrative, p. 226. Given Stanzel’s
premise that “mediacy 1is the generic characteristic which
distinguishes narration from other forms of literary art,” (p. 4) and
given the absence of mediacy implied by the disappearance of the
narrating self. the place of direct interior monologue on Stanzel's
typological circle of narrative situations is highly problematic. For
an extensive criticism of this point c¢f. D. Cohn, “The Encirclement of
Narrative. On Franz Stanzel's Theorie des Erzdhlens,” Poetics
Today 2 (Winter 1981), p. 170 and below: the discussion on the
non-narratorial nature of direct interior monologue.

'8D. Cohn. Transparent Minds, pp. 191-98.
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that the short temporal distance separating experience and its
verbalization in the fictional private diary, makes the diary form
the closest relative--among all the personal narrative forms--of

direct interior monologue. However, she adds that

in another respect the diarist has not progressed beyond the
autobiographer: he is still in the same position--sitting at his
desk, pen in hand. He can therefore never record instant
happenings at the instant they happen, at least not without
breaking the mimetic norms of his genre.”'?

The thinker20 in direct interior monologue, on the other hand,
does “record instant happenings at the instant they happen.” and
this elimination of the retrospective prism, characteristic of all
conventional personal narrative, allows the reader to view the

fabula?! in the most direct way possible.

19p. Cohn, Transparent Minds,p. 209.

20 When referring to the source of discourse in interior
monologue, I will use the term “thinker” instead of “narrator” for
reasons which will become obvious from the discussion below.

21This term was used by the Russian Formalists to make a
basic distinction between story and narrative in prose. The terms
used by Shklovsky and Eikhenbaum were fabula and siuzhet,
where fabula stands for 'the basic story stuff., the sum-total of
events to be related in the work of fiction" and siuzhet indicates
"the story as actually told or the way in which events are linked
together." Victor Erlich, Russian Formalism: History—Doctrine (The
Hague: Mouton & Co., 1965), p. 240. 1 am using the term fabula
specifically with reference to the main story-line, i.e., thosc events
taking place simultaneously with the monologist’s discourse.
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However, in some texts such direct access to the fabulais
partially “muffled” when it is combined with a presenting
narrative frame, i.e., the discourse of a
heterodiegetic/extradiegetic narrator,22 which surrounds a
character’s direct interior monologue. This is normally done when
the “thinker’s™ external (physical) reality needs to be presented in
order to provide an explanatory context for the interior monologue.
Such framed direct interior monologue, is a convenient way of
compensating for the absence of the narrating self: the framing
narrator provides the reader with direct access to the kind of
information about the external world that the inwardliy-oriented
monologist could not be expected to verbalize. Probably the most
famous examples of framed direct interior monologue are Leopold
Bloom’s and Stephen Dedalus’s respective monologues in Joyce’s
Ulysses. Because the narrator’s discourse is not linked by
quotation marks or verba dicendito the thinker's inner speech,
this type of interior monologue is located within the realm of
McHale's free direct discourse cat=gory.

When a character’s direct interior monologue apvears on its ¢ wu,
i.c.. without any framing narrative context, we erter the reolm of

unframed direct interior monologue (hereinafter UDIM). to which

22This is G. Genette's terminology referring to an impersonal
narrator (heterodiegetic) who exists outside of the fictional world
presented by his/her discourse (extradiegetic). G. Genette, Figures
Il (Paris: Seuil. 1972), pp. 255-56.
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D. Cohn so aptly refers as "a mere dot on a large map of literary
genres."23 Cohn calls this type of inner discourse ““autonomous
interior monologue” and proposes that the “Penclope™ section of
Ulysses is the most classic and famous exaimple. Nevertheless,

she adds the following:

given its position within the broader context oi Joyce's novel,
however. the question must bc raited whether it is at all
legitimate to ccnsider “Penelope™ as an cxample of an
autonomous fictional form. Would it even b2 comprchensible
to a reader unfamiliar with the preceding scctions of the
novel? A difficult question to answer [...].2¢

Cohn’s reservations are quite wunderstandable: even though no
narrator provides a context within Molly's monologue in
“Pcnelope,” this context is at least partially provided by the
previous chapters of Ulysses. The same can  be said about
Faulkner’s The Sound and the Fury where cach interior monologuc
is framed by surrounding texts, which provide (indirect)
explanations and contexts.

Therefore, an even greater autonomy and directness can be
achieved if a character’s inner discourse appears entirely on its
own, 1.e., unsupported by any context, narrative or otherwise. And

it is this degree of monologic independence that I am going to

23D. Cohn, Transparent Minds, p. 174.
24D, Cohn, Transparent Minds, p. 217-18.
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consider on the basis of four UDIM texts: V. M. Garshin’s “"erTmhpe
aAna,” (“Four Days™) E. Dujardin’s Les Lauriers sont coupés, A.
Schnitzler’s Leutnan  Gustl and V. Larbaud’s Amants, heureux
amants... 1 intend to focus on the following question: how can the
author, who is unable to rely on any context outside the character’s
menial discourse, communicate “what is going on” to the reader
without allowing the monologist to destroy the illusion of self-
communication by acknowledging the reader’s presence and needs?

As this question suggests, I am interested in UDIM as an attempt
to create a realistic (vraisemblable) illusion that the reader is
allowed to eavesdrop on someone else’s private internal discourse.
The four texts chosen for this purpose do not manifest such
modernistic features as self-referentiality, “laying bare the device”
or any other form of conscious violation of the illusion implied by
UDIM, which would stress their literary and artificial nature.
Instead, they seek to achieve a kind of “mimesis” by trying to
adhere to the formal implications of the self-communication
premise.

Furthermore, the four texts in question represent a character’s
inner discourse, which is grounded in a definite “now,” and this is
an essential element of the vraisemblance effect sought by these
examples of UDIM. The protagonist’s inner discourse in Faulkner’s
The Sound and the Fury and in Simon’s La Route des Flandres, on

the other hand. is entirely retrospective. lacking the present
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moment altogether. This “absolute temporal void” stresses  the
literariness of such texts, which are defined by Cohn as “memory
monologues.”  Cohn argues that memory monologues are located

somewhere in-between narration and interior monologue:

In contrast to other autonomous monologues. in memory
monologues the present moment of locution is a moment
emptied of all contemporary, simultaneous experience: the
monologist exists merely as a disembodied medium, a purc¢
memory without clear location in time and space [...]25

This “surrealistic™ effcct is entirely absent from the four examples

of *“realistic” UDIM chosen for the present study.

UGiM and the Guestion of Mimesis

I began my discussion by citing McHale's scale of speech
representation, which suggests that direct interior monologuc (his
free direct discourse) is the most mimetic form of speech
representation in prose fiction. My subsequent arguments would
imply that UDIM, in its turn, is the most mimetic type of direct
interior monologue. And, if considered within Plato’s diegesis-
mimesis opposition (cf. above)., this appears to make sense.
However, if the concept of mimesis, i.e., imitation, is taken by

itself, then one is tempted to ask the following question: what kind

23D. Cohn. Transparent minds.p. 247.
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of discourse docs UDIM imitate?

In order to answer this question, I would like to return to the
idea that because the thinker in UDIM says (thinks) “I,” s/he is a
rclative of the personal narrator.20 According to M. Glowinski,
personal fictional narrative normally imitates certain forms of
communication fzmiliar to the reader:

The  firs?-person  narration is the domain of formal

mimetics: an imitation, by means of a given form, of other

forms of literary, paraliterary, and extraliterary discourse.

as well as--what is a common enough phenomenon--

ordinary language. It is a form of appeal resorting to the
socially fixed norms of expression. usually firmly rooted in a

given culture.2”

Glowinski adds that the literariness of a given fictional text is
derived from deliberately imperfect mimesis, so that "the
‘imitating' element does not become absolutely subordinate to the

'imitated' one."28 Nevertheless, the model must be relatively

26My operational definition of narration will be: discourse
relating and establishing some kind of a connection between two or
more sequentially arranged events. Cf. S. Rimmon-Kenan,
Narrative Fiction, pp. 2-3.

27m. Glowinski, "On the First-Person Novel," New Literary
History, 9 (1977). p. 106. According to D. Cohn, “the vast majority
of first-person novels [...] present themselves as written memoirs
(like David Copperfield or Felix Krull), or as spoken discourse
subsequently recorded by a listener (i.e.. framed. like Joseph
Conrad’s novels, ot The Immoralist).” Transparent Minds, p. 175.
Also cf. R. Ohmann, "Speech Acts and the Definition of Literature,"
Philosophy and Rhetoric, 1 (1971). pp. 12-24.
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clear, since '"detecting the 1. .ol is the indispensable condition of
understanding the narration which refers to the model."2 9
Therefore, the closer the form of a given personal fictional
narrative is to that of its extraliterary communicative mode', the
more formal vraisemblance is achieved. For example, in Swift's
Moll  Flanders the narrator’s discourse is formally “realistic™
because it borrows many aspects from the autobiographic genre.
This cannot be said about a novel, such as Robbe-Grillet's Djinn.
However, as soon as we leave the realm of the mimesis of
public discourse and enter the communicative situation implied by
the UDIM genre, we can no longer talk about vraisemblance in

terms of Glowinski’s formal mimetics. Given that real thought is

28 M. Glowinski, "On the First-Person Novel," p- 106. Cf. lu.
Lotman: "[Artistic] imitation never involves the repreduction of the
imitated in its entirety; instead, only certain aspects, functions or
states of the imitated are selected, and this selection process is an
important link in the cognitive chain" (my translation). Iu. M.
Lotman. Lektsii po strukturalnoi poetike: vvedeniie, teoriia stikha
(Providence, Rhode Island: Brown University Press, 1968), p. 27.

29Mm. Glowinski, "On the First-Person Novel." p- 106. Cf. M. L.
Pratt who also stresses this need for the reader to recognize the
discourse prototype: *“[...] the reader who picks up a work of
literature of a given genre already has a predefined idea of 'what
the nature of the communication situation is.' Although the fictional
discourse in a work of literature may in theory take any form at all,
readers have certain cxpectations about what form it wiil take, and
they can be expected to decode the work according (o those
assumptions.” M. L. Pratt, Toward a Speech-Act Theory of
Literary Discourse (Bloomington: Indiana University Press, 1977),
p. 204,
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silent and therefore unobservable, the reader cannot be expected
to consider a given UDIM realistic via the recognition of its
underlying communicative model. Instead, the “mimetic” effect in
this genre is achieved in contrast to those recognizable
communicative models, which constitute the formal basis of
conventional personal narrative. In other words, the self-
communication situation in UDIM is suggested by elimination:
fictional silent private disccurse sounds ‘“realistic” if itappears
different from realistic personal narrative forms. This is why D.
Cohn call this genre “a non-narrative form of fiction.”30 Discourse
mimesis in UDIM is therefore, paradoxically, achieved by the
apparent avoidance of discourse mimesis.

According to R.-A. de Beaugrande and W. U. Dressler, public
discourse, upon which conventional personal narrative is normally
modeled, is considered communicative if it meets seven standards
of textuality: cohesion, coherence, intentionality, acceptabi'ity,
informativity, situationality and intertextuality. Cohesion is the
use of an acceptable system of grammatical dependencies
establishing relationships between elements. For example, a road
sign  with the inscription “children play slow at” is not cohesive.
Coherence is the presence of conceptual links among elements,
such as causality. Thus. in the sentence “Jack fell down and broke

his crown™ coherence is established by the cause-and-effect nature

30p. Cohn. Transparent Minds, p. 174.
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of the conceptual chain: falling lcads to injury. Intentionality s
the manifestation of the addresser's desire to achieve cohesion and
coherence, and to make the message intelligible. Acceptability is
the addressee’s assumption that the addresser intends the message
to be cohesive and coherent. Informativity is the novelty of the
message for the addressee: low informativity causes boredom and
might disrupt communication. Situationality has to do with the
appropriateness of the message to the situation in which it is
communicated. Intertextuality concerns message types (genres).
which must be identifiable as such if the other six standards of
textuality are to be received appropriately.?!

The first three standards of textuality arc the most relevant to
conventional narrative and are typically observed by conventional
personal narrators. Therefore, it is primarily the violation of
cohesion, coherence and intentionality that should be most
conducive to the self-communication illusion in UDIM. The
violation of cohesion takes place when thinkers use “sloppy™ syntax,
omit links between sentence elements, leave out sentence elements
altogether etc. The violation of coherence is the result of
associative digressions so typical of the UDIM genre, and the
frequent failure on the part of the thinker to establish clear

conceptual links between thoughts. Ambiguous reference,

31R.-A. de Beaugrande and W. U. Dressler, Introduction to
Text Linguistics (London: Longman, 1981), pp- 3-11.
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especially in the use of pronouns, is also a form of incoherence
found in UDIM. Intentionality is violated as a result of faulty
cohesion and coherence, as well as other specific devices: it is a
general “eifect” creating the impression that the thinker, who is
naturally unaware of having his/her thoughts monitored, does not
take the reader’s needs into account and is not trying to make
his/her discourse clear. The resulting UDIM seeks to create the
illusion that the reader decodes the text not with the help of but in
spite of the self-communicating thinker.

However, in addition to the need for distancing UDIM from
conventional personal narrative, the author has a converse goal,
which potentially works against the “realistic” aspects of the genre:
making the thinker’s private discourse intelligible for the reader.
The more a given UDIM violates cohesion, coherence, intentionality
and/or other conventions of narrative, the more difficult is the
reader’s decoding task. On the other hand, if these violations do not
take place or occur infrequently and/or with too much moderation,
the UDIM text is bound to resemble conventional personal
narrative, which risks compromising the illusion of self-
communication sought by the genre.

And so, UDIM exists in a state of constant tension, because two
essentially opposite goals are being pursued at the same time: the

quasi-mimetic, which reflects the non-narratorial relationship
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between the internal addresser and addressee in the self-
communicating mind of the thinker. and the informatory, which is
the communicative act transpiring between the author and the
reader. To quote R. Humphrey, the most challenging aim for an
author seeking to create the illusion implied by the UDIM genre "is
to capture the irrational and incoherent quality of private
unuttered consciousness and in doing so still to communicate to his
readers."32 Although most UDIM texts can be classified along a
continuum reflecting the general dominance of the informatory or
the quasi-mimetic goal, any given DIM usually vacillates and
“shuttles” between these two goals.33

Of course, since UDIM is a form of literature, i.e., a form of
public communication, the quasi-mimetic goal is ultimately
subser vient to the informatory goal: the standards of textuality and
other conventions of narrative mentioned earlier may appcar to be
violated on the microcommunicative level, i.e., within the thinker’s

mind, but on the macrocommunicative level, i.e.. between the

32R. Humphrey, p. 62. Cf. M. Raimond’s statement: "il faut qu'il
[author — V.T.] s'arrange pour méler a la trame du monologuc
intérieur des indices explicatifs qu'il addresse discrétement au
lecteur."” (my italics) M. Raimond, La Crise du Roman (Paris: Corti,
1966), p. 269.

33The “communicative rhythm™ created by this vacillation can
be said to correspond to Stanzel’s "narrative rhythm," which is the
alternation of narrative situations within one text. A Theory of
Narrative, p. 69.
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author and the reader, they must be observed to a large extent.
This necessarily means that the violation of cohesion, coherence,
intentionality etc. is merely a form of artifice, i.e., camouflaged
external communication. Therefore, UDIM represents a
communicative paradox, which is summed up very well by M.

Raimond with respect to Joyce's Ulysses :

on comprenait que c'était de fausser une pensée fugitive que
de la fixer en mots. Jamais le procédé joycien ne devait
permettre d'échapper a l'antinomie de /'impression et de
I'expression: soucieux de rendre I'impression intime,
comment y parviendrait-il en recourant & des phrases qui. si
disloquées qu'elles soient, relévent cependant d'un autre
ordre, qui est celui de Il'expression? Des lors [...] [le
monologue intérieur] est une contradiction dans les termes,
ou du moins, une synthése instable de deux éléments,
puisqu'il réunit une activité de discours et une passivité
intime, et qu'il prétend traduire celle-ci par celle-13.34

Raimond’s “antinomie de /['impression et de /'expression”
implies that the reader can never become totally caught up in the
UDIM illusion, no matter how masterfully it is executed. The
“synthése instable de deux éléments, [qui] réunit une activité de
discours et une passivité intime” is bound to remind us continually
that this genre cannot help but be inconsistent with respect to its
communicative premise and its execution. In fact if UDIM is

viewed from the point of view of reader-response theory, the

34M. Raimond. pp. 269-70.
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“thinness” of the DIM illusion fits into the general reading process
involved in the Konkretisation (to use Ingarden’s term) of most
fictional texts. W. Iser places the burden of illusion-making on the
reader who seeks some form of consistency in a given text and

from that creates an illusion:

The text provokes certain expectations which in turn we
project onto the text in such a way that we reduce the
polysemantic possibilities to a single interpretation in keeping
with the expectations aroused, thus extracting an individual,
configurative meaning. The polysemantic nature of the text
and the illusion-making of the reader are opposed factors. If
the illusion were complete. the polysemantic nature would
vanish; if the polysemantic nature were all-powerful, the
illusion would be totally destroyed. Both extremes are
conceivable, but in the individual literary text we always find
some form of balance between the two conflicting tendencies.
The formation of illusions, therefore, can never be total, but it
is this very incompleteness that in fact gives it its productive
value.35

Therefore, whether from the reader’s or the author’s point of view,

the illusion created by UDIM is part of a complex, unstable and

contradictory process.

Addresser v. Addressee: The Communicative Implications of the
Seif-Communication Premise in UBIM

35w. Iser, “The Reading Proceys: a Phenomenological
Approach,” in Jane Tompkins ed. Reader-Response Criticism:
From Formalism to Post-Structuralism (Baltimore: Johns-Hopkins
UP, 1980), pp. 59-60.
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It 1s clear that UDIM is a technique which consists of elements
that are in a state of tension with each other by virtue of their
respective polarity. It could be argued that their antipodal nature
stems from a basic opposition inherent in the communicative
process: addresser v. addressee. In reference to R. Jakobson's
model of communication3® Yu. Lotman points out that "in fact not
one but two codes are used during the communicative process: one
for enciphering and the other for deciphering the message. In this
connection we talk of rules for the addresser and rules for the
addressee.” 37 Differences between the addresser's code and the
addressee's code create potential for o©obstacles to the
communicative process even in direct communication. Such
obstacles are greatly increased in UDIM, where the author tries to

create the illusion that only internal communication is taking place.

context

36

addresser--------~-cocmamaaaoan message-----~-+----cm-coceoae >addressee
contact

code

R. Jakobson. "Linguistics and Poetics," in R. Jakobson: Selected
Writings 11l (The Hague: Mouton, 1981), p. 22. The addresser sends
a message. in reference to a context, to an addressee. "Contact"
refers to the act of establishing and/or maintaining the channel of
communication, while '"code" stands for the rules and conventions
f.. the transmission and decoding of the message.

37Yu. M. Lotman. Struktura khudozhestvennogo teksta
(Providence. Rhode Island: Brown University Press, 1968), p. 21
(my translation). Cf. R. Jakobson, /zbrannyie raboty (Moscow:
Progress, 1985), p. 313.
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This is because on the macrocommunicative level (author-reader) a
much greater degree of correspondence normally exisis between
the two codes in conventional narrative than during the "mimesis"
of internal message transmission (UDIM).

B. Uspensky argues that in direct communication the main
source of conflict between the addresser and the addressce is the
fact that both strive for the economy of effort. The addresser
wants to encode the message as easily and as quickly as possible,
while the addressee wants to spend as little time as possible
decoding it. The more the addresser's and addressee's codes
correspond, the more effort is economized on both sides in a
balanced way. However, as Uspensky points out, "the economy of
effort on the part of the addresser can often be disadvantageous for
the addressee and vice versa... and in light of this it could be
assumed that one of the two tendencies--the addresser's or the
addressee's--can be dominant..."38 Uspensky even proposes that
there are addresser's or addressee's languages (or aspects thereof),

depending on the dominant tendency.39

38B. A. Uspensky, "Problemy lingvisticheskoi tipologii v
aspekte razlicheniia 'govoriashchego' (adresanta) i 'slushaiushchego'
(adresata)," in: To Honor Roman Jakobson Il (The Hague, Paris:
Mouton, 1967), p. 2089 (my translation).

39 An example of the addresser's dominance in a language
would be vowel elimination in the written form of such Semitic
languages as Hebrew and Arabic. The addresser economizes effort
by using fewer letters, while the addressee requires additional
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Clearly, on the macrocommunicative level the communicative
situation in UDIM implies the apparent dominance of the
addresser's (author’s) tendency, the addressee's (reader’s) needs
being satisfied only indirectly. This is because the author tries to
avoid as much as possible the overt correspondence between
his/her code and that of the reader, which is the opposite of what
normally occurs in conventional narrative. At the same time on the
microcommunicative level (within the thinker’s mind) the
addresser and addressee are the same person, which means that
the reader is not part of the internal communicative act and
assumes the role of eavesdropper. In fact on the
microcommunicative level maximal economy of effort is achieved
since the addresser’s and the addressee’s codes correspond
perfectly. This means that the thinker in UDIM is likely to provide
only minimal information, structure and explanations, since all the
contexts and links between elements should be taken for granted.
The result is that from the reader’s position discourse in UDIM is
likely to be addresser-dominant at both the micro- and
macrocommunicative levels, since the reader is the one who will
probably achieve the least economy of effort, struggling to decipher
everything left implicit by the self-communicating thinker.

Therefore, the more in tune are the codes of the internal addresser

effort in decoding the message since the missing vowels must be
inferred from the morpho-lexical context. The recursive reading
required for such vowel reconstruction will be discussed below.
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and addressee at the microcommunicative level, the more
potentially out of tune are the codes of their counterparts at the
macrocommunicative level in UDIM.

Lotman argues that in order to increase the correspondence of
the two codes in direct communication "natural languages tend to
insure themselves against the distortion of messages through a
semantic surplus..."40 In this case Lotman is referring to the
addressee's needs, since, as Uspensky points out, the addressee is
oriented toward the syntagmatic, while the addresser favors the
paradigmatic. In other words, the addressece cconomizes effort
when the message is characterized by synonymy, pleonasms ectc.: if
content-element X is not understood when represented by form Y,
it will probably be understood when forms W and Z are used (as is
illustrated by this very explanation of Uspensky's reference to
syntagmatic and paradigmatic dominance).4! In the absence of
synonymy and pleonasms, i.e., if each signified is represented by
only one signifier, it is the addresser who economizes effort, which

is why s/he favors the paradigmatic. However, in this case the

40Yu. M. Lotman, Struktura khudozhestvennogo teksta, p. 34
(my translation).

41In this connection Uspensky maintains that homonymy is a
typical reason for the addressee's need of pleonasms, and, referring
to Jakobson's work, he points out that "no homonymy exists for the
addresser; it can exist in principle only for the addressce" (my
translation). "Problemy lingvisticheskoi tipologii," p. 2098.
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addressee often has to make an extra effort in order to decode the
message: not having an alternate form to rely on when trying to
grasp content-element X, the addressee must either ask the
addresser what s/he means or--in the case of a written message--
go back an’ try to decode X from the context.

According to Uspensky, in direct communication the addresser
cconomizes effort not only by avoiding pleonasms, but also by going
a step further in his/her paradigmatic tendency and using
elliptical constructions in the hope that the addressee will fill in
the syntactic gaps from the context. Naturally, the addressee wants
the most syntactically complete message possible, because trying
to compensate for ellipses takes up much more effort than decoding
a message  with  all  the relationships between elements
actualized.42 If the addressee’s tendency prevails on the
macrocommunicative level in UDIM, i.e. given the presence of
pleonastic constructions and the tendency to leave few or no
structural gaps in the text, the UDIM will become more readable
and therefore more like narrative, which may pose a risk to the
sclf-communication illusion (c¢f. above).

Clearly, then. the addresser's code favors message reduction
while the code of the addressee tends toward message expansion.
In this connection Uspensky points out that when decoding a

written message. an addressee wants to avoid recursiveness, but

42¢f. R.-A. de Beaugrande and W. U. Dressler, p. 54.
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message reduction creates a situation where the need to go back in
order to make up for the missing elements is more likely. Because
in UDIM the reader’s needs are ostensibly not taken into account by
the addresser on the micro- and macrocommunicative levels, the
thinker’s discourse often involves message reduction: contexts are
dropped, pronoun referents are missing, sentence syntax is
incomplete etc. The more reduced such a private message is, the
more likely is the recursive reading of a UDIM text on the part of
the reader. Certain UDIM texts usually have to be read several
times if the fabul/a is to be recovered, which is why many readers
find it difficult to get through such novels as Ulysses or The Sound
and The Fury.43 In connection with the recursive nature of the
reading process involved in the decoding of certain UDIM texts, L.
Edel evokes J. Frank's statement that "a stream-of-consciousness
novel [UDIM — V.T.] cannot be 'read' in the usual sense--it can only
be reread."44

Furthermore, it could be argued that a message characterized by
addresser dominance will be more likely to violate traditional
sequences of elements. The less concerned the addresser is about
the needs of the addressee, the more s/he will allow the elements

of his/her message to be linked associatively and/or in violation of

43Cf. D. Cohn, Transparent Minds, p. 250.

441.. Edel, The Modern Psychological Novel (New York: Grosset
& Dunlap, 1964), p. 72.
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customary syntax, i.e., reflecting a psychological rather than a
grammatical/architectonic order--not forming a broader structured
whole. Such absence of explicitly constructive features in the
addresser’s discourse in UDIM will naturally make the decoding of
the message more difficult for the reader who will not be able to
place everything in perspective. Therefore. in addition to message
reduction, the violation of element sequences familiar to the reader
often necessitates the recursive reading of UDIM texts. Commenting
on message reduction and "unsequencing" in interior monologue, M.
Friedman points out that: "if ever language is made to coincide with
original thought, it is at the point of departure, when the mind
surrenders itself to the immediate... Joyce and Faulkner express
this by means of clipped phrases often deprived of a significant
part of speech, inverted syntax, and ‘amputated’ words."*5 And so,
the texts of such authors as Joyce and Faulkner require a greater
amount of recursive reading than do less reduced and less
"unsequenced" texts, e.g., Garshin or Dujardin.

In spite of this addresser-addressee conflict, according to
Uspensky, during direct communication the addresser's message
reduction tendency is checked by the addressee who allows the
elimination of "only the most common (and therefore most
predictable) words... [and tolerates] elliptical constructions only in

the most predictable cases..."#0 No such reduction restraint is to

*3M. Friedman. Stream of Consciousness, p. 80.
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be expected at the microcommunicative level in UDIM because the
thinker is his/her own addressee. However. because we are still
dealing with a (masked) macrocommunicative message, reduction
in UDIM must itself be “reduced.” In other words. the author can
never hope or even try to match the extent to which real thought is
presumably abbreviated (cf. Chapter 2). Ideally message reduction
and '"unsequencing" in UDIM should be just enough to maintain the
illusion of eavesdropping on thought and still allow for the
motivated disclosure of the fabul/a. This means that the violation
of the addressee's (reader's) code has its limits, although different
texts may vary as to how far they push the reader’s tolerance.

The addresser's willingness to accommodate the addressce, i.c..
place him/herself in the addressee’s position, generates "decentered
language." It is the opposite of '"egocentric language." which
characterizes the thoughts of a thinker in UDIM. However, as j. R.
Johnson points out, "it is possible for a sender to produce uan
egocentric message but have it make sense because the listener or
reader decentered to the sender's perspective."#7 This means that
the writing and reading of UDIM texts requires the auther and
reader to meet more or less half-way. While the author must strive

to decenter his/her thinker's message up to a point, the reader

46B. A. Uspensky, "Problemy lingvisticheskoi tipologii," p. 2104.

475 R. Johnson, "The Role of Inner Speech in Human
Communication," Communication Education,33 (July 19%4), pp.
216-17.
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must also abandon his/her normal reading habits and decode this
message with maximum attention to contextual clues and the
thinker's point of view. The addresser-addressee conflict and the
difficulty of writing and reading certain UDIM texts are summed up

by L. Edel:

It may be that... the [UDIM author] makes unprecedented
and unreasonable demands upon us as readers. We must
recognize, however, that he forces nothing upon us; it rests
with us, if we wish to, to make the effort to discover
whether communication with him is at all possible. It is not
always possible, inevitably; and while this may give the
reader a sense of frustration and may sometimes be the
fault of the artist, generally it must be recognized rather as
a failure of the consciousnesses involved to establish a
harmonious relationship. This happens often enough in life;
there is no reason why we may not expect it to happen
sometimes in our relationship to certain novels that we
read.48

In this chapter 1 have discussed certain theoretical implications
of UDIM. Now it remains to examine the four UDIM texts chosen for
this thesis in light of the foregoing, as well as other narratological
and communicative considerations. However, before proceeding to
textual analysis. I would like to consider a problem which is related
to interior monologue but which is normally ignored by literary
criticism: the contribution of psychology in the area of thought and

discourse.

481, Edel. p. 139.
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inner Speech: Fact or Fiction?

So far I have argued that UDIM is not the "mimesis" of thought
in actu, but rather an artifice: an attempt to create the illusion of
private silent discourse by means of various anti-narrative
strategies, based on certain assumptions about a fictional
communicative act. I would now like to turn to the non-fictional
counterpart of this communicative act, i.e., self-communication in
the form of inner speech. To begin with, is there such a thing? If
there is, then, according to P. Willemen, Jakobson's communication

scheme context

addresser message - >addressee
contact
code

must be modified in a way that would reflect the self-
communicative nature of the act. Note the similarities between
Willemen’s description of inner speech and Uspensky's description
of the relationship between the addresser and addressece (cf.

Chapter 1):

In inner speech, addresser and addressee are the same or at
least intrapersonal, which means firstly, that the context necd
not be taken into account, no need for redundancies and
repetitions, elaborate syntagmatic arrangements and so on;
secondly that there is no need for metalinguistic verifications
of the code or even to maintain the process within a given
code; and thirdly, that the phatic function, ascertaining
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contact, can be dispensed with. Of course, this does not mean
that none of these things occurs in inner speech; merely that
they are not indispensable to it.]

However, the discussion remains rather Laputan unless a very
practical question is addressed: how do we know that inner speech
exists in the first place? What if the principal UDIM hypothesis--
verbal thought--is wrong to begin with? In other words, we must
determine whether any real evidence exists to counter the
Wiirzburg school hypothesis that we think without words.

In the beginning of this century the most prominent members of
the Wiirzburg Institute of Psychology--O. Kulpe, C. Marbe and N.
Ach--denied any connection between the thought process and the
linguistic process. As L. Vygotsky, one of the pioneers in the

research of inner speech, points out,

The Wiirzburg school, whose main object was to prove the
impossibility of reducing thinking to a mere play of
associations and to demonstrate the existence of specific laws
governing the flow of thought, did not revise the association
theory of word and meaning, or even recognize the need for
such a revision. It freed thought from the fetters of sensation
and imagery and from the laws of association, and turned it
into a purely spiritual act... Thought and speech had never

been as widely separated as during the Wiirzburg period."2

lp, Willemen, "Cinematic Discourse: The Problem of Inner
Speech," in Cinema and Language (Los Angeles: The American Film
Institute, 1983). p. 156. Also cf. Cf. R. Jakobson, /zbrannyie Raboty,
p- 324 and Yu. M. Lotman, "Two Models of Communication," in
Daniel P. Lucid ed. and trans. Soviet Semiotics: An Anthology
(Baltimore: The Johns Hopkins University Press, 1977), p. 99.
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Although Vygotsky chastises such proponents of speechless
thought as O. Selz, who 'came to the conclusion that man's
productive thinking and the mental operation: of chimpanzees
were identical In nature--so completely did he ignore the influence
of words on thought,"3 he does not subscribe to the behaviorist
position either. J. B. Watson, the "father" of behaviorist theory,
proposed in 1924 a speech-thought relationship that was the
antipode of the Wiirzburg position: "The behaviorist advances the
view that what the psychologists have hitherto called thought is
in short nothing but talking to oursel/es."* For reasons that will
hopefully become clear below, Vygotsky points out that his "own
research led [him] to believe that Watson poses the problem
incorrectly. There are no valid reasons to assume that inner speech
develops in some mechanical way through a gradual decrease in the
audibility of speech (whispering)."5

Vygotsky takes the middle road between the behaviorists and

2L. s. Vygotsky, Thought and Language, A. Kozulin trans.
(Cambridge, Massachusetts, 1986), p. 214. For examples of the
Wiirzburg school position cf. for instance N. Ach, Uber die
Begriffsbildung (Bamberg: Buhner, 1921).

3L. s. Vygotsky, Thought and Language, pp. 214-215.

4j. B. Watson, "What is Thinking?" in F. J. McGuigan ed.
Thinking Studies of Covert Language Processes (New York:
Appleton-Century-Crofts, 1966), p. 10.

SL. S. Vygotsky. Thought and Language, p. 84
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the Wiirzburg school, arguing that inner speech does exist, but it is
different from the kind of speech that characterizes external
communication. He bases his argument on a polemic with J. Piaget
regarding the role of private speech in children younger than
approximately 7 years of age. It is a well-known fact that
preschoolers often '"think out loud": a tendency which is called
private or egocentric speech. According to Piaget, it is a
manifestation of the child's basic utism, and he classifies the talk
of preschoolers into two groups: the egocentric and the socialized.
Piaget argues that the former does not follow any intelligible
communicative code 'chiefly because [the child] does not attempt to
place himself at the point of view of his hearer."® As a result,
Piaget concludes that egocentric speech is useless since it provides
no communication and disappears roughly after the age of 7.

To begin with, Vygotsky contests Piaget's idea that egocentric
speech simply vanishes past the age of 7, arguing that "when
egocentric speech disappears, it does not simply atrophy but 'goes
underground.,' 1.e., turns into inner speech."7 One of the main
reasons for adopting this view has to do with the change in the
quality of observable egocentric speech as the child grows older.

Vygotsky found that very little qualitative difference exists

6Quoted in L. S. Vygotsky, Thought and Language, p. 26.
7L. S. Vygotsky. Thought and Language, pp. 32-33.
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between the egocentric and the social speech of a three-year-old.
However, by the time a child reaches the age of 7. "we have
[egocentric] speech that in structure and function is totally unlike
social speech."8 The egocentric speech of a seven-year-old is
much more difficult to follow than that of a three-year-old because
it is functionally "speech for oneself," and has no external
communicative function. As L. Kohlberg points out, "the self is a
more 'intimate' and 'understanding' auditor than another so that
the dialogue [with the self, i.e., egocentric speech] can be
abbreviated and short-circuited."? As the child grows older,
his/her baggage of communicative codes increases and becomes
more differentiated; this includes the differentiation of the external
and internal communicative codes. Vygotsky points out that past
the age of 7, "with the progressive isolation of speech for oneself, its
vocalization becomes unnecessary and meaningless and, because of
growing structural peculiarities, also impossiblc.”lo This is why
the study of egocentric speech in children can shed light on inner
speech and serve as a point of reference and comparison with
respect to direct interior monologue in literature.

With respect to Piaget's idea that egocentric speech is useless,

8L. S. Vygotsky, Thought and Language, pp. 229-30.

oL. Kohlberg et al., "Private Speech: Four Studies and a Review
of Theories," Child Development,39 (Sept. 1968), p. 696.

101, s. Vygotsky, Thought and Language, p. 230.
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Vygotsky points out that his experimental data suggest "that
egocentric speech does play a specific role in the child's
activity."11 In his experiments Vygotsky discovered that the
amount of egocentric speech increases when the smooth flow of a
child's activities is disrupted, and it doubles when children are
given problem-solving tasks. He concludes that egocentric speech is
a problem-solving aid and helps the child to become aware of a
given activity.12 Vygotsky's findings and conclusions have been
confirmed by a number of recent studies, e.g., L. Berk,!3 w.
Frawley et al.,14 as well as L. Kohlberg et al.1> One of Vygotsky's
own experiments even suggested that egocentric speech shapes
actions: "A child of five-and-a-half was drawing a streetcar when
the point of his pencil broke... the child muttered to himself, ‘It's
broken'... and began drawing a broken streetcar after an

accident..."16

VLL. S, Vygotsky, Thought and Language, pp. 26-29.

~L. S. Vygotsky, Thought and Language, pp. 30-31.

I3L. E. Berk, "Relationship of Elementary School Children's
Private Speech to Behavioral Accompaniment to Task, Attention,

and Task Performance." Developmental Psychology,2?2 (Sept.
1986)., pp. 671-680.

Tdw, Frawley and J. P. Lantolf, "Private Speech and Self-
Regulation: A Commentary on Frauenglass and Diaz,"
Developmental Psychology, 22 (Sept. 1986), pp. 706-708.

= Kohlberg et al.. "Private Speech: Four Studies and a Review
of Theories.," Child Development,39 (Sept. 1968), pp. 691-736.

'6L. S. Vygotsky. Thought and Language, p. 31. As shall be
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Kohlberg et al., trying to expand Vygotsky's view of private
speech as a self-regulatory or self-guiding phenomenon, describe a
hypothetical course of private speech development in children,
based on experimental data:

Level 1. Presocial Self-stimulating Language

1. Word play and repetition.—Repeating words and
phrases for their own sake (e.g [of a child's recorded private

speech]... "A whats, a whats. Icodoodoc, round up in the
Sky.")
Level 1I. Outward-directed Private Speech

2. Remarks addressed to nonhuman objects.—... "Get back

there," addressed to a piece of sticky paper clinging to the
child's finger.

3. Describing own activity... The description is in a form
which has no task-solving relevance or planning function. It
is present tense rather than past tense.

Level III. Inward-directed or Self-guiding Private Speech

4. Questions answered by the seif. [Internal dialogue —V.
T.]—For example... "'Do you know why we wanted to do that?
Because I need it to go a different way."

5. Self-guiding comments.—{[for example]... "The wheels go
here. We need to start it all over again."... The difference
between this category and 3... is that these comments are
task or goal oriented. Speech precedes and controis activity
rather than follow it [cf. Vygotsky above —V.T.]...

Level IV External Manifestations of Inner Speech

6. Inaudible muttering.—Statements uttered in such a
low voice that they are indecipherable to an auditor close
by.

Level V. Silent Inner Speech or Thought1 7

demonstrated later, this clearly associative shift is especially

pertinent to one of the basic principles of UDIM: thought
association.
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A number of parallels can be drawn between some of these private
speech categories, especially self-guiding interior dialogue, and
fictional UDIM (cf. Chapter 5). 1 shall return to the forms and
properties of inner speech later, but now I would like to address
the question of experiments aimed at the study of inner speech

proper.

Electromyographic and Other Experimental Data: Indirect
Evidence

If we turn to studies with adult subjects, we discover that a
totally different methodolegy is required for the detection of inncr
speech because, as Vygotsky points out, private speech is no longer
vocalized and turns into inner speech approximately past the age of
7. One of the foremost researchers of inner speech in the former
Soviet Union was Alexander N. Sokolov. In the 1960s and 70s he
set out to collect empirical evidence regarding inner speech,
rejecting introspective descriptions of this phenomenon as being too
inconsistent, contradictory and unreliable.!8 In fact the
introspective analysis of inner speech had already been rejected by

an illustrious predecessor, William James, who had coined the term

I7L. Kohlberg et al.. pp. 707-708.

I8A. N. Sokolov. "Internal Speech and Thought," International
Journal of Psychology, 6 (1971), p. 80.
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"stream of consciousness" in his famous work entitled The
Principles of Psychology (1890).12 The following statement by
this pioneer of modern psychology indirectly supports the idea that

whatever UDIM may be, it cannot be the "mimesis" of thought:

The rush of thought is so headlong that it almost always
brings us up at the conclusion before we can arrest it [...] As
a snowflake crystal caught in the warm hand is no longer a
crystal but a drop [...] The attempt at introspective analysis
in these cases is in fact like seizing a spinning top to catch its
motion, or trying to turn up the gas quickly enough to sec
how the darkness looks.20

Although contemporary psychologists, such as E. Tarasov and N.
Ufimiseva do not totally dismiss the fruitfulness of the
introspective analysis of inner speech, they point out that "when we
study the data of introspective analysis [of thought - V.T.], we are
dealing with segments of thought of which the subject is aware;
this, however, does not exclude the unfolding of thought processes,
including inner speech, on the subconscious level, which is

supported by indirect data."2 !

And so, instead of relying on the reports of subjects based on

19W. James, The Principles of Psychology I (New York: Henry
Holt, 1890), p. 239,

20Quoted by L. Edel, p. 20.

21E. Tarasov and N. Ufimtseva, "Znakovyie oposredovateli
myshleniia" in Iss/dedovaniie rechevogo myshleniia v
psikholingvistike (Moscow: Nauka, 1985), p. 67 (my translation).
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introspective analysis, Sokclov decided to use manifestations of
speech kinesthesia--sensations caused by the movement of
articulatory muscles in the throat and mouth--as the basic indicator
of inner specch. Arguing that 'kinesthetic control of the articulatory
movements is required to obtain correct phonation," he maintains
that children acquire and internalize a certain kinesthetic code as

they

correlate the kinesthetic sensations which arise during
articulation with the auditory perception of their own speech
[...], [comparing] the latter with the acoustic standards of the
speech of adults [and trying] to approximate their own

articulation to these standards.2?

This kinesthetic code becomes an inseparable part of language, and
the detection of speech kinesthesia would imply the presence of
covert linguistic activity. It is important to note that Sokolov's
assumption was that all linguistic activity must be accompanied by
speech musculature activity because of the kinesthetic code.
Arguing against the presence of 'the brain spcach divisions into
exclusively 'motor' areas which are connected only with the
vocalization of speech, and 'ideational' areas which are connected

only with the semantics of speech," Sokolov set out to prove the

22A. N. Sokolov, "Internal Speech and Thought." p. 81
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motor/ideationai connection by monitoring kinesthetic speech
muscle activity during various thought processes. Working from
the premise that '"the stimulation of muscle fibers is associated with
action currents, which precede the contraction of the muscle and
are indicators of a hidden (latent) phase of their stimulation by the
motor neurons of the spinal cord and the medulla oblongata,"23
Sokolov conducted electromyographic investigations of the thought
process by attaching very thin sensitive and unobtrusive electrodes
to the speech musculature of the throat, lips and/or tongue in order
to record their activity at various stages of thinking. The resulting
oscillograms confirmed Sokolov's initial hypothesis.

He found that speech musculature activity is characterized by
two states during the thought process: the tonic state (increased
tone of the speech musculature) and the phasic state

(micromovements of the speech musculature):

To various degrees these manifestations of electroactivity of
the speech musculature accompany all forms of thought;
however, during perception and concrete thinking tonic
electroactivity predominates, while mental reasoning more

often involves bursts of explosive phasic electroactivity.24

23A. N. Sokolov, Vnutrenniaia rech imyshleniie (Moscow:
Prosveshcheniie, 1968), p. 131 (my translation).

24A. N. Sokolov, "Speech-Motor Afferentiation and the Problem
of the Brain Mechanism of Thinking," Voprosy psikhologii, 13:3
(1967), p. 48 (my translation).
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As an example of the tonic state of the speech musculature during
the thought process, Sokolov provides experimental
electromyographic data from an oscillograph, demonstrating the
increase in the tone of lower lip musculature as the subject listens
to a text by Turgenev.25 When subjects were given abstract
reasoning and problem-solving tasks, Sokolov's oscillograph
recorded bursts of speech muscle twitching--the phasic state--and
these hidden kinesthetic speech impulses increased with the
difficulty of the task in question.26 The automatization of
thinking tasks--repeated mental counting etc.--was associated with
a reduction of hidden articulation.27 However, the moment "even
an insignificant change in the usual order of counting (for example,
transition from an increasing to a decreasing sequence...)" is

introduced, electromuscular activity of the speech musculature

25A. N. Sokolov, "Speech-Motor Afferentiation and the Problem
of the Brain Mechanism of Thinking," p. 48.

26 sokolov's and Vygotsky's findings that the rate of inner
speech increases in the face of difficulties are echoed by B. G.
Ananiev whose '"preliminary observations indicate that the main
stimulus for [increased inner speaking] stems from those conditions
and relationships that generate a logical obstacle or a moral
contradiction" (my translation). B. G. Ananiev, Psikhologiia
chuvstvennogo poznaniia, (Moscow: Izd-vo Akademii
pedagogicheskikh nauk RSFSR, 1960). p. 351.

27A. N. Sokolov, Vnutrenniaia rechimyshleniie, pp. 131-166.
These electromyographic findings confirm Vygotsky's observations
of egocentric speech in children engaged in problem-solving
activities (cf. above).
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increases.2 8

Sokolov hypothesizes that the tonic state of speech muscle
electroactivity is an indicator of condensed inner speech, associated
for one with visual thinking: "... [when the sttuation] does not
require the verbalization of all that is perceived: the internal
speech functions in a highly generalized and fragmentary way, only
directing the process of visual analysis..." When mental difficultics
arise in visual analysis, speech muscle activity is increased. and
Sokolov argues that "such an inclusion of [inner] speech into the
processes of visual analysis and synthesis transforms them from an
act of ‘'unconscious deductions' into a consciously directed and
controlled process of logical thought."29

In general the tonic state of articulatory muscles tends to be
associated with perception and other passive thought processes;
however, '"the tonic component remains a constantly active factor
[during all forms of thinking, which excludes] any foundations for
the theory of 'pure' thought or thought in 'pure meanings'..."30 In

fact, Sokolov adds that when the fingers of deaf-mutes were

28 A. N. Sokolov, "Internal Speech and Thought,” p. 89. This
confirms a)Vygotsky's above-mentioned obscrvavions of egocentric
speech in children, b)the self-regulative function of inner speech
and c)its connection with egocentric speech.

29A. N. Sokolov, "Internal Speech and Thought" p. 90

30A. N. Sokolov, “Speech-Motor Afferentiation and the Problem
of the Brain Mechanism of Thinking," p. 53.
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monitored electromyographically during various thought processes,
the same Kkinesthetic twitching and general muscle tone were
observed.3 ! Furthermore, he cites data regarding "a marked
hyperactivity of the speech musculature" in mentally ill patients
during hallucination.32

Sokolov also conducted experiments where speech kinesthesia
was hindered--the subject's tongue would be immobilized for
example--in order to determine the impact of such interferences
with the thought process. He found that "slight squeezing of the
tongue between the teeth [the subject was asked to do so - V.T.]
created difficulties in reading and comprehending relatively
complex texts and led to serious mistakes in writing."33 When the
physical hindrance to hidden articulation was removed, the
subject's performance returned to normal. Furthermore, other
types of hindrances--such as the requirement that the subject
repeat out loud various phonemes or engage in vocalized counting--

interfered with memorization and text comprehension tasks.34

3TA. N. Sokolov. "Internal Speech and Thought." p. 87.
32A. N. Sokolov. "Internal Speech and Thought." p. 88.
33A. N. Sokolov. "Internal Speech and Thought.," p. 85.

34N. 1. Zhinkin found the same decrease in mental capacity
when subjects were asked to tap the table as they tried to
accomplish various counting tasks. N. I. Zhinkin. "O kodovykh
perekhodakh vo vnutrennei rechi,"Voprosy iazykoznaniia, 6
(1964), p. 32.
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These findings suggest the indispensable role played by inner
speech in the thinking process.

Sokolov points out that as a given type of inner speech
hindrance was applied repeatedly, the subject's performance
gradually returned to normal. He explains this form of hindrance
automatization by inner speech reduction where "thought develops
according to the principle of enthymemes... owing to this,
verbalization becomes even more reduced..."” As a result the subject
can reduce his inner verbal code so much that inner speech units
can be inserted in the breath pauses between interference
vocalization, such as the above-mentioned counting out loud.
Sokolov adds that while in some cases "[inner] speech actions... may
be greatly contracted like a telegraphic code... in others {they] may
be more extended, turning into ar 'annotation of a statement or into
an 'internal monologue'."35 Since Sokolov mentions internal
monologue, I would like to note that interestingly enough his
description of the range of inner speech corresponds to the range of
UDIM types in literature.

Sokolov concludes that more reduced inner speech corresponds
to the tonic state, while more expanded inner speech is represented

by the ;-asic state of the speech musculature.3® The fact that

35A. N. Sokolov, "Internal Speech and Thought," p. 86.

36A. N. Sokolov, “Speech-Motor Afferentiation and the Problem
of the Brain Mechanism of Thinking," pp. 52-53.
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during visual thinking inner speech tends to be reduced more than
during abstract thought, implies that the presence of a visual
support eliminates the need of certain mental operations. However,
when the mind is "alone"--during purely abstract thought--inner
speech becomes more expanded because reasoning remains the
only tool available to the brain. In other words, the more abstract
the thought, the fuller the syntax in inner speech. In general
Sokolov sees inner speech as a series of reduced semantic
complexes which acquire a fuller verbal expression during external
communication.37  This position is supported by Leontiev who
uses the term "inner programming" to characterize this
phenomenon.38

On the basis of these data we will assume that fictional UDIM
does indeed have a counterpart in reality, which, however, does not
mean that the fictional illusion of internal communication imitates
real inner speech (cf. Chapter 1). In the next three sections I would
like to consider the differences and similarities between actual and
“feigned”™ self-communication with respect tc discourse

abbreviation patterns.

37A. N. Sokolov. "Internal Speech and Thought." ¢. 86

38A. A. Leontiev. "Inner Speech and the Processes of
Grammatical Generation of Utterances," trans. M. Vale, Soviet
Psychology, 2:3 (1969). p. 12.
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Message Reduction in inner Speech: Theme v. Rheme

The basic form of reduction in the linguistic process during
inner speech was discussed originally by Vygotsky whose
hypotheses and observatious inspired most of the laboratory
research mentioned so far. While observing the egocentric speech of
children, Vygotsky found "that as egocentric speech develops, it
shows a tendency toward an altogether specific form of

abbreviation. namely: omitting the subject of a sentence and all

words connected with it. whi' opreserving the predicate."” Vygotsky
explains subject group deiciion hrough an analogy with certain
phenomena that take place in external communication. When the

subject of a given utterance is very well-known to the addresser
and the addressee, it is often dropped from the message: 'Let us
imagine that several people are waiting for a bus. No one will say,
on seeing the bus approach, 'The bus for which we are waiting is
coming.! The sentence is likely to be ubbreviated 'Coming'..."39

Vygotsky adds that similar phenomena are observed in the spcech

39L. S. Vygotsky, Thought and Language, p. 236. Note that
Vygotsky's observations of reduction in egocentric speech agree
with Uspensky's theory (cf. Chapter 1) regarding the paradigmatic
nature of the addresser's code aid with Uspensky’s observation of
maximal message reduction in aphasiacs and children, i.e., those
who are the least likely to take the addressee's needs into account.
Cf. Uspensky, "Problemy lingvisticheskoi tipologii v aspekte
razlicheniia 'govoriashchego' (adresanta) i 'slushaiushchego’
(adresata),”" p. 2099.
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of people who live together and therefore share the contextual
knowledge of many of their utterances. As a result they frequently
use reduced syntax.

Several decades after Vygotsky's death, his colleague A. R. Luria
and L. S. Tzvetkova actually found a way to test in the laboratory
the notion of predicate dominance in inner speech. They examined
the speech patterns of patients suffering from dynamic aphasia, "a
speech disorder, which occurs as a result of local injury to the
posterior frontal region of the left cerebral hemisphere.” It was
discovered that the vast majority of patients with this disorder had
"considerable difficulties in finding the names of actions," whereas
the naming of objects did not present a problem.40 Turning to
Vygotsky's thcory that inner speech is predicative in nature and
represents a transiticnal stage between the conception of a thought
and its expanded vocal manifestation, the two researchers argue
that their patients' inability to produce complete sentences and
name actions (usually predicates) has to do with the fact "that the
predicative structure of their inner speech is defective."41 This

conclusion was supported by electromyographic evidence: when

40A. R. Luria and L. S. Tsvetkova, "Neuropsychological Analysis
of the Predicative Structure of Utterance," Soviet Psychology, 7:3
(Spring 1969). pp. 26-28. *“Names of actions” usually correspond to
predicates while “names of objects™ are normally sentence subjects.

4lA. R. Luria and L. S. Tsvetkova, pp. 28-29
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patients suffering from dynamic aphasia were asked to give a
mental answer to a question, the electromuscular activity of the
lower lip of these subjecis remained no different from background
electromyograms. When, however, the patients were guided in
their inner speech by external supports. bursts of electromuscular
activity were registered by the oscillograph. These findings suggest
that during normal cerebral activity inner speech 1is indeed
dominated by predicates at the expense of subjects; when a
cerebral anomaly reverses this relationship, defective inner specch
results.

Let us now address Vygotsky's notion of predicate dominance
during message reduction in inner speech and turn to two basic
concepts from functional linguistics which may be more helpful
than purely grammatical categories: Theme and Rheme:

Theme is that part of discourse which contains the i -

information and expresses something already known, : ir io

give a point of departure for the unfolding of the mws ¢ 2c

and transmission of new information, e.g. 'We live in
Moscow. In Moscow there are many higher educational

institutions." The opposite is Rheme.42

in the second sentence of this example "in Moscow" is the Theme

420. s. Akhmanova, Slovar Ilingvisticheskikh terminov
(Moscow: Izd-vo Sovetskaia entsyklopediia, 1966), p. 471. Cf. E. V.
Paducheva's '"dominated name" and '"predicate,” in "O strukture

abzatsa," in Yu. M. Lotman ed. Trudy po znakovym sistemam |l
(Tartu, 1965), p. 287
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because it is information carried over from "we live in Moscow,"
while '"there are many higher educational institutions”" is the Rheme
because it is 'the nucleus of the discourse (new information), i.e.,
the actual content of the message and therefore that which the
addresser wishes to communicate to the addressee regarding--or
based on--the Theme."43

As this approach suggests, depending on the context, any
element in a given sentence can act as Theme or Rheme, and
although most often Theme corresponds to the grammatical subject
while Rheme is represented by the grammatical predicate, this is
not (necessarily) always so.44 Vygotsky himself stresses the
difference between the grammatical subject and predicate as
opposed to the psychological sut,:ct and predicate: '"Suppose I
notice that the clock has stopped and ask how this happened. The
answer is 'The clock fell.'! Grammatical and psychological subject
coincide." In this case Vygotsky's grammatical subject '"clock"
happens to be the Theme of the message because it conveys old

information which has already been introduced by a context: the

430. S. Akhmanova, p. 384. Also cf. C. J. Firbas, "On Defining the
Theme in Functional Sentence Analysis," Travaux linguistiques de
Prague |, 1964. pp. 267-280 and V. Mathesius, O tak zvaném

aktualnim cleneni vetném, «Cestina a obecny jazykozpyt» Praha,
1947.

44Cf. W. Chafe, "Beyond Bartlett: Narratives and Remembering,"
Poetics, 15 (1986). p. 143.
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fact of having seen the broken clock before hearing "the clock fell."
The Rheme here is the grammatical predicate "fell" because it
conveys new information about the Theme.

However, according to Vygotsky, the "subject and predicate are
psychologically reversed... if T hear a crash in the next room and
inquire what happened, and get the same answer ['The clock
fell'l..."45 This is because "fell" is now the Theme, since it conveys
information that I already know from the context: hearing the
crash. I would like to know what fell, and therefore "the clock" is
the Rheme. J. Wertsch also views Vygotsky's notion of

psychological subject and predicate as Theme- and Rheme-like

concepts:

While it is true that the best translation of the term
[Vygotsky] wused in Russian (predikativnost') is
predicativity, he was actually concerned with notions that
have subsequently been developed in functional linguistics,
such as ziven and new information, topic and comment, and
Theme and Rheme, rr.her thar with syntactic or

grammatical subject and predicate.46

43L. S. Vygotsny, Thought and Language, p. 220.

465, v. Wertsch, "The Regulation of Human Action and the
Given-New Organization of Private Speech,” in G. Zivin ed. The
Development of Self-Regulation Through Private Speech (New
York: John Wiley & Sons, 1979), p. 80. A. A. Leontiev--Vygotsky's
student and associate--also points out that Vygotsky's
understanding of ‘'predicativeness" as the hallmark of inner speech
is not so much a linguistic concept as a psychological one. and this
psychological predicativeness in my opinion corresponds to rheme
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Therefore, Vygotsky's notion of predicate dominance in message
reduction during inner speech is in fact Rheme dominance.

Because Theme deletion--hence Rheme dominance--happens to
be a typical discourse abbreviation device in UDIM texts, and
because the Theme/Rheme concepts are understood in different
ways by different linguists,47 it is necessary at this point in the
discussion to define these terms in relation to my goals and
material. Since I intend to consider the Theme/Rheme relationship
as it operates in fictional message abbreviation in UDIM, I will
define Theme as those elements of a sentence that can be dropped
by the addresser and still be inferred or recovered by the
addressee. Rheme is the rest of the sentence. This is similar to W.
Chafe’s distinction of 'given" v. "new," where the former is the
equivalent of my use of the term Theme, while the latter
corresponds to my understanding of Rheme: "Given (or old)
information is that knowledge which the speaker assumes to be in
the consciousness of the addressee at the time of the utterance. So-

called new information 1is what the speaker assumes he is

dominance. Cf. A. A. Leontiev, p. 13.

47Ct. for example W. Chafe, "Givenness, Contrastiveness,
Definitiveness, Subjects, Topics, and Point of View." in Subject and
Topic, C. N. Li ed. (New York: Academic Press. 1976), pp. 27-55
and M. A. K. Halliday, An Introduction to Functional Grammar
(London: Edward Arnold. 1985).
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introducing into the addressee's consciousness by what he

says."48

Rheme Dominance in UDIM

Although discourse abbreviution in UDIM takes several forms
(cf. Chapter 4), Theme deletion is one of the most prevalent. The
following passage from E. Dujardin’s Les Lauriers sont coupés,
where the thinker mentally verbalizes his toilet, illustrates one
form of Theme deletion as it typically takes place in UDIM. 1 have
“reintroduced” a possible version of the deleted Theme eclements in

square brackets (boldface):

[...] habillons-nous, et prenons une autre chemise. [Je
mets/jettel ma jaquette, 1a sur le lit; [jJe mets/jette]l mon
gilet, aussi sur le lit; maintenant [je wvais] dans le cabinet de
toilette [...] [je prends] I'éponge [...] ah! [je plongel la téte
dans l'eau [...] [je prends] ma serviette; ouf! [...] [il]l faut
s'habiller [...] [je mets] une chemise blanche... [j'engage] les
boutons des manches, du col [dans leurs boutonnieres]; ah!
[i'ai oublié] le linge frais; que je suis béte! dépéchons-nous:
[je vais/cours] dans ma chambre [...] [Je noue}] ma cravate
[...] [je mets] dans la poche, ma montre [...] j'oubliais de
brosser un peu mes bottines; tant pis! non, [je wvais (leur)
donner] un simple coup de brosse; [je prends] ma brosse a
habits [...]49

48w, Chafe, "Givenness, Contrastiveness, Definitiveness,
Subjects, Topics, and Point of View," p. 30. Also cf. W. Chafe,
3¢ ond Bartlett: Narratives and Remembering," p. 143.
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All the missing Theme elements are implied by the general toilet
context and can be considered recoverable on the basis of the
reader’s knowledge of the world: how and in what sequence a
person normally washes up, dresses and brushes his/her clothes.
Although the violation of Beaugrande’s and Dressler’s norm of
cohesion (cf. Chapter 1) in this passage does distance the thinker’s
discourse from that of a conventional narrator and suggests
addresser-dominance, the reader should have no trouble making up
for the thinker’s discourse abbreviation, i.e. recursive reading or
any other major decoding effort is not really required on the
reader’s part, Therefore, it could be argued that this form of
discourse abbreviation establishes a certain balance between the
quasi-mimetic and the informatory goals of the UDIM genre.

When UDIM involves the deletion of Theme elements that
cannot be recovered simply on the basis of the reader’s world
knowledge, the missing information is normally provided elsewhere
in the text. And this reflects a key feature of “Themeness.” As W.
Chate put it, "the most common linguistic basis for the speaker's
assuming something to be in the addressee's consciousness is, of

course, the prior mention of a referent.">0 For example in A.

49E. Dujardin. Les Lauriers sont coupés, (Paris: Bibliothéque
10/18, 1968). pp.  64-5.

5OW. Cho o, "Givenness. Contrastiveness. Definitiveness.
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Schnitzler's Leutnant Gustl the thinker comments to himself about
a female acquaintance: “Ja, wenn's noch die Adel' wiir'... Nein, die
Adel'!  Mir scheint, seit zwei Jahren hab' ich an die nicht mechr
gedacht... [...] Na, Gustl, hiitt'st schon noch warten kénnen—war doch
die einzige, die dich gern gehabt hat...? (167-68)"3! The missing
Theme of the abbreviated sentence “war doch die einzige” is “Adel'.”
and its recovery requires a certain (however small) amount of
recursive reading on the part of the reader. As in the above-cited
passage from Dujardin, the readability of the text is not really
affected by this instance of discourse abbreviation. since the
distance between the sentence-fragment and its referent is very
small, but communicati.e privacy is nevertheless suggested by
contrast with conventional narrative where such syntax would be
unlikely.

In V. Larbaud’s “Amants, heureux amants...,” on the other hand,
there is an example of Theme deletion where the distance between
an abbreviated sentence and its referent is guite considerable. As
the thinker ponders the appearance of a girlfriend, he suddenly
associatively recalls the way he had seduced her the night before:

“Son petit air modeste; les yeux baissés sous le beau front bombé.

Subjects, Topics, and Point of View," p. 32.

STa. Schnitzler, Meistererzdhlungen (Frankfurt am Main, S.
Fischer Verlag, 1950), pp. 167-68.
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Piglio di Madonnina. Les mains sont trés belles. Pensé au vers: «O
bella mano...» J’aurais di les lui réciter. Et dire que sans la
connaitre, brutalement, sottement.”>2 The Theme of “sans la
connaitre, brutalement, sottement™ is the act of seduction, but it is
mentioned three pages before. Therefore. its recovery by the
reader would presumably require more recursive reading and
mental effort than the reconstruction of *“Adel’” in the above-
mentioned passage from Schnitzler.

However, whether the distance between an abbreviated
sentence and its missing referent is small or large, most UDIM texts
make such Theme elements available at one point or another. And
this is indicative of the fact that the macrocommunicative process
normally has primacy over the microcommunicative process in
UDIM. R. Humphrey refers to this as "suspended coherence." He
argues that in UDIM no matter how incoherent a given text may be,
the explanation of unclear elements is normally only delayed and
not missing outright.53 Humphrey argues that in order to counter
the incoherence created by a monologist's thought association--
which is often the basis of discourse progression in UDIM--authors
try to make sure that each element introduced associatively into

the monologist's mind can be linked with an explanatory context

>2V. Larbaud, Amants, heureux amants... (Paris: Gallimard,
1981), pp. 132-133.
S3R. Humphrey. pp. 66-72.
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somewhere in the text. Therefore, coherence is not eliminated: it is
merely suspended. While thought association is the source of most
unclear Themeless sentences in UDIM, suspended coherence is a
deleted Theme rtecovery device.

Thus, message abbreviation is characterized by Theme-dropping
in both real inner speech and literary UDIM; however, in the former
it presumably takes place with much more ease than it does in the
latter, which points to a basic difference between the two. In real
inner speech the Theme recovery potential is presumably 100%
since the message is supposed to be received by an internal
addressee who always knows the context of discourse. This
explains Vygotsky's observations of egocentric speech
predicativeness in preschoolers. In UDIM. however. the Theme
recovery potential is naturally lower because the fictional internal
communication is only an illusion, and in addition to the fictional
internal addressee there is a real external addressee: the reader.
And since the reader cannot be expected to know automatically all
the contexts for every utterance, Theme deletion must be balanced
against the requirements of the macrocommunicative process (cf.
Chapter 1), i.e., comprehensibility.

A further distinction between message abbreviation in real inner
speech and in literary UDIM can be made if we consider that two

major types of contexts can be used as missing Theme recovery
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sources: the linguistic and the extralinguistic. As. W. Chafe points
out,
extralinguistically, the speaker may believe that both he and
the addressee share the perception, and hence the
consciousness of some object in the environment. If the
speaker sees the addressee looking at a certain picture on his
walil, for example, he might say out of the blue I_bought it last

week, where the idea of the picture is treated as a given and
hence pronounced with low pitch and weak stress, as well as

being pronominalized as *“it.”54

Chafe goes on to argue that the linguistic basis for givenness has
to do with a prev:ou: verbalization of an element, which is later
treated as a Theme and, in the context of our discussion, is
therefore deletable. The point here is - .« ¢xtralinguistic givenness
is much more likely to be present in reai inner speech than in
literary UDIM for the simple reason that a UDIM thinker can never
share with the reader the physical perception of an object or the
memory of something outside the text. This naturally limits the
Theme dropping potential of UDIM where discourse abbreviation
can rely mainly on linguistic clues. Such verbal contexts are not
always easy or even possible to provide in UDIM without making
the '"mimesis" of thought appear cumbersome or artificial, i.e..

similar to conventional narrative.

54w, Chafe, "Givenness, Contrastiveness., Definitiveness,
Subjects. Topics. and Point of View." p. 32.
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Left mainly with the linguistic basis for Theme deletion and
recovery, literary UDIM has to balance two often antipodal
elements--a)the illusion ofdisorganized and fragmented
(abbreviated) private thought processes and b)the
clarity/accessibility of /Jinguistic clues facilitating the recovery of
deleted Themes. This is part of the conflict between the quasi-
mimetic and the informatory goals discussed in Chapter 1. If a given
UDIM involves '"disorganized" associative shifting from one idea to
another and therefore Jin medias res beginnings of fabula
segments, all the elements in a given sentence may be perceived by
the reader as carriers of new information i.e., Rhemes. The more
incoherent and randomly associative the UDIM message, the less
likely is the reader to know the constantly changing contexts, and
the more difficult it becomes for the author to eliminate what for
the monologist are Themes without endangering the
macrocommunicative process. Cn th: other hand, the more
sustained and organized the UDIM discourse, and the more constant
the frames of reference (contexts), the easier it is to leave out
Themes without hurming the macrocommunicative process.

The result is a paradox. The disorganized stream of
consciousness with its constantly changing topics and contexts

seems so fo-eign to public communication and especially
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conventional narration that by elimination it appears to suggest
internal communication more than any other device. This sort of
incoherent UDIM makes Theme deletion--the very essence of real
inner speech--"mimetically” necessary, yet extremely difficult if
intelligibility for the reader is to be maintained. On the other hand,
UDIM with a more sustained line of thought, whose organized
structure seems closer to narrative practice, is more likely to
provide the linguistic basis of givenness for easy Theme deletion
and recovery.

As a final note on Theme recovery in UDIM, I would like to
return to the above-cited passage from Schnitzler's Leutnant Gustl
“Ja, wenn's noch die Adel' wir'... Nein, die Adel'! Mir scheint, seit
zwel Jahren hab' ich an die nicht mehr gedacht... [...] Na. Gustl.
hiitt'st schon noch warten konnen—war doch die einzige, die dich
gern gchabt hat...? (167-68)" There are actually two Themeless
sentences here “hiitt'st schon ncch warten kénnen” and “war doch
die einzige.” In addition to contextual Theme-recovery sources,
morphological clues are also available in this case: the second
person s'ng.'"r ending in “hitt’st” suggests that “du” is the missing
Theme. while the feminine singular endings in “die einzige” make it
casier to relate this phrase to a female referent. When translated
into English (“could have waited™ and “was still the only one™). these

excerpts illustrate the advantage that more inflected languages
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have over less inflected ones when it comes to reconstructing
discourse abbreviation based on Theme deletion. In German,
Russian or French, for example, the scope of discourse abbreviation
through Theme deletion can sometimes be greater than in English
because inflections. through agreement with missing Theme
elements, can make the reader’s Theme recovery task that much
easier even in the absence of easily accessible contextual clues.
This inflection-related advantage also applies to other devices
aimed at creating the illusion of self-communication (cf. Chapters 4
and 6). Therefore, languages, such as German or Russian, may

actually make it easier to create the illusion of self-communication.

The "Realism" of UDIM

The theorists of interior monologue have devoted a considerable
amount of attention to what is and is not convincing or
communicatively verisimilar in UDIM texts. One of the biggest
bones of contention regarding "mimesis" in literary UDIM is the
verbalization of so-called preverbal phenomena. Because
Dujardin's pioneer UDIM Les Lauriers sont coupés seems to have
offended the "mimetic" sense of literary critics more than any other
similar text, I would like to turn to some of these criticisms and
compare them with experimental evidence regarding the

verbalization of preverbal phenomena in inner specch.
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Dujardin is usually accused of having his monologist think the
kind of thoughts that are not “supposed” to take on a verbal form,
registerin tomatically in the sensorimotor area of the brain. L.
Edel, t.. xample--in regard to a scene where Dujardin's thinker
enters a rewtaurant and mentally verbalizes everything in his visual

range--claims that

it is not altogether convincing to have us believe that the
preoccupied man would bring into the center of his
consciousness the table, the hat on the peg, the removal of
his gloves... In terms of fictional verisimilitude the thoughts-
-waiter, table, hat on peg, gloves--seem to be serving as the
equivalents of stage directions in a play, and the hero
figures as an actor, whose every move has been calculated.
But the reality would be a simultaneous registering of the
items tabulated by Dujardin in the hero's mind. and

doubtless beyond the verbal level.55

L. E. Bowling sums up the criticism addressed to Dujardin for
allowing his thinker to verbalize certain pieces of visual and motor

information:

there is always in the consciousness a vast amou-t of
mental activity which our minds never translate into
language. and any attempt on the part of the writer to make
a character think this non-language material into language
form (that is into interior monologue) sounds awkward and
unreal.56

SSL. Edel. p. 60.
36L. E. Bowling. p. 355. Also cf. M. Friedman. Stream of
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Such objections to the verbalization of preverbal thought would
probably seem justified to most readers. There may be,
nevertheless. some evidence that--whether Dujardin was aware of
this or not. although I would assume the latter--a certain amount of
"mimetic" validity may be attributed to the 'questionable" passages
in Les Lauriers sont coupés. In her research of egocentric speech
and Vygotsky's theories, M. S. Saville-Troike observed preschoolers
engaged in various activities in different circumstances. Here is an
example of the egocentric speech patterns recorded by her, which
may belie Edel's and Bowling's claims about what "really" happens
during the human thought process. One child. while walking along,
was heard chanting: "Walking, walking, walk. Walking, walking,

walk.">7 So here we have the verbalization of a purely motor

Consciousness: A Study in Literary Method, p. 153.

57M. L. Saville-Troike. "Private Speech: Evidence for Second
Language Strategies During the 'Silent' Period." Journal of Child
Language, 15 (1988), p. 584. Saville-Troike's findings suggest a
number of correspondences between inner specch and literary
UDIM. ¥T~r example., her children demonstrated instances of
word/concept association outside of any external context, i.e..
during typical egocentric speech soliloquies: "Whose. Babe. Hi,
babe." p. 583. As we shall see later this sort of purely associative
thought is at the base of certain UDIM texts. Another typical UDIM
phenomenon is obsessive repetition of words or phrases--a kind of
mulling over of various thoughts--and it too finds its analogue in
Saville-Troike's observations. She recorded ocne child soliloquizing:
"Jelly bean, jelly bean. Jelly, jelly, jelly, jelly," and another: "Yucky.
Yucky scoop. Scoop, scoop, yucky scoop. Yucky, yucky, yuck-
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activity, and--given the link between egocentric speech and inner
speech (cf. Vygotsky above)--it corresponds to such passages in
Dujardin's novel as "Nous marchons, cote a céte.">8  Saville-
Troike's observations are especially surprising in light of the fact
that walking would seem to be the least likely activity to be
verbally registered by the walker, since the processing of such
purely motor information should be even more automatic than the
processing of visual information.

As for the verbalization of visual information processing--one of
the objections raised by Edel and Bowling with regard to Dujardin's
thinker-- electromyographic data from the above-mentioned
experiments by A. N. Sokolov indicate the constant presence of
inner speech during "visual thinking." Although Sokolov does point
out that such inner speech is highly reduced, as is indicated by the
predominantly tonic state of the articulatory musculature during
most visual thinking, it is nevertheless there. As Sokolov points
out, "such an inclusion of speech into the processes of visual
analysis and synthesis transforms them from an act of ‘'unconscious
deductions' into a consciously directed and controlled process of
logical thought" (cf. above).

A lack of correspondence thus appears to emerge between the

vucky." p. 583.
S3E Dujardin. Les Lauriers sont coupés, p. 31.
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critics' (and most readers') understanding of what is "fictionally
verisimilar" in UDIM and certain assumptions that can be made on
the basis of data from research on inner specch. However, the
question of the verisimilitude of UDIM, or its “reality effect.” has to
do not with facts, i.e. with what really happens in inner speech,
but with certain forms of discourse: especially the avoidance of
discourse features typical of written narrative (¢f. Chapter 1). Edel
objects to Daniel’s verbalization of his physical space because the
description of one’s environment presupposes an external
addressee who is not there to see it, and yet wants to know about
it, i.e., it would be typical of conventional narratorial descriptive
discourse. Scientific evidence thus takes second place to
communicative conventions, which is to be expected when we are
dealing with a form of literary communication. And this is why
Bowling's requirement that UDIM present "that part of mental
activity which is nearest to the rcality of human speech. that part
which may be reasonably and convincingly rendered in the form of
interior monologue" makes sense.>? It is the words "rcasonably
and convincingly” that are most important here: what matters is the
reader's expectations, and these expectations are based on a
knowledge of various forms of public discourse. It is the desire

not to see these forms of public discourse that determines what is

S9L. E. Bowling, p. 357.
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or is not convincing in UDIM.

Although both Edel and Bowling are on the right *rack in terms
of formal mimetics (cf. Chapter 1), I must object to their attempt to
make a link with the real mind and the real thought process in
their respective criticisms of Dujardin's UDIM (cf. above:). Their
mistake in this respect is best summed up by C. D. King who argues
that "since psychology is after all, a matter for psychologists...
Bowling might have paid more attention to the literary form [he is]
discussing and less to what really goes on in the mind."0 0
Similarly, M. Raimond points out the need to restrict the criticism of
the interior monologue technique to literary and artistic

considerations:

[...1 c'est de facon abusive que la critique conférait au
monologue intérieur le pouvoir d'investigation auquel
prétendait l'écriture automatique. Car, dans un cas. il s'agit
d'un homme réel., pour qui l'entreprise d'étudier le
fonctionnement de la pensée, méme si elle se solde par un
¢chec. n'est pas absurde: au lieu que, dans l'autre. ce flot de
conscience ininterrompu est tout entier forgé par ['auteur et
prét¢ par lui & un personnage imagiaaire [...] 11 est évident
que le romancier se contente de donner le sentiment d'un
courant de conscience. non de le restituer effectivement, ce
qui scrait. esthétiquement et psychologiquement, un non-
sens. (my italics - V. T.)8!

60¢. p. King. "Ecouard Dujardin. Inner Monologue and the Stream
of Consciousness." French Studie~ 7 (1953). p. 125.

61 M. Raimond. pp- 268-69.
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Therefore, UDIM, being a unique literary genre as far as its
relationship with the actual world is concerned. cannot be Judged
by conventional approaches that try to correlate a given fictional
text with what happens “out there™ in the real world. However, the
indirect correspondences that exist between real inner speech and
literary practice warrant further investigation. which 1 wil attempt

in the following chapters.
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Introduction

Vsevolod M. Garshin's story "Four Days" ("eTnpe aHdA') made
the author famous when it was published in 1877. Intended as a
strong anti-war statement and based on a true incident during the
Russo-Turkish war (1877-78). "Four Days" is the interior monologue
of a wounded soldier left for dead on an empty battlefield. His last
name, Ivanov, which is traditionally considered to be the most
common one in Russia, may suggest the idea of "everyman" in order
to generalize the protagonist's terrible experience on the battlefield
into a broad anti-war message. The protagonist finds himself
pinned down next to the body of a Turkish soldier whom he killed
just before being wounded. Forced to look at the corpse for a long
time, Ivanov experiences terrible guilt, since he has never killed
before. After four days of physical and mental agony, during which
Ivanov reassesses his formerly idealistic attitude toward war and
ends up condemning it as something far from glorious and noble,
the protagonist is found by his regiment. and, unlike his real-life
prototype. he survives.!

Throughout the text we do not leave the confines of the

protagonist's mind: as a result. the intense. relentless focus on his

I'p. Henry. A Hamlet of his Time: Vsevoiod Garshin, the Man,
his Works, and his Milieu (Oxford: Willem A. Meeuws. 1983). p. 47.



Unframed Direct Interior Monologue in European Fiction 68
Vladimir Tumanov Chapter 3: V. M. Garshin “Four Days"™

mental and physical anguish created by the interior monologue
technique enhances the "horrors of war" effect intended by the
author. At the same time the war-related situation and setting
provide motivation for the wounded man's interior monologue:
immobilized by his wound. he becomes a prisoner of his own mind
and is therefore forced by circumstances to think through his entire
predicament and its causes. P. Varnai sums up this type of form-
content symbiosis in this and other works by Garshin: "The writings
of Garshin are representative of the 1880s (a transitional period
between the utilitarian practices of the sixties and early scventies
on the one hand and the great aesthetic revival of the end of the
century on the other) in that they combine tradition with
experimentation."?

From the perspective of literary history the importance of
Garshin's short story has to do not so much with its anti-war
message as with the innovative nature of the technique wused to
convey that message. In "Four Days" Garshin was, to the best of my
knowledge, the first to explore tihe potential of UDIM (unframed
direct interior monologue). The idea of creating the illusion of inner
discourse without narratorial mediation had been raised by

Dostoevsky in 1876 in a short story entitled "A Gentle Creature"

2p, Varnai, "Structural and Syntactic Devices in Garshin's
Stories” Russian Language Journal 94/95 (1972), p. 61.
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("Kporkasn"). However, as D. Cohn argues. Dostoevsky's story, which
is supposed to represent the stenographic record of thoughts going
through the head of a man whose wife has just committed suicide,
"still very largely conforms to the norms of traditional first-person
narration"? and therefore does not constitute encugh of a formal
break with conventional narrative practice. In any case, regardless
of what one thinks of "A Gentle Creature," Garshin was dealing with
an unexplored genre, and, to quote L. Stenborg: "diese Novelle ist
als einer der ersten Versuche des sog. inneren Monologs betrachtet
worden."4 And it is because Garshin's text initiated some of the
devices later used by such masters of interior monologue as Joyce
and Faulkner. that the form of "Four Days" merits a close analysis.
At the same time, it must be stressed that since Garshin's story
was such a pioneering work and in my opinion represents the
birth of UDIM as we know it today, it is by nc means uniform in
the way it seeks to represent an on-going thought process. Given
the absence of a genre tradition in this area. it is quite

understandable that Garshin's text seems to vacillate between a) a

form required by the premise that we are eavesdropping oua a

3D. Cohn. Transparent Minds, p. 180.

4L. Stenborg. Studien zur Erzéhitechnik in den Novellen V. M.
Garshins, Studia Slavica Uppsaliensia, Il (Uppsala: University of
Uppsala. 1972). p. 127.



Unframed Direct Interior Monologue in European Fiction 78
Vladimir Tumanov Chapter 3: V. M. Garshin “Four Days”

private thought process and b} more traditional forms related to
conventional first-person narrative. At times lapsing into a
narratorial style, "Four Days" often appears to rest on the private
and public communication premises simultaneously. This creates
communicative ambiguity, which is indicative of the difficultics
often associated with exploring a new literary genre. Therefore, my
discussion will be an attempt to determine to what extent "Four

Days" succeeds in creating the illusion of private communication.

Now or Then?

In spite of the text's numerous narratorial features, which will
be addressed below, Garshin introduced at least one major
innovative device in “Four Days," which sets this story apart from
conventional narration: the use of the punctual present in the main
story-line.  According to D. Cohn, this form of the present tensc
"synchronizes verbalization with action or experience, and even
though the illusion of absolute synchronization is not always
achieved in Garshin's story, we have a clear sense that an attempt
is being made to do so. Thus, in a number of instances Ivunov's
verbalization and experience are close enough to create the sense

that the action in "Four Days" is "here and now," which comes into

SD. Cohn, Transparent Minds, p. 191,
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sharp contrast with the inevitably retrospective stance of the
conventional narrator. For example, in the following passage we
have the distinct impression that the narrator's inner discourse
renders his perceptual process as it occurs, i.e., in actu:
I am awakc. Why do I see stars shining so brightly in the
dark-blue Bulgarian sky? Am I not in the tent? [...] Above

me there is a patch of sky where a big star is shining and a
few little ones; around me there is something dark and tall.

It’s bushes. I am in the bushes: I haven’t been found!®

In order to assess the significance of Garshin's attempt to use the
punctual present tense in his UDIM, let us return to the concept of
formal mimetics raised in Chapter 1I: the discourse of a
conventional first-person narrator is modelled on various forms of
what is frequently non-fictional communication. The implication
here is that conventional personal narrative is normally based on a

communicative situation where the addresser and the addressee

6g npocHysqacsa. Iloyemy d BHWY 3Be3Ab, KOTOphHE Tak ApKo
CBEeTHATCST Ha YepHo-CHHem O6oarapckom Heb6e? Pa3zBe s He B
nanartke?[...] Hago MHoOI0 — KJa0YO0K YepHO-CHHero Heba, Ha
KoTopoMm TOpPHT Ooabillafg 3Be3Aa H HECKONABKO MasfieHbKHX,
BOKpYr 4TOo-TO TeMHOe€ H BBICOKOe. JTo KycTH. S B Kycrax:
MeHsa He Hawau! V. M. Garshin, Rasskazy (Moscow, 1975), p. 28.
All subsequent translations from this edition are mine, and all page
references in parentheses are to this edition. In some instances I
have had to resort to somewhat awkward English in order to render
the essential aspects of the self-communicative process in Russian.
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are different individuals. This premise implies that narration has
to be retrospectively oriented: its logical tense must be the past or
sometimes the evocative present. 'The latter, unlike the punctual
present, is a retrospectively-oriented tense used in order to give
more vividness to events.” It would be illogical for a writing
narrator to wuse the punctual present, which "synchronizes
verbalization with action or experience" (cf. Cohn above), since s/he
can write down his/her account of events only after they happen.
And it would make even less sense for a speaking narrator to use
the punctual present, since it would imply that s/he is relating
events taking place right before his/her listener's ecyes., which,
unless the listener is blind, is a waste of effort. This is why M. J.
Toolan points out that “narrative typically is a recounting of things
spat.otemporally distant.”8

It is only when the addresser and the addressee arc the same
person, as is the case in UDIM, that the punctual present becomes
logically acceptable: the thinker is not narrating but registering

his experience in the form of inner discourse or verbalization.? In

7 D. Cohn, Transparent Minds, pp. 190-203.

8M. 1. Toolan, Narrative: A Critical Linguistic Introduction
(London: Routledge, 1988), pp. 1-2.

9 This implies that present-tense UDIM lacks the starting point
of all firsi-person narrative: the epic situation. a term used by B.
Romberg to designate the particulars of the narrative act itself and
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this respect Cohn writes: "This employment of the present tense
pinpoints the simultaneity of language and happening that
distinguishes the new form [UDIM — V.T.] from 'the previous form
of narrative' in the first person., wh>re language always follows
happening."!'? This is why Garshin's "Four Days" is so innovative:
even though the thinker's suwyle is narratorial in many ways, it
represents an aticmpt at a fundamental break with narrative as a
communicatiive situation because the author clearly seeks to
eliminate retrospection from the main story-line by closing the
temporal gap between story and discourse, i.e., between the
protagonist's experience and its verbalization.!!

In addition to placing Garshin's text within the realm of UDIM
and distancing it from conventional rirst-person narrative, the use
of th: punctual present tense and the related attempt to
synchronize discourse with experience play another important role
)

in "Four Days." In a story where the protagonist's life is in grave

its motivation. Epopoiia, the Greek origin of the term '"epic," means
"elling" or M"uwarrating" in verse, and preseni-tense UDIM excludes
eponoiia--along with the epic sitaation--by excluding the public
communication protomodel so fundamental for epopoiia in
particular and all narrative in general. Cf. B. Romberg, Studies in
the Narrative Technique of the First-Person Novel (Stockholm:
Almgvist & Wiksell, 1962), p. 33.

10p. Cohn. Transparent Minds, p. 173.

I'TOn the connection between this and Benveniste's concepts
hisicire and discours c¢f. D. Cohn, Transparent Miads, pp. 188-90.
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danger--Ivanov is wounded and immobilized under the hot sun in
the middle of nowhere--present-tense UDIM creates the kind of
suspense that 1is virteally impossible to achieve in traditional
perscenal and therefore retrospective narrative. In the latter the
very fact of narration normally irdicates that the hero has
survived to tell the tale. and no matter how much internal
focalization is used--for example, often suspense is heightened
when the perspective of the experiencing self is adopted at the
expense of the "what-next" knowledge of the narrating self--the
reader still knows that "I was about to die" usually implies "but |
didn't."!'2 Present-tense UDIM inevitably excludes such a
comforting guarantee. In Garshin's text we are given only ths "here
and now'" perspective of the experiencing self becausc there is no
narrating self to begin with and thereforc no solace of a

retrospective point of view.

12The exception is a fictional narrative in the form of a diary--
a relative of UDIM (cf. Chapter 1)--found by someone else after its
author’'s death. The person who finds such a diary becomes a
framing narrator who presents the second-order text. This 1s
precisely the case in Garshin's other anti-war story, "The Coward,"
("Tpyc') written two years after "Four Days" (in 1879). Most of the
text consists of a diary kept bv the protagonist who is about io be
drafted. When he leaves for the Russo-Turkish War, the diary ends,
and the story is finished by an impersonal narrator who first refers
to the above-mentioned diary and then tells about its author's
death in bnattle.
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Therefore, when Garshin's protagonist thinks: “Yes I've been
wounded in battle. Dangerously or not?”,!3 we know that these
wounds could be fatal--in most conventional personal narratives
they cannot--and therefore we are keenly aware that this character
may "just die on us."'% This results in greater suspense and a
keener sense of empathy: we can identify more easily with
someone who does not know his/her future because we do not
know ours. Perhaps this feature has the potential of making a story
with an adventure communicated in present-tense UDIM more
"adverturous" than the same story presented in the conventional
retrospective narrative mode.

Given all that. T must once again stress the pioneering nature of
Garshin's UDIM and the associated difficulty of working with a new
fictional premise, since the punctual present is not used
consistently throughout the thinker's verbalization of on-going
experience. At times Ivanov lapses into a retrospective style by

using what amounts to the evocative present and even the purely

3vfa, a paHeH B 6o010. OnacHo HauH HeT?" (28).

14 An example of a UDIM thinker dying and thereby ending the
UDIM is found in A. Schnitzier's Friulein Else where the heroine is
contemplating suicide. These are the delirious protagonist's last
words as she dies after having poisoned herself with an overdose of
Veronal: "Ich fliege... ich triume... ich schliefe... ich triu... triu—ich
flie..." A. Schnitzler._Meistererzdhlungen, p. 526.
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narratorial pasi. For example. here is the protagonist's first record
of his initial physical sensations after regaining consciousness on

the empty barttlefield:

I have never been in such a strange position. 1 am lying, it
seems, on my stomach and can see before me only a small
piece of land. A few blades of grass. one of them with an ant
crawling down head first, some sort of pieces of refuse from
last year’s grass: that is my whole world. And I see it with
only one eye because the other one is closed shut by
something hard, probably a branch, against which my head is
resting. 1 feel very uncomfortable, and I want to (but can't
for the life of me understand why I am unable t0) move. This
is how time passes. I hear the crackling of grasshoppers. the
buzz of a bee. Nothing else. Finally I make an effort, freec my
right arm from under myself, and, leaning with both arms on
the ground, try to get up on my knees.!?

Until the clause *this is hew time passes.” we have the impression

15vq yukoraa wue HaXoAHACAd B TakoOM CTPAHHOM TMONOMHEHHH.
S nemMy, KXaweTrcd, Ha MXHBOTE H BHKY Nepea coboio TOABKO
MaJsNleHPKHH Kycoyek 3eman. Heckonbko TpaBHHOK, MypaBen,
TOA3YMIHA C OAHOH M3 HHUX BHH3 TI0/0BOI, KAKHE-TO KYCOYKH
copa OT MpoWIAOTOAHEH TpaBH — BOT BeCb MOW MHUp. H BHUMY g
€ro TOJlIbKO OMAHHM TJ4la30M, MOTOMY YTO APYroH 3amar 4Yem-10
TBEPABIM, AOJMKHO OHTh BEeTKOI, Ha KOTOpPYI0O ONHpaeTcd Mod
roaosa. MHe yMacHO HENOBKO, H $ XO4YY, HO PpeluHTeqnbHO He
IMTOHHMaw, noYeMy He MOry uweBeAbHYTbCd. TakK I1pOXoAMT
Bpem4d. S cabllly TpecK KY3HEeYMKOB, MYWMMaHHe TYedqsl.
Boapure HeTr Hu4Yero HakoHeln g gesnalo ycuaue, ocBobomaalo
npaBy©o PpykKy H3-noga ceba H, ynHpadch obeHMH pyKamu o
3€eMAI0, XOYY BCTaTh Ha KogeHH." (27-8)
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that Ivanov's mental discourse and his physical experience are
intended by the author to appear simultaneous, which means that
this is supposed to be the punctual present tense, and we are
outside the realm of retrospective discourse: the thinker is not
narrating but merely registering the external world. However. the
moment “this is how time passes” appears, a summary effect (cf.
below) is introduced, i.e., the present tense is now evocative, since
such a statement implies that the thinker is looking back on events
and summing up or taking stock of the situation. The end of the
above-cited passage is even more narratorial, since the adverb
“finally™ in “finally I make an effort™ implies that the thinker sees
this particular action as the end of a series. and it is only in
vetrospect. i.e., In narrative, that one can classify the “units” of

expericnce into sets and determine what element is the last.!©

16 As A. Daznto points out, "any narrative is a structure imposed
on events, grouping some of them together with others, and ruling
some out as lacking relevance [...]" A. Danto, Analytic Philosophy
of History (New York. N.Y.: Cambridge University Press, 1965), p.
132, In this respect, it could be argued that, when it comes to the
verbalization of a thinker’s on-going experience in UDIM, any
sentence containing two or more similar elements in a /ist is
suggestive of a retrospective position. Any two or more similar
clements placed within the same seutence are there because in the
opinion of the speaker they have more in common with each other
than they do with other elements in other sentences. However, this
type of syntactic classification requires access to upcoming ‘“units”
of experience. which is of course incompatible with the position of a
UDIM thinker registering experience in actu and unaware of what
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In some places Ivanov's discourse is even more ambiguous as to
the thinker's temporal position with respect to the events in the
main story-line. In the following passage the thinker goes from
the illusion of "the simultaneity of language and happening'" to

narrative in the past tense and back again:

The sun is up. Its huge disk, all crisscrossed and divided by
the black branches of bushes, is red like blood. Today. it
seems, it will be hot. My neighbor [reference to the necarby
dead Tvrk killed by Ivanov - V.T.]. what will become of you?
You ai. horrible even now. Yes he was horrible. His hair had
begun to fall out. His skin, naturally dark, was pale and
yellow; his swollen face had stretched it to such an extent that
it had snapped behind his ear. Worms were swarming there.
His feet, laced tightly into 'is shces, had swollen, and huge
bubbles were showing thiough *he hooks of ihe shoes. And
his whole body had puffed out into a big mound. What will
tbe sun do to him today? It’s unbearable iying so close to
him. I must crawl away no matter what it takes. But will |
be able to do it?17

is to come. This is why *I make an effort, rree my right arm from
under myself, and [...] try to get up” (cf. above) is not an ajiogether
convincing syntactic conastruction.

179Connue Bsowso. Ero OFPOMHEBIH AHCK, BE€Cb IMepCeYvEHHBINA
H Da3A€JiCHHBIH YepHLIMH BETBSMHU KYCTOB, kpaceH KaX KpOBb.
CerogHsi 6yaeT, kKamercsd, Hapko. 1o cocea — 4YTo cTaHeTcs
ToboH? Tw M Tenepp ymaceH. fla, oH OB yKaceH. S5ro BoaocCH
Hayaad BhIMaanaTbh. Ero komwa, 4depHad OT NpHpoabl, MnobgegHena
H To}eanTesna; pasayToe JAHUO HATHAHYANO €e A0 Toro, 4YTo OHa
J0IMHYyMa 32 yXxoMm. Tam KONOWIHAHCH 4YepBH. Horu, 3aTtgHyThie B
WTHONETH, pa3aysiHCh, H MeWay KploykKamMu WTHOMAET BHAC3AH
OrpOMHEIE NY3HpH. K Beck OH pa3aydcd ropoio. Yto caenaer c¢
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The use of the future tense in “tod 'y, it seems, it will be hot.” and
“what will the sun do to him today?” suggests that the thinker is
not looking back on this scene. And this illusion of simultaneous
discourse and experience is even more evident from the punctual

present tense in the reference to the sun: "Its huge disk [...] is red

like blood™ and the .wontal address to the dead Turk: “You are
horrible even - ».-." Lt owcver, the sudden shift into the narratorial
past indicates ..« ' - vihor is still groping for the right technique

this unexplored genre, unsure of the means necessary to

sdintain the communicative illusion of UDIM.

As the text progresses, this vacillation between the retrospective
and the non-retrospective position of Ivanov's discourse becomes
more frequent and nocticeable. Whereas initially the UDIM lapses
from the punctual present mainly into the evocative present (with
only occasional slips into the past tense), e.2., “I raise myself and sit
up. This is done with difficulty when both legs are broken. A few

times 1 have to give vp in despair<-{summary effect — V.T.},"18

HHM CoOoNHUe ceroaHsi? JflemaTb TakKk OJMIH3KO K HeMY HEBHHOCHMO.
S AO0NMEeH OTNOM3TH BO 4YTo OBl TO HH cTaao. Ho cMory gav g7"
[ S ]

{34-9)

I8-9 npunoanumaroce u CaMych. JTo AepaeTcd TpyAauo,

Korga obe HoOrH nepebUTH. Heckosnbko paz npHXoAHTcH
OTYaHBaThCs."(28)
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toward the end Ivanov sounds more and more like a narrator. For

example. here is how w-s learn about the appearance of some

soldiers near the spot where the thinker is lying:
Totally exhausted and stupeficd. 1 lay almost unconscious.
Suddenly... Could it be a hallucination in my bewildered
mind? I think that it is not. Yes, it is sncech. The ihud of
hooves and human speech. 1 almost sceeamed but costrained
myself. And what if it’s the Turks? [...] And if it's our men?
Oh damn bushes! Why have you grown into such a thick
fence around me? [...] Oh damnation! Worn out. I fall face

down and begin to sob. Can I recall the stupor, which
overcaroe me after that horrible incident?!®

After this last statement we seem to have definitely entered the
realm of narrative, i.e., now Ivanov is looking back and reporting
events after the fact. However, a few lines later, as the thinker
looks at the decompcesing  “urk, we suddenly reenter the

communicative situation of simul neous discourse and experience:

19«Ccopcem Pa30HMTHH, 0AYPM-HEeHBH % fA€man TMOYTH B

becnarMsarcTBe. Bapyr... Hde ob6mM. JAH 3TO pwlCT e V)
BOoOOpamMeHHd? MHe KameTcq, 410 1eT. fia, 52T0 — rosop.
KOHCKHH TOIIOT, £I0ACKOH T[OBOp. S, €aABa HEe zakpuian, Ho

yaepwanca. H 4to ecan 310 310 Typxu .] A e 1M 3T0 HalH? .
O mnpokadaTHe KycTe! 3ayem BEH obpocd,. BOXPyI ™M ‘1. TakHmM
rycTeitt 3a6opom?[...] O npokastue! S B , ‘HEMOMEHHH NaAzlo
JIHlOrT K 3€MJaA€ H HaYHHAW phHAaTb. MOry AW T NIpHi. “HHTE TO
OLUeMeHEeHHe, KOTOpoe oBJAaAE€N0 MHOK MOoCAe 5 0F0 YHACHOFO
canyvyasi?” (35-6)
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"He no longer had a face. It had slid off his bones. {...] «This is
war,» | thought, «and here is its i1mage.» And the sun keeps
burning and scorching as before [...] Myriads of worms keep falling
out of him. How they swarm!"20

The greatest amount of communicative ambiguity is created by
the last sentence of the story. When lIvanov is rescued and loses a
leg in the hospital, he says something that turns his whole UDIM on
its head and contradicts the entire preceding present-tense account:
“I can talk and tell them everything written here.”2! At this point

"Four Days" becomes a paradoxic form of discourse, since initially
it clearly strives to synchronize discourse and experience but ends
up cancelling out the UDIM premise with the conventional
retrospective position of a narrator. The fact that Ivanov's last

statement is itself in the present tense underscores its

contracdictory implications. D. Cohn points out that

if we view the story in retrospect trom this conclusion, it now
no longer appears as an autonomous monologue, but as a
retrospective narrative cast entirely in an evocative present
tense. In sum: a wmake-believe interior monologue, which

20~ nyya Yy Hero ywWe He Oplio. OHO cHosa3a0 € KocTeH[...]
«3TO BOHHa, — mnogymaqa s, — BOT ee H3obpawmeHuHe.» A coaHie
H¥EeT W nevyer no-npedHemy[..] MupHaaH YepBeH mManalT U3
Hero. Kax oHH xonourartcs!”(36-37)

21.
Zl-g MOTY TOBOPHTb H paccKa3hBal #M BCe, YTO 34€Ch
HamnucaHo.” (38)
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gives away its sleight of hand only when its last sentence
closes a sentence-thin frame of retrospection--which was
never opened [my italics - V.T.]22

However. this complete and overt "narrativization" of the text takes
place only at the last moment. Until that point the reader is under
the impression that this story is an attempt at creating a present-
tense UDIM. And as a result two texts are created: thc text
initially read by the reader and then a second post-fecturam text.
which is reassessed after the baffling ending. If a reader. who has
not yet finished "Four Days." is asked what genre this is. s/he is
likely to answer: an early example of present-tease UNIM. And this
would be quite understandable, given passages like this one: “My
head is spinning: the trip to my neighbor [crawling over to the body
of the Turk to get the dead man’s flask - V.T.] has totally worn me
out. And now this horrible smell. His skin has become so dark!"23
That same reader will give a different reply after recading the last
sentence of Garshin's story.

This, more than anytiiing, illustrates the communicative

ambiguity of Garshin's text and the difficulty of "inventing" a genre.

22p. Cohn, Transparent Minds, p. 204.

23«TonoBa KPYWHUTCH: MOoe TNyTeulecTBHE K coceaAy MeHH
CoBepHI2aHHO H3MY4YHao. A TYT elfe 3TOoT YMACHBIA 3anax. Kak
CH TIovepHean...”(32)
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If we consider texts written later on, as the UDIM genre matured,
e.g.. E. Dujardin's Les Lauriers sont coupées, or A. Schnitzler's
Leutnant Gust/, there is no longer any hint of communicative
ambiguity stemming from inconsistency in the thinker's temporal

position with respect to the events in the main story-line.

Scene v. Summary

The 'struggle" between the punctual present tense and its
retrospectively-oriented counterparts--the evocative present and
the past tense--is part of a larger theoretical problem inherent i1
thc UDIM genre: scene v. sumimary. Norman Friedman was one of
the first to raise the question of summary and scene, using these

terms as antipodes:

Summary narrative is a generalized account or report of a
series of events covering some extended period and a variety
of locales[...] [while] scene emerges as soon as the specific,
continuous, and successive details of time, place, action,

character, and dialogue begin to apjear. 24

The key concepts here are "specific" and "continuous" because only

24N, Friedman, "Point of View in Fiction," PMLA. (Dec. 1955), p.
1169. Clearly with respect to UDIM these terms are related to
Friedman's dialogue category. since this genre consists of nothing
but {(inner) discourse.
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a narrater looking back on events is in a position to avoid
continuity and specificity by summarizing, i.e., by accelerating or
condensing experience and giving only a partial account. Because a
UDIM thinker is merely registering his on-going experience, his
verbalization of the "here and now" must be pure scene, sinéc any
hint of summary will destroy the illusion of simultaneous discourse
and experience.

In Garshin's story there is a number of scenes reiated to one of
the most immediate elements of the "here and now": the process of
sensory perception. These sensory perception scenes are quite
impressive attempts to create the illusicn that the thinker is Seeiing
or hearing son , in actu and not in retrospect. For example,
when Ivanov regains consciousness for the first time and thinks
am lying, it seems, on my stomach, and I can see in iront of me only
a small piece of land [...] [my eye] is closed shut by something hard,
probably a branch [...],"25 we have the impression that we arc
looking at unprocessed or "raw" sensory data, i.e., Ivanov. not
looking back on this event, has not had time to process his
perception and interpret it. The thinker's uncertainty as to what

his position in space is ("it seems") and what is keeping one of his
p p ping

25«g MIeKy, KameTcss, Ha HHBOTE H BHKY nepea cobon
TONBKO MANEHBKHH Kycovyek 3emaul..][mMon rgaas] zawmar iem-T1o
TBEpABIM, A0JMHO ObITh BeTKOW[...]” (27)
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eyes shut ("something") means that his discourse and experience
are indeed intended to sound simultaneous. If Ivanov were at this
point acting like a conventional narrator who sees this and other
parts of the story in retrospect, he would know exactly what
happened to him, since a few lines later we learn that he manages
to turn his head, determine his bearings and sit up. Thus, a
narratorial version of "I am lying, it seems, on my stomach" could
be something like "I was lying on my stomach."

The illusion that we are witnessing perception in actu is
especially striking when Ivanov first verbalizes the perception of
an unprocessed sensory stimulus from the external world and only
subsequently identifies it right in front of our eyes. For example,
here is a scene reflecting Ivanov’s realization of why he has not
been found by his regiment: “Above me there is a patch of dark-
blue sky lit up by s big star and a few little ones, around me there
is somethirg dark and tall. It's bushes. I am in the bushes: I have
not been found!”2® The elimination of retrospection is achieved
here by breaking down the visual process into two stages: a)first

Ivanov perceives "something dark arnd tall.” which is motivated by

26'"Hano m™MHol — KAOYOK YYEPHO-CHHEro Heba, Ha KCTOPeM
FOpPHT Oosplliasl 3Be34a H HECKOMLKO MAMEHBKHX, BOYDVI Y4TO-TG
TeMHoe Y BEHICHIKOe. TG Kyw:.l. L% KYyCii,  ang ve

Haulau!"(28)



Unframed Birect Interior Moneclogue in European Fiction 86
Vladimir Tumanov Chapter 3: V. M. Garshin “Four Days”

the fact that he is wounded and therc‘vre disoriented, bJ)then his
bilurry vision comes into focus and ™"« cun identify the indistinct
stimulus as "bushes." This "dissactr - of sensory cxperience is
precisely the 'specific, continuon:. .ad successive details" that
constitute Friedman's idea of scene (cf. above). 1If Ivanov were
looking back on this event, hi would be more likely to say
something like "above me were bushes." Thus, the use of the
punctual present tense, coupled with this "imitation" of a thinker's
perceptual process, creates a much more scene-like effect than
anything possible even in figural narrative.

The protagonist's terrible physical condition and the resulting
disorientation are used to motivate an even more eclaborate scene
where the perceptual process is broken down into three stages.
Not only do we witness how the thinker registers a stimulus and
then identifies it jn actu, as in the last example, but we are also
privy to the process of mental reasoning, which takes place in
between and leads to this identification. In the following exuampiz,
this type of exiended scene is used to crcate suspense and stress
Ivanov's deiirium and suffering: “I can heuar some sort of strange

sound... As if someone were groaning

.
>

Yes, it's groaning. Is there
someone lying near me, forgotten like me with broken legs or with

a bullet in the stomach? No. the groaning is so close, and there is no
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one near me... My God: it's me!™27 Because the protagonist is not
looking back on this event, we share that much more in his false
hope of finding a fellow-sufferer, and we are that much more
shocked by his realization that he himself is the source of this
"groaning." Such a dramatic effect would be diminished by the
retrospective position of a mnarrator who, now safe and sound. is
merely recalling a terrible incident.

Discussing the use of Ivamov's wound as motivation for breaking
down his perceptual process into separatc stages for the purpose of
a scene effect, P. Henry points out that "this 'impressionistic'
device[...] demonstrates the senselessness of war and portrays a
bizarre and unreal world[...]}'?® 1In other words, thc ultimate result
of such sensory perception scenes in "Four Days" is

defamiliarization (octpaneunne),?? since the thinker's sensory

27«Kaxue-To CTpaHHBIE 3BYKH A0X0ASAT A0 MEHS... Kaxk
6yaTo OH KTO-TO CTOHEeT. fla, 2TO0 — <CTOH. Jles Ut AH oOKoOAno
MeHs KaKoH-HHOyAb TaKOH Me 3abbIThiH, C nepebHTHIMH HOraMHu
HAH C TNYyNEH B HWHBOTe? HeT, cToHB Tak ©OJAH3KO, a OKOJO
MeHsI, KaWeTcsd HHKOro HeT... boMe mMoH, aa Beab 370 — s cam!”
(29)

28p, Henry, p. 44.

29 This, according to V. Shklovsky's famous article, is a device
used in literature to de-automatize our perception of very femiliar
and therefore often overlooked phenomena in order to make us
notice them or see them from a different perspective. Cf. V.
Shklovsky, "Iskusstvo kak priém" in Readings in Russian Poetics:
Michigan Slavic Materials. L. Matejka comp. (Ann Arbor: Dept. of
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experience suddenly becomes something very strange, and the
world appears unfamiliar and frightening. Conse juently, war is no
longer a cliché of glorious, clean and most of all clear action; instead,
it is a strange and unintelligible experience, into which the reader is
introduced in actu and from the worst possible position: that of a

wounded soldier agonizing alone under the scorching sun.

Framing

Even though Garshin uses more than once the above-mentioned
sensory perception scene device, his avoidance of narratorial
summary and retrospection is not consistent. For example. when
the thinker notices the Turk's body for the first time, the illusion of
sensory perception in actu is partially compromised by the
narratorial "l see" and visible™ “[...] I see something dark and big,
lying about five feet away from imme. Here and there reflections of
moonlight are visible on it. It’s buttons or ammunition. It’s a
corpse or a wounded man.”30 Any sensation--be it visual,
olfactory. auditory and especially the feeling of pain--is rendered

less immediate, less dramatic and therefore less scene-like, if it is

Slavic Languages and Literatures, 1971) pp. 1-17.

301 14 BHMY YTO-TO TeMHoe H Oogabliioe, Jgaewaliiee uiarax B
NATH oT MeHsd. Koe-rgae Ha HeMm BHAHH OJAMKH OT JAYHHOIO CBeTa.

JTo — NYIrOBHUS HAH aMYHHUHMSA. ITO — TPpYN HJAH PaHEHBIH.™w
(29)
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introduced by "I see.” "I smell,” "I hear” or "I feel." Such an
introductory statement is from the realm of a conventional narrator
who is not verbally registering his perception as it occurs, but
talking about it after the fact. Consequently. the framing phrase "l
feel" in “I feel the roots of my hair moving on my head™?! takes
something away from the immediacy of perception in the present
tense and reduces its scene-like quality. We have the impression
that if Ivanov has time to introduce the verbalization of this
horrivle feeling with "1 feel,” the roots of his hair are no longer
"moving" at the moment of discourse.

In order to illustrate how much the scene effect suffers from
such "framed" verbalization of perception, I would like to take
advantage of Garshin's inconsistencies and quote a passage where
framed and unframed perception alternate: *“But it’s getting hot.
The sun is burning. I open my eyes and see the same bushes, the
same sky, but in daylight. And here is my neighbor. Yes, it's a

Turk--a corpse. How huge he is! I recognize him: he is the one.”32

3l.g YYBCTBYIO, KaK 1U€eBReaASITCA KOPHH BOJAOC HA MOeH
rosaose.”(28)

32«0gHako cTaHOBHTCH wapko. CosiHUe M¥MeT. S oTKphIBaAK
rfaasa, BHHY Te He KYCTHl, TO Me HebO, TOAbKO INpH AHEBHOM

ocBelleHHH. f BOoT H MOH cocegq. fla, 52To — Typok, Tpyn.
Kakon orpomHmid! § y3Halo ero, 310 TOT cambin.” (30)
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The first two secntences appear as immediate sensory perception
registered by Ivanov's inner discourse in actu because they are

unframed. His perception of the bushes and the sky, however, is

" "

more narratorial because of "see", especially when compared to the
unframed and more scene-like “and here is my neighbor.” The
latter, in its turn, is much more spontaneous than the last sentence,
which once again returns Ivanov's discourse into a more
retrospective position because of "I recognize him." Such framed
"recognition" on the one hand takes something away from the
illusion that his discourse and experience are simultaneous, and on
the other "I recognize him" appears redundant, since the
recognition is already dramatized by "it’s the one."

As with other devices, this type of vacillation between the
narratorial and (he non-narratorial, the immediate and the
retrospective, can be observed in quite a number of instances. For
example, the discovery by Ivanov that the dead Turk has a water
flask is very spontaneous and indirect: "My God! Why, he must
have some water in that huge flask!”33 We appear to see the
Turk's flask at the same moment as Ivanov does, and the

exclamation "My God!" stresses the fact that this is taking place in

actu, thereby helping us share in the immediacy of Ivanov's

33-Bome Mon! fla 'y Hero B 3Toh orpomHom béndare,

HaBepHo, ecTb Boaga!™(31)
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discovery. Just as immediate is the verbalization of Ivanov's
sensations as he finally reaches the Turk and grabs the flask:
“Finally, here he is. Here is the flask... it still contains some water:
and how much! More than half the flask. it seems.”¥? However.
when lIvanov feels terrible pain in his broken legs, a much more
narratorial mode of discourse is used: “I make a movement and feel
terrible pain in my legs.”3> Because the thinker's sensation of
pain is framed by the narratorial "feel" the intensity and
immediacy of his anguish are diminished and '"narrativized."

In fact, it is especially when it comes to the verbalization of
anguish and physical pain, that anything suggestive of a summary,
such as the narratorial framing of sensations, is particularly
detrimnental to the illusion of simultaneity of discourse and
experience. Because pain is such an overwhelming sensation,
especially in the case of a seriously wounded person, as is Ivanov,

anything suggesting detachment places the sufferer into a

34“HakoHen BoT M oH. BoT ¢nsra... B HeH ecTb Boga — H
KaKk mMHoro! Kawertcst 6oabute moadasaru.”(31) The use of cllipses
here may be a way of implying the passage of time that it takes
Ivanov to open the flask and determine how much water is inside.
l.e., this is a scene-creating device, which suggests that we are
observing real time, as opposed to the condensed time of
narratorial summary.

3549 pesqaro ABHMEHHEe H OlWYyUaw MYYUTEALHYK bHogb B
Horax.”(28)
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retrospective position. When Ivanov is crawling toward the flask

on the Turk's body, every movement causes him unbearable
anguish: “And | am crawling. My legs keep getting caught in the
ground, and every movement causes me unbearable pain. I am
screaming, screaming at the top of my lungs, but still keep
crawling.”36 The fact that he can come up with an adjective to
describe his pain means that at the moment of discourse the pain
is unlikely to be that “unbearable” and appears to be recalled
rather than experienced. Such detachment is suggestive of a
retrospective position and therefore a summary, as opposed to a
scene. As L. Stenborg puts it, "Man wird sich sagen miissen, dal} es
keine ‘naturgetreue’ Wiedergabe ist, wenn ein Verwundeter, von
seinen Schmerzen gelihmt, seinen Gedanken literarisch
kiinstlerische Form geber kann, wie es hier geschieht."37 But
especially summary-like in this passage is the fact that Ivanov's
scrcams are reported and not dramatized: instead of actually
screaming semething as spontaneous and immediate as "Ah!" or
"Oi." Ivanov merely t:/ls us that he is screaming, which can be

done only by a retrospective narrator. After all, logically, it is only

3641 g noa3zy. Horu uenasdoTcd 3a 3eMma0, H Kamaoe
ABHMEHHEe BBIIHBa€T HECTEpNHMYIO 004b. 8 kxpuuy., KpHYYy ¢
BOIAAMH, a Bce-TakH 1noasy. (31)

37L. Stenborg. p. 128.



Unframed Direct Interier Monologue in European Fiction 93
Vladimir Tumanov Chapter 3: V. M. Garshin “Four Days™

after the scream itself that one can say "scrcaming at the top of
my lungs." The same can be said of "l teel despair and cry” or
“exhausted, I fall to the ground face down and begin to sob"d 8
where: firstly. Ivanov's despair and exhaustion are made less vivid
and intense by the fact that they are simply referred to and not
dramatized and secondly, his crying is summarized. i.e., described.
as in the case of the above-mentioned "screaming at the top of my
lungs," instead of actually taking place betore our eyes.

Narratorial framing is also present in those parts of Ivanov's
UDIM when he is not directly involved in sensory perception, i.c..
when he remembers something or is cngaged in a reasoning
process. Shortly after regaining consciousness, Ivanov attempts to

understand what has happened to him:

There is a ringing in my ears. My head fecis heavy. |1
vaguely understand that I am wounded in both legs. What is
going on? Why have I not been picked up? Could the Turks
have defeated us? 1 begin to recall what happened to me, at
first vaguely, then more clearly, and arrive at the conclusion
that we have not been defeated at all.??

38-gq npuxowy B OTHassHHe M ngaavy."(35) or “d e
U3HEMOMENHH Tnadai JAMLOM K 3€Mae M HavHHaKw puAaTh. ' (36)

39+ yuiax 3BoH. [ogsnoBa oTswenena. CMYTHO NOHHMAIO i,
yTo paHeH B obe Horu. Yro m 3T0 Takoe? OTHYero mMeHd Hc
NMOAHANAHT Heywenan TypKH pa3bHaud Hac? S HavyHHaWw
NpUIIOMHHATL OBIBlLI€E CO MHOH, CHavana CMYTHO, NMOTOM HACHeE,
H TIPUXOMY K 3aKkqAK4YeHHIo, YTO Mhi BOBCE HE pastUThL. " (28)
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The illusion of non-retrospection, resulting from spontaneity of
sensation suggested by the unframed verbalization of the thinker’s
sensations in the first two sentences, is greatly compromised by the
very narratorial "I vaguely understand that 1 am wounded." His
discourse appecars detached from the instant of "understanding” and
this narratorial effect is compounded by the adverb "vaguely," since
this uncertainty is not reflected by the very clear formulation of his
state. Instead of being dramatized »s a scene, Ivanov's
uncertainty about his physical condition is reported in the form of a
summary, which can happen only in retrospect. However, the next
three questions restore the illusion of simultaneous discourse and
experience: we clearly have the impression that they race through
the thinker’'s head in actu. But then his discourse becomes once
more similar to narrative because of another framed realization:
“"arrive at the conclusion that we have not been defeated at all.”
The same inconsistency can be observed in Ivanov's
verbalization of memories, whick 1s sometimes framed and
sometimes seems to be very immediate. For example, when the
thinker recalls a particularly gruesome incident from his past.
namely. the death of a small dog. his recollection is so framed that

]

.« appears to be telling a story as if there were an external
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addressce listening to him:

[...] the end is near. Only in the papers a few lines will
remain: our losses are minor--so many wounded and one
killed. One eriv ©  like that dog... a whole picture flashes
vividly tht .« mind.  This was a long time ago [...] It
was a small, cue og:. an omnibt - U it over. It was
dying. just as I am right now. . ~r ca ztaker elbowed his

way into the crowd. grabbed the dog by the scruff of the neck
and took it away.40

The purely associative transition from Ivanov's thoughts of a
possible newspaper account of his death, as well as the future tense
used to verbalize this hypothetical article ("will remain"), clearly
indicate an attempt to place the thinker's discourse and experience
into the same temporal plane. However, the framing phrasc "a
whole picture flashes vividly through my mind" actually ends up
belying the adverb '"vividly'": this vividness appears reported and

not experienced. The narratorial detachment inherent in  such

40"[...] ckopo KoHell. ToabKo B ra3eraXx OCTAaHETCH HEeCKONbKO
CTPOK, YTO, MoOaA, TINGTepH HalWlH He3HaYHTesNnbHB: PpaHeno

CTOAbKO-TO[...] yOUT OaHH. OaHH psd4OBOH, Kak Ta ogHa
cobayoHKa... uenasg xapTHHa 49pKO BCNBXHBAae€T B MOeEM
BoobpameHUr. 3To OBIMIO gaBHO[...] 310 O6hlN1Aa ManeHbKas
XopolleHbKast cobayoHKa; BaroH KOHHOMENE3HOH aAoporu
NMepeexan ee. OHa ymHpana, BOT Kak Tenepp 4. Kakon-t1o

ABOPHHK pacToaKan Toamny. B3dAa coba4yoHKYy 3a IWHBOPOT H
yHec.” (30)
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framing is especially evident if we compare the last passage with
another one where Ivanov returns to the incident with the dog
after saying a mental farewell to his family: “Farewell, mother,
farewell, my fiancée, my love! Oh, how awful, how terrible! My
heart feels heavy... Not his white dog again!”! The suddenness of
this unframed recollection, and especially the fact that it is in the
form of an exclamation, do in fact create the impression that the
image of the little dog flashes through the thinker's mind
simultaneously with his inner discourse, i.e., /n actu. This is much
more vivid and Scene-like than the narratorial use of the actual
adverb "vividlv" in the above-mentioned "a whole picture flashes

vividly through my mind."

interior Dialogue

When the thinker hears some soldiers and exclaims to himself:
“*Oh damn bushes! Why have you grown into such a thick fence
around me?” (cf. above), we have the impression that instead of
being tol/d about the bushes around the thinker. we learn this fact
by overhearing in actu his frustration at being blocked by the

bushes from his potential saviors. This is largely due to the fact

4"‘Hpomaﬁ, MaTh, npouiay, Mosl HeBecTa, mMOs Jlb60Bb! HX,
KaK TSXKo, Kak ropbko! [loa cepaune moaxoAHMT 4TOo-To... OMATH
3Ta OesneHbkass cobaukal! (37)
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that instead of constituting a simple report of his experience,
Ivanov’s exclamation is dialogic. Any form of dialogue--it does
not really matter here whether a “reply”™ is given by thce bushes,
since we are still dealing with clearly direct address--by dcefinition
constitutes pure scene,*? and given the use of the punctual
present tense. this scene is being verbalized /n actu. This means
that summary (diegesis) is excluded by the mere presence of direct
"conversational" form. i.e., no matter what is said within interior
dialogue, the dialogue itself cannot ipso facto constitute summary.
Therefore. dialogic discourse in UDIM reintforces the illusion of non-
retrospeciion, i.e.. of simultaneous verbalization and cxperience.
Furthermore. the use of interior dialogue in UDIM has another
advantage. As | pointed out in Chapter 1. conventional narrative,
which is modelled on various forms of public communication, tends
to observe Beaugrande’s and Dressler’s standards of cohesion.
coherence and intentionality. Therefore, UDIM, which implies the
absence of public communication, sounds more ‘'realistic" if
cohesion, coherence and intentionality are avoided as much as
possible. Any indication that the thinker's discourse is taking into
account an uninitiated addressee (the reader) risks compromising

the 1illusion of self-communicadion. However, when interior

425. Rimmon-Kenan. Narrative Fiction, p. 110.
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monologue is replaced by interior dialogue, the need for
"difficult” discourse is greatly diminished because dialogue by its
nature implies differentiation between an addresser and an
addressce.  In UDIM interior dialogue suggests a temporary split in
the thinker's mind, where discourse is no longer genuincly private,
since something like a conversation is now taking place between

two internal interlocutors. As J. Hawthorn points out.

[...] interior dialogue is much more formal than is interior
monologue--otherwise the ‘'characterization' of different
'speakers’ would not be possible. We find in it none of the
characteristic deletions and abridgements of interior
monologue; the ‘'utterances' of interior dialogue could,
generally, be transplanted into scenes of actuz! dialogue with
little or no linguistic adaptation.*3

In "Four Days" interior dialogue is used quite extensively,
providing motivation for much of Ivanov's coherent, complete and
explicit discourse and, at the same time, creating the scene effect
aimed at synchronizing verbalization and experience. This dialogue
takes a number of forms, which do not always imply an explicit

internal interlocutor, but the absence of a clear "you" does not

43}, Hawthorn. "Formal and Social Issues in the Study of
Interior Dialogue: the Case of Jane Eyre" in Narrative: From Malory
to Motion Pictures, J. Hawthorn ed. (London: Edward Arnold.
1985). p. §7.
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necessarily compromise the dialogic nature of the thinker's thought
process.44 As J. Faryno points out, the "interlocutors" in dialogue

can be any set of antipodal positions:

..the most widespread assumptions about dialogue as an
unmediated exchange of opinions or information arce related
to merely one--but certainly not the only one--form of
dialogue. This form is observed only under a certain number
¢f special circumstances, namely, when two or more
interlocutors confront each other... [However], the opponent
does not necessarily have to be another person: instead, it
could be a different system of values, a different form of
linguistic behavior, a different set of concepts or a different
consciousness. 4>

The point here is that as long as we have the impression that the
thinker's thought, instead of developing smoothly, progresses in the
form of propositions and reactions to these propositions, an
interior dialogue is taking place. For ecxample, as Ivanov trics to
identify the Turk's body, both monologue and dialogue arc present

in his internal discourse: “If he were wounded, he would have come

44Cf. R. Barthes's statement that "on le sait, dans la
communication linguistique, je et tu sont absolumcnt présupposés
I'un par l'autre..." R. Barthes, "Introduction a l'analyse structurale
des récits,”" Communications 8 (1966), p.18.

457, Faryno, Vvedeniie v literaturovedeniie: I (Katowice,
1978), p. 288 (my translation).
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to after such a scream. 1It’s a corpse. One of us or a Turk? For
Christ’s sake! As if it makes any difference.”4® In the first two
sentences his thought progresses in monologic form, i.e.. one
thought smoothly leads to another. However., the ending of this
passage is in the form of a question and a hostile reaction to that
question, i.e., it looks like an argument. Even though no clear "I"
and "you" are given, the dialogic nature of this exchange reflects
Faryno's above-mentioned idea that dialogue can be suggested by
the presence of someihing like “a different system of values, a
diffcrent form of linguistic behavior, a different set of concepts or a
different consciousness.”

The two opposing positions, as if belonging to two separate
consciousnesses, implied by the above-cited brief internal exchange
in Ivanov's UDIM, are especially clear from the thinker's thoughts
on the possibility of committing suicide in order to avoid further
suffering. In the following passage we have the impression that
two different individuals, who can be called the optimist and the
pessimist, are arguing and "bouncing" ideas off each other in order

to arrive at a plan of action (cf. Chapter 5):

I recall that in «The Physiology of Everyday Life» there was a

40-Ecan 6m oH 6ba PaHeHBIH, OH OYHYJ4ACH OB OT Takoro
KpHKa. 3To Tpyn. Hawr HaH Typok? fIx 6bowe mon! ByaTto He
BCe paBHoO. (29)
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story about a man who committed suicide by starving himself
to death. He lived a very long time because he kept drinking.
So what? If I do manage to survive for five or six days. what
will that achieve? [...] Death will come sooner or later? Isn’t
it better to end it right now? [..] So what is it going to be:
ending it or waiting? Waiting for what? Rescue?  Death?
Waiting for the Turks to come and start to strip the skin from
my wounded legs? No, I'd rather do it myself... No. it's wrong
to lose heart; I'll struggle to the end. until I can struggle no
more. After all, if I am found, I'll be saved.*’

The presence of "after all," a rhetorical phrase normally aimed at
persuading an interlocutor, in “after all, if 1 am found, I'll be
saved” stresses the dialogic nature of this passage where the
optimist and the pessimist disagree with cach other, refute cach
other's arguments and even mock each other's respective positions.
Such '"socratization”" of the thinker's thought process makes it
possible to avoid the straight-forward narratorial exposition of

ideas and suggest self-communication. Thus, interior dialogue not

47«“MoMHuUTCHE B «DPH3HONOTUH OO AEHHOH MH3HHU»[...]
paccKa3aHa HCTOpHS CoMOYyOHMHLB, ymopuBliero cebd roaogom.
OH HHA OYEHb A0AT0, NMOTOMY 4YTo nua. Hy H uyTOo me? Ecaun 4
H TNPOMHBY AHeH MNATb-lIecTb, 4YTo O6yaeT u3 3Toro?[..] Bce
paBHO ymMupaTbl...] He ayywe aM KoH4YUTbL?[...] Tak KoH4aTh
HAY HAATH? HYero? H36baBaeHusa? CmepTH? Haatp, noka
NpHAYT TYPKH H HAYHYT CAHPATb KOMY C MOHX PAaHEHBIX HOr?
Jlyyue y¥ camomy... Het. He HYMHO mnaaaTth ayxom:; Oyay
6opoTbC A0 KOHUA, A0 TMOCAEAHHX CHa. Beab ecan mMeHd
HanAyT, 9 cracen.”(32)
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only helps to motivate coherent and cohesive discourse in UDIM,
but also reinforces the illusion of private communication by
eliminating any possibility that the thinker is addressing a reader
or any other public addressee, since he is clearly addressing himself
in the form of "the other."”

The presence of two opposing positions in Ivanov's UDIM is
motivated by the fact that the protagonist is suffering from a
terrible sense of guilt at having just killed a human being: the Turk
who is rotting a few feet away from him. His reassessment of such
concepts as the enemy, military glory, patriotism, the legitimacy of
war-time murder and war in general, at times takes the form of un
internal polemic where a new ideological position appears to come
into conflict with Ivanov's previously held idealistic notions (cf.
below). In the following passage, for example, one "interlocutor"

appears to condemn the other:

Before me lies a man killed by me. Why did I kill him? [...] 1
did not want it to be like that. I wished no ill to anyone when
I joined up. The thought that I too would have to kill people
somehow eluded me. [ only pictured myself exposing my
chest to bullets! And so I went and exposed it. And then
what? Fool, fool! And what about this miserable fellah [...]
What is his guilt? And what is my guilt even if I did kill him?
What is my guilt?48

48”ﬂepe,ao MHOIO JfeXHT YOHTHH MHOK YeaoBeK. 3a 4YTo 4
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The form of this internal dialogic struggle taking place within the
mind of a man who 1is trying to come to grips with a ternible
realization corresponds to the third category in V. Rinberg's
classification of interior dialogue types: 1) dialogue with an
imaginary interlocutor, 2) dialogue with a present interlocutor, 3)
polemic, i.e., «argument with oneself», 4) dialogue with the
participation of voices from the past and 5) parallei dialogue..."*"
The first, second and fourth categories are also present in Ivanov's
UDIM, and, as all instances of interior dialogue mn "Four Days." they
are used as devices aimed at dramatizing the thinker's suffering,
i.e., creating the illusion that his anguish is experienced /in actu
instead of being recalled retrospectively.

A mix of "dialogue with an imaginary interlocutor" and 'dialogue
with a present interlocutor” i+ used in some instances where Ivanov

mentally addresses either inanimate objects, his own feelings or the

ero yb6uanz{..] & He XoTen >Toro. §l He XoTesn 34a HUKOMY, Koraa
uesn avarbca. Meicab © TOM, YTC H MHe TNpHAeTcss yOHBaTh
Al AeH, Kak-TOo yXofdkdaa OT mMeHsA. S npeacrtaBsasin cebe ToabKo,
KakKk # 6yay noACTaBAATh CBor rpyab noa nyau! H a4 nouwea
nogcrtaBua. Hy H  4YTo me? F'myneu, raymeu! a o2TO0T
HecyacTHHHA ¢eanaxf..] Yem me oH BHHOBAT? H yem BHHOBAT #,
XoTA & M ybua ero? Yem g BuUHoBaT?” (30-1)

49y, Rinberg, “Pro kompozitsiu vnutrishnioho dialugu u
novelakh Vasylia Stefanika”™ Movoznavstvo, 18:4 (1984), p. 34 (my
translation).



Unframed DBirect interior Monoclogue in Eurcpean Fiction 104
Vliadimir Tumanov Chapter 3: V. M. Garshin “Four Days”

dead Turk. For example, instead of simply directly reporting that
he is being tortured by memories of his past happiness, the anguish
of reliving these recollections in the horrible context of the present
is presented as a scene in dialogic form: *“Oh, you memories, stop
torturing me, leave me alone! {...] Oh my heart’s anguish, my heart’s
anguish! You are worse than wounds.””? As in the case of the
above-cited “Oh damn bushes! Why have you grown into such a
thick fence around me?”, the private communication effect is
especially convincing because the interior dialogue form is coupled
with the use of exclamations and interrogatives instead of the
declarative/reportorial language typical of conventional narrative
(Cf. Chapter 5). And the thinker's discourse is distanced from
narrative language in a similar way when, instead of reporting his
thoughts about the dead Turk, Ivanov actually addresses him.
“Your are saving me, my victim!”>! flashes through his mind when
the protagonist suddenly discovers a flask full of water on the
Turk's body, and the same dialogic form is used to convey Ivanov's
horror at the sight of the Turk's decomposing corpse: “My neighbor,

what will become of you. You are horrible even now” (cf above).

50“Bhi. BocmomMHHaHNs. He MY4YbTe MEHSI, ocTaBbTe mMeHs![..]
fix Tocka, Tocka! Ts XxXyxe paH.” (30)

STy cnacaews MeHd, mos WeptBa!”(31)
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Because the above-cited examples of interior dialogue
(illustrative of Rinberg's first and second categories) involve a torm
of direct address. 1.e.. a marked interlocutor. they are more
dialogically explicit than the previously mentioned internal polemic
(corresponding to Rinberg's third category). The presence of such a
marked addressee further enhances all of the above-mentioned
effects created by interior dialogue in UDIM. Even more
dialogically explicit is u passage where Ivanov mentally addresses

his mother and sister:

Oh, my mother, my dear mother! You will tear out your grey
tresses, bang your head against the wall and curse the day
you bore me, you'll curse the whole world that has invented
war for human suffering! But neither you nor Masha will
likely hear anything about my anguish. Farewell, mother,
farewell, my fiancée, my love!52

This dialogic segment, which roughly corresponds to Rinberg's
fourth category "dialogue with the participation of voices from the
past" (cf. above), serves not only to dramatize the thinker's attempt

to imagine what his mother will do when she learns of his death or

52«Matp Mod, agoporag mosa! BripBelib TBI CBOH Cceqbie
KOCHl, YyAapHIILCH TOJ0BOK 0O CTeHYy, NMpoKASHEeUlb TOT A€Hb,
Koraa poAuJia MEHS, BeCbhb MHPp MNpoKaAsiHEWb, 4YTO BbhlAyMaJj Ha
cTpanaHHe qaoA9M BOHHY! Ho BH ¢ MaueHn, A0AMHO OBITH, H
He YCABUIUTE O MOHX MYKax. [Tpowan, m™MaTh, fpolan, Mod
HeBecTa, Mosa aw0b6oBb!"(37)
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to distance his final farewell to his loved ones from narrative
language. Its dramatic and spontaneous quality also enhances what
is, after all, the prime purpose of Garshin's text: the anti-war
message. This is clearly a thinly veiled anti-war outburst on the
part of the author. However. the use of interior dialogue form, i.e.,
the illusion of self-communication, introduces the semblance of a
spontaneous emotional outcry, thereby somewhat reducing the
"preaching" effect created by these philosophical comments about

war and making them more palatable to the reader.

Discourse Planning in UDIM

In accordance with the main premise of present-tense UDIM, the
inner verbalization of on-going experience must eliminate any
suggestion of a retrospective stance by eliminating ull uvints of
discourse planning. If we consider communication in general, he
amount of discourse planning is normally a positive function of the
time span separating the discourse and its referent. The
assumption here is that the more time a speaker has to consider the
referent, assess its significance and establish links between its
constituent parts. the more coherent, sophisticated, complex and

polished will be the resulting verbalization.
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This is in fact confirmed by empirical studies of real-life
communication. A number of researchers. such as E. Ochs and B.
Kroll,33 have studied the differences between planned and
relatively unplanned discourse by comparing written discourse on
the one hand and spontaneous oral discourse on the other. They
have found that planned messages, which normally correspond to
written discourse, are more complex, explicit, syatactically complete
and polished than relatively unplanned messages. which are
usually found in spontaneous oral discourse. This difference is
intuitively known by virtually all readers just from cveryday
experience. Thus, given that a UDIM thinker is supposed to be
verbalizing in actu--and therefore, unlike a conventional narrator.
cannot reconsider his discourse in retrospect--any sign of typical
planned (and consequently written) discourse is bound to stand out
as a violation of the UDIM illusion. In other words, the more
unpolished and fragmented is the inner discourse of a thinker in
UDIM, the greater the illusion of unplanned verbalization. As a

result, passages, such as the following example from "Four Days"

53cf. B. Kroll "Ways communicators encode propositions in
spoken and written English: A look at subordination and
coordination" in Discourse Across Space and Time, SCOPIL, E.
Keenan and T. Bennett eds. (Los Angeles: University of Southern
California, 1977) and E. Ochs, "Planned and Unplanned Discourse”

Syntax and Semantics, vol. 12: Discourse and Syntax (New York:
Academic Press, 1979), pp. 51-80.
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where the thinker finds himself in an army hospital after being
found, look suspiciously too well-constructed and complex for non-
retrospective and unprocessed discourse: “Above me stand doctors.
nurses, and, apart from them, I can also see the familiar face of a
famous professor from St. Petersburg bending down over my
legs.”®4 It is especially the use of the participle "bending (down)"
(*HakaouuBwIerocsa™) that makes this passage look planned, since in
Russian participles are much more typical of written texts rather
than spontaneous oral discourse.

As this example illustrates, discourse planning or its zbsence are
evident first of all from sentence structure. B. Kroll's observations

indicate that

subordination in sentence structure is a 'planned' activity not
occurring in speech or presumably in interior monologuel...]
fand] we would expect that communication which is planned
and allows time for encoding information in more "difficult"
structures will exhibit a greater degree of combined ideas
than communicaticn which is spontaneous and encoded under
pressure of time. which does not allow the communicator to
use those combining strategies which require major
manipulations of word order and sentence structure (my
italics).?d

54“Haao MHOI CTOAT AOKTopa, CeCTpH pridaocepaAHs, H,
KpoMe HHX, ¢ BHMY eilie 3HakKomoe JAHIO 3HaAaMEHHTOro
nerepbyprckoro nmnpodeccopa, HaAKAOHHBUIErocd Had MOHUMH
HoramHu. (38}
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If we juxtapose this assumption with certain instances of UDIM in
"Four Days," we discover a number of utterances. which imply a
somewhat ambiguous communicative situation. since they are
clearly in the punctual present tense., and yet their complexity
betrays a certain amount of discourse planning, which suggests a
retrospective position. For examp’e, the following passage clearly
features the '"more 'difficult' structures {that] exhibit a greater
degree of combined ideas than communication which is

spontareous and encoded under pressure of time" (¢f. Kroll above):

I must turn my head and take a look. Now it is easier to do.
because back then, when I, having regained consciousness,
saw the blade of grass with the ant crawling down head first,
I, trying to get up, fell not into my previous position, but
turned over onto my back. That’s why I can see these
stars.>©

>SQuoted by R. Clines in A Descriptive Analysis of Dialogue
and Inner Speech in Selected Works of Fiction, Unpublished PhD
Thesis. (U. of Rhode Island, 1988), p. 32.

56“Hy}KHO MOBEpPHYTb TOAOBY H TMNMOCMOTpeTb. Tenepp 2TO
csenaTtp yaob6Hee, MOTOMY 4YTO elle Torgda, Korga #, OMHYBIIHCh,
BHA€N TpaBKY H MYpaBbsl, TIMOoA3YylLIero BHH3 TO0AOBOW, 4,
NpITasiCh MNOAHATHCS, Yyrnan He B TMNpexMHee TMNOJNOMeHHe, a
TMTOBEpPHYJ/CA HA CHHHY. OTTOro-To MHe M BHAHB JTH
3Be34b1."(28)
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Even though the future-oriented first sentence and the present-
oriented last sentznce scem to indicate that experience and its
verbalization are <imultaneous, this effect is undermined by the
second sentence, which is a very sophisticated compound-complex
construction with svce an  intricate set of interdependent clauses
that the suggestion &! spontaneity is seriously in question. The
planned nature of the second sentence is indicated not only by
clause subordination but also by suspended syntax where
constructions are temporarily interrupted by the insertion of
phrases and even clauses. To a large degree this phenomenon

corresponds to what R. Clines calls a periodic sentence:

[...] a periodic sentence is any sentence in which the
completion of main clause subject and verb is postponed.
Previous studies indicate that such a syntactic structure
involves a greater level of 'planned' activity and 1s a more
complex syntactic unit than its counterpart--a 'loose' sentence
structure, where cumulative modifiers are added to the main

clause after completion of the subject and verb.37

Such planned utterances create an especially ambiguous
communicative situation when there is an attempt to clarify the
relationship between the various segments of the thinker's

discourse. In particular. it is the illusion of private communication

STR. Clines. p. 37.
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that suffers when Ivanov wakes up and thinks: I am lying cyes
closed al/though 1 have awakened a long time ago. I do not feel
like opening my eyes because I feel sunhght through my ciosed
eyelids: if 1 open my eyes. then it will hurt them™ (my italics).5%
The use of all these subordinating conjunctions (cf. Kroll above)
allows for the possibility that Ivanov's discourse is intended not
just for himself but also for an external, uninitiated addressee
who might have difficulty establishing the relationship between "l
open my eyes" and "it will hurt them" without "if" and "then." And
although in a few instances Ivanov's UDIM is made to sound more
private by the usc of short and unconnected phrases, c.g., "I am
lying totally exhausted. The sun is burning my face and hands. |
have nothing to cover myself. If only the night would come
soon,”3? this "telegraphic” style is not prevalent enough to erase

the discourse planning effect in most of the text.%9

S8.«gq NeRY C 3aKPpHITHIMH Trgaa3ariy, XOTH YWMe AaBHO
NpocHyscss. MHe He Xo4YeTcss OTKpHTL rJa3a, MHOTOMY, 4YTOo 4
YYBCTBYI CKBO3b 3aKphThle BeKH COJMIHEYHBIH CBeT: ecau
OTKpOIO rJa3a, To OH 6yaeT pe3aTh HX.”(29).

59.g Jley B COBEpLIeHHOM H3HEeMOMeHUH. COoNHLC MHHeT

MHe JAHHO MU PpYyKH. HaxpeiTeca HedeMm. XoTb 6bl HOYD
nockopee.”(32)

60 The complexity and length of sentences related to the
thinker’s on-going experience in Dujardin's Les Lauriers sont
coupés, a UDIM written ten years after "Four Days." is alrecady
considerably reduced, resulting in much more "believable" syntax.
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Explanatory Comiaents

The needs of a contextually uninitiated external addressee are
acknowledged in an even more obvious way when Ivanov inserts
explanatory parenthetical comments designed to clarify a
potentially ambiguous element. For example, when the thinker
considers his guilt in the carnage of war and specifically in the
murder of the Turkish soldier, a parenthetical explanatory
comment is introduced to account--as if to an external addressee--
for the protagonist's knowledge that the dead man is not an ethnic
Turk but an Arab peasant (fellah) drafted into the Turkish army:
“And what about this miserable fellah (he is wearing an Egyptian
uniform): he is even less guilty.” ¢!

Similarly, when Ivanov comes back to the incident with the
crushed dog (cf. above) after a short digression, he appears to be
making sure that the reader does not get lost: “That day (when the

accident with the little dog happened) I was happy.”®2 The use of

The following fragmented verbalization of Dujardin's thinker
dressing is indicative of the development of the genre: "... une
chemise blanche; hatons-nous: les boutons des manches, du col; ah!
le linge frais: que je suis béte! dépéchons-nous; dans ma chambre;
ma cravate: mes bretelles sont laides, je les ai affrensement
choisies; mon gilet: dans la poche, ma montre, ma jaquette..." E.
Dujardin. Les Lauriers sont coupés, p. 65.

1+ 5T10oT HecyacTHMA dennax (Ha HeM eruUNeTCKHHA
MYHAHP) — OH BHHOBAT eule MeHbure.”(31)

62-B 1ot aenp (xoraa CAYYHAOCh HecHacTbe C cobayukoil) #
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parentheses here results not only in a discourse planning effect
because of clause subordination (cf. above)., but also indicites an
attempt to explain the deictic phrase "that day." Deixes or
indexicals--pronouns or adverbs of time and place--are signs which
require contextual knowledge on the part of the addressce to be
deciphered. Because the addressee of UDIM is also the addresser,
"their" knowledge of context is always equal. Therefore, one would
not expect the referents of deictics to be explained--especially in
such an overt way--in private communication. As soon as we
encounter such an explanation, we have the impression that the
addresser is now taking into account the nceds of an external
addressee who may not know the context and therefore the

referent of a particular indexical sign.

Time Span

Apart from a few instances of external dialogue at the end of the
text, Ivanov is alone for most of the story. His isolation is not only
a way of motivating his interior monologue, but also gives the
thinker a chance to rethink the morality of war, which, after all, is
the main point of "Four Days." In this respect, the story's form acts

as a pretext for the presentation of Garshin's favorite anti-

61 cyacTauB.”(30)
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militaristic theme:

[...] the [typical] Garshinian hero... is forced to be introspective,
because he is usually faced with a moral dilemmal[...] In 'Four
Days,' for example, the events leading up to the murder [of
the Turk] and the murder itself are dispensed with in one
page. The story's significance lies in Ivamov's reaction to the
murder, in his ponderings on war and death[...]63

The fact that Ivanov is not only alone but also immobilized by his
injury and therefore forced by circumstances to spend four
horrifying days right next to the decomposing corpse of someone
whom he has killed is undoubtedly an effective means of forcing
the protagonist to come to terms with his guilt.64 Constantly
reminded by the body next to him that he is a murderer, and
unceasingly tortured by his physical anguish, Garshin's protagonist
seems unable to think of anything but his current situation and its

antecedents.

63E. Yarwood. Vsevolod Garshin (Boston: Twayne Publishers,
1981), p. 87.

64As D. Cohn points out, the restriction of a monologist in a
small physical space is a very convenient device because “the
perfect adherence to unity of place [...] creates the condition for a
monologue in which the mind is its own place: self-centered and
therefore self-generative to a degree which can hardly be
surpassed.” Transparent Minds, p. 222. Aiso cf. Yarwood.
Vsevolod Garshin, p. 88.
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However. this relentless focus on the present moment creates a
problem: time span. When it comes to the disclosure of in actu
experience, according to the UDIM "eavesdropping'" premise. cvents
cannot be skipped or summarized since gaps and event suminary
are the prerogative of a narrator who. from his retrospective
position, can manipulate information and condense it. A thinker
can only verbally register all current experience, which is why the
action in the main story-line of Dujardin’s Les [!auriers sont
coupc¢ s, Schnitzler's Leutnant Gusti and Larbaud's Amanis
heureux amants... spans only a certain number of hours.55 If an
author intends to write a short text and yet wants the cvents of the
story to cover more time than the period actually registered by the
mind of his protagonist, s/he must resort to devices that would
motivate such expansion.

In "Four Days" this problem is solved by having an injured
thinker who keeps falling in and cut of consciousness. This allows
the author to skip long periods of time, which are indicated in the
texi by bilank spaces and by the thinkei's verbalization of his
black-outs and reawakenings: “Darkness once again, once again
there 1is nothing. [blank] I am awake.” or "My thoughts arc

becoming confused, and I sink into oblivion. [blank] I’ve been

65Cf. M. Raimond, p 283.
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asleep for a long time [...]’6® Consequently, even though the actual
text of the story is quite short, Ivanov's anguish is prolonged and
intensified, since he ends up spending four horrible days near
death. This, in turn, increases suspense by augmenting our fear for
the thinker's life: the /onger he lies there untreated in the boiling
sun, the grecater is the likelihood of his eventual death.
Furthermore, because Ivanov is lying next to the corpse of a man
killed in war, the anti-war message of the story is enhanced by the
above mentioned prolongation device, since the four days in the
sun cause the Turk's body to decompose gradually before the
horrified protagonist's eyes. The graphic description of the
decomposition process, along with ali the associated guilt and fear
in Ivanov's mind, show the horror of war in its full "glory': “He has
melted completely. Myriads of worms keep falling out of him. How
they swarm! When he is eaten, and only his bones and uniform are
left. then it’ll be my turn. And I'll he like that 100.”%7 Ivanov's

extended anguish, the reader's uneasy suspense--made ail the moie

vivid by the "here and now'" premise of the text--and the

66-0Onars Mpax, ONATH HHYEero HeT. Iblank] 4§
npocHysqacs.'"(28) "MelcaH nyTtaioTcsd, U s 3atGhBarpochk. [blank]
cnan aoarofl...}]”(32)

67-0n coBcem pacnasacsi. MupHaab 4YepBeRA HnaagaioT U3
Hero. Kak oHH Komowmiarca! Koraa oH 6yaeTr cbedeH H OT Hero

OCTAHYTCHA OAHH KOCTH H MYHAHp, TOoraa — ™Mosi ovyepeab. i 4
6yay Taxkum we."(37)
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maximized shock effect generated by the intermittent graphic
descriptions of the decomposing Turk made war appear so
unpleasant to Garshin's contemporaries and demystified its
"gloricus" reputation so much that "Four Days" was withdrawn by
the Ministry of Public Education from schools and public libraries
for being anti-patriotic.%8

However, just as with many other UDIM devices, time
prolongation is used inconsistently in this story. There is no attempt
to dramatize the actual black-cut and awakening process, since
"my thoughts are becoming confused. and I sink inte oblivion.
[blank] I've been asleep for a long time [...]"(32) fails to convey the
loss of consciousness and its recovery as a scene: the thinker
sounds too composed and alert, i.e., too much like a narrator looking
back on the experience. In order to see how the UDIM genre
developed after Garshin in this respect, let us compare this to the
dramatization of awakening in Les Lauriers sont coupés and in
Leutnant Gustl respectively. Here is how Dujaidin's thinker wakes
up after a brief dream and realizes that he is still in the company of
his friend Léa: "Ah!!! mille épouvantements!!! quoi?... on me pousse,
on m'arrache, on me tue... Rien... un rien... la chambre... Léa..

Sapristi... m'étais-je endormi?..." (94). Schnitzler's protagonist, who

68p. Henry, p. 52.



Unframed Direct Interior Monalogue in European Fiction 118
Vladimir Tumanov Chapter 3: V. M. Garshin “Four Days”

has fallen asleep on a park bench, awakens even more dramatically:
"Was ist denn?--He, Johann, bringen S'mir ein Glass frisches
Wasser... Was ist?... Wo... Ja, trdume ich denn?... Mein Schéidel... o,
Donnerwetter... Fischamend... Ich bring' die Augen nicht auf!--Ich
bin ja angezogen!--Wo sitz' ich denn?--Heiliger Himmel,
eingeschlafen bin ich!" (166). It is this dramatized confusion of
semiconscious states that is missing in "Four Days." As a final
note, it ought to be mentioned that, just as in Garshin's story, in
"Leutnant Gustl" the thinker's sleep is used to extend the time
period covered by the story: the protagonist's "nap." which moves
the story a few hours ahead in order to make the development of
events more believable, is motivated by the fact that Gustl ends up
on a park bench in the middle of the night, feels understandably

tired and therefore dozes off.

Conclusiaon

vty analysis of illusion-making devices in Garshin's "Four Days"
has yield~d a picture of communicative ambiguity. In some
instances the text clearly seeks to create the impression that story
and discourse are simultaneous. This results in a scene-like effect
and distances Ivanov's monologue from narratorial language.

However, Garshin did not yet appear to be comfortable with the
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new form, which caused his thinker's UDIM to slip int)
retrospectively-oriented discourse, i.e., narrative and therefore
summary. Those anti-narrative effects, which are successful in
“Four Days.,” are attributable primarily not to various forms of
violation of Beaugrande’s and Dressler’s standards of cohesion,
coherence and intentionality--as will be the case in later examples
of UDIM--but rather to certain manipulations of the scene and
summary concepts, on the one hand, and on the other, to an
attempt to synchronize discourse with experience.

The inconsistencies and ambiguities of the communicative
situation posited by the text should by no means diminish the
author's accomplishment, for he seems to have made a genuine
attempt to make us share the experience of a dying soldier instcad
of merely letting us read about it. By seeking to synchronize
discourse with experience in "Four Days" the author essentially tries
to move the reader as far away as possibie from the artificiality of
reading and as close as possible to the genuineness of living. In
this connection, it is noteworthy to cite R. Pascal's comments
regarding

Sartre's critique of the traditional form of the novel, the chief

falsity of which lies in the narrator (personal or impersonal),
who writes from the standpoint of the outcome of the c¢vents
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related, and who thereby profoundly distorts the nature of
real experience. The whole pattern of a story, the coherence
of its events, is built on this false premise of retrospection, for
it is only in retrospect that we can recognize events to be
significant or irrelevant and contingent. The nature of living,
which Sartre powerfully illustrates from the experience of
participating in the Resistance during the war, is quite
opposite to that of fiction, since when acting we never know
the outcome, we are unsure of effects, and we ignore what is

happening elsewhere [....16°

"Four Days" is really the first attempt to recreate the '"nature of
living" as opposed to '"that of fiction." By striving to avoid "this
false premise of retrospection" and to create the illusion that
Ivanov is "acting" and not narrating, the author appears to be
trying to makes us feel--however inconsistently--that, just like the
terrified protagonist, we too do not "know the outcome, we are
unsure of effects, and we ignore what is happening elsewhere" (cf.
Pascal above). Ecce bellum, i.e., war not as it is describad but as
it is /ived, and it is not about glory and motherland, but about
bodies rotting and being eaten by worms--right now, and not back
then. Given the public reaction at the time of this story's publication
(cf. above). Garshin's innovative technique must have achieved its
purpose. And whatever we may feel today about the shock value
of "Four Days." at the very least we can recognize the potential of

present-tense UDIM to make discourse come to life.

69pascal. R. “Narrative Fictions and Reality: A Comment on
Frank Kermode's The Sense of an Ending,” Novel, 11 (1977), p. 40.
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Introduction

In 1887. a decade after the first publication of Garshin's "Four
Days," a short novel entitled Les Lauriers sont coupés appeared in
a Parisian symbolist journal Revue Indépendante. The journal's
editor and author of the novel was Edouard Dujardin, and his text
was one of the earliest examples of present-tense UDIM. Although
Garshin's "Four Days" had been translated into French and
published in the Revue Bleue under the title "Aprés la Bataille" in
1884,1 Dujardin claimed decades later in his theoretical work
entitled Le Monologue intérieur: son apparition, ses origines, sa
place dans l'ceuvre de James Joyce to have been the first to use
this technique.2 However, whether or not Dujardin had reud
Garshin's story between 1884 and 1887 or heard of it in the years
before 1931, when he asserted his primacy in the introduction of
UDIM, his inventor's status had already been guaranteed by a most

curious twist of fate.

In 1903, quite by accident, James Joyce came across a copy of

IE. Yarwood, Vsevolod Garshin, p. 110.

2cr, epigraph in Chapter 1. In spite of its title, this theoretical
work barely mentions Joyce and serves mainly as the justification
of Dujardin's own technique. However, even in this respect many
critics have reproached the author of Les Lauriers sont coupés
with not following his own precepts because the novel is often in
contradiction with the ideas advanced in Le Monologue intérieur.
cf. L. E. Bowling, "What is the Stream of Consciousness Technique?"
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Les lauric 5 sont coupés in a Parisian railway book kiosk. In
1922 Joyce told his friend and translator Valéry Larbaud that his
inspiration had come from reading Dujardin: "Dans Les Lauriers
sont coupeés... le lecteur se trouve installé, dés les premiéres lignes,
dans la pensée du personnage principal, et c'est le déroulement
ininterrompu de cette pensée qui, se substituant complétement a la
forme usuelle du récit, nous apprend ce que fait ce personnage et ce
qui lui arrive..."3  Larbaud read Dujardin's text, which had been
virtually forgotten by that time, and decided to '"resurrect" it. He
succeeded not only in having lLes Lauriers sont coupés republished
in 1924 but also in making Dujardin a minor celebrity by
associating him with Joyce and the genesis of Ulysses.4 By
making the link between Dujardin and Joyce--and especially by
reporting Joyce's above-mentioned remark regarding Les Lauriers
sont coupés--in the introduction to the definitive edition of the
novel (Albert Messein, 1925), Larbaud ensured Dujardin's place in
literary history regardless of the Iliterary merits of the aging
scholar's novel or the accuracy of his claim to be the inventor of

UDIM.

3V. Larbaud. introd. in E. Dujardin, Les Lauriers sont coupés,
p. 9.

4K. M. McKilligan. Edouard Dujardin: Les Lauriers sont coupes
and the |Interior Monologue (Hull: The University of Haull
Publications. 1977). pp. 19-21.
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Unlike Garshin and his short stories, Dujardin and his Les
Lauriers sont coupés are known today mainly to literary
specialists. In fact the 1987 edition of Le Petit Robert 2, the
French dictionary of proper names. does not c¢cven mention
Dujardin or his work, while, interestingly enough. the foreigner
Garshin is cited along with "Four Days." The reasons for this have
probably little to do with the form of the two texts--neither of
which is considered as the most accomplished example of UDIM--
and everything to do with their subject matter. Dujardin, who was
a scholar, a member of the symbolist movement and a close friend
of several of its famous representatives, was mainly interested in
art and its various forms. Unlike Garshin, who had used the UDIM
form in order to intensify his anti-war message, Dujardin wrote a
novel about nothing. As C. D. King observes, '"the intentions of
Dujardin were new; he consciously used the form for the whole of
his story, as an end in itself. The matter of his book is, very largely,
the way it is expressed..."5 Stressing Dujardin's symbolist
aesthetics, M. Friedman points out that "he [the protagonist of the
novel] suffers from the boredom and indecisiveness of a typical
symbolist hero [...] But the most interesting aspect of Les Lauriers
sont coupés is Dujardin's discovery of a 'form' to express these

symptoms."6

5c. p. King, “Edouard Dujardin, Inner Monologue and the Stream
of Consciousness,” pp. 122-23.
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In contrast to such '"trifling" concerns, Garshin's UDIM form
achieves the author's specific goal of shocking the reader and
making war appear as repulsive as possible. Dujardin's UDIM form
does nothing but promote itself because the events of the novel
appear merely as a pretext for using interior monologue. In fact
Dujardin consciously sought "une action banale" for his literary
experimentation,7 and he most certainly succeeded: there is no
life-and-death struggle, gripping suspense or interesting intrigue in
Dujardin's text, which raises no universal questions or deep

philosophical concerns. As M. Raimond puts it,

Pour noter a4 peu prés tout ce qui traverse l'esprit d'un
homme a certains moments, il paraissait préférable de choisir
des circonstances fort peu dramatiques, qui, loin d'accaparer
I'esprit du héros, puissent le laisser disponible. Dujardin avait
bien compris que le domaine d'élection du monologue
intérieur est cet état de vacuité mentale, de réverie libre, et il
s'était efforcé de saisir, chez son héros, pendant une soirée
banale, «toutes les nuances de l'esprit»...8

6M. Friedman, "The Symbolist Novel: Huysmans to Malraux" in
Modernism, M. Bradbury and J. Maciarlane eds. (Harmondsworth:
Pelican. 1976), p. 455.

7K. M. McKilligan, p. 52.

8M. Raimond, p. 267. Of course Raimond’s statement does not
apply to every example of UDIM, since in Garshin’s “Four Days” and
in Schnitzler’'s Leutnant Gustl the action is far from “banale” and
involves a life-and-death struggle, gripping suspense and various
major thematic concerns related to morality etc.
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Les Lauriers sont coupés "chronicles" a few hours in the life of a
ridiculous Parisian dandy. Daniel Prince. who spends his time and
money in pursuit of a devious cocotte, Léa D'Arsay. Having
temporarily convinced himself that he is interested in a platonic
relationship with Léa, Daniel showers her with a great deal of
money supposedly for the mere privilege of being in her company.
As the UDIM progresses, it becomes very clear why Daniel has
spent so much cash on this rather unpleasant woman: his platonic
goals are simply a case of self-deceit, since more than anything clse
he wants to seduce her. The novel ends with Daniel's failure to
achieve his very "unplatonic" goal, after which he decides that his
affair has become far too costly in view of its meagre "carnal
returns.” At this point Dujardin's novel ends, leaving all but the

formalistically-minded readers rather cold.

Sensorimotor Discourse v. Internal Reflection

The thinker’s on-going experience in Dujardin's novel, just as in
Garshin's story, is presented in the punctual present tense, which,
as argued in thc previous chapter, is already a non-narratorial
phenomenon suggestive of self-communication. However, nlike
Garshin's text with its unmotivated lapses into the narratorial past,

Les Lauriers sont coupés is a considerably more convincing and
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consistent attempt to prevent the thinker's UDIM from appearing
retrospectively-oriented. This consistency already makes
Dujardin's novel a more “realistic” example of the genre than its
Russian predecessor.

At the same time, Dujardin's novel features much more
sensorimotor discourse, i.e., the verbalization of on-going
perception and action, than does Garshin's text. Sensorimotor
discourse is very difficult to motivate, which is why Dujardin has
been so severely criticized for his representation of so-called
preverbal phenomena (cf. Chapter 2). Especially difficult to
achieve is the believable verbalization of the thinker’s own
movements, or, as D. Cohn puts it, "forced to describe the actions
they perform while they perform them, [monologists] tend to sound
like gymnastics teachers vocally demonstrating an exercise."?
This is why some authors, such as Joyce in Ulysses, have resorted
to FDIM (framed direct interior monologue) where a framing
narrator communicates much of the thinker’s sensorimotor
experience, leaving the character to concentrate on internal
reflection. Consequently, because of the thinker’s extensive
sensorimotor discourse, Les lauriers sont coupés is a perfect
demonstration of all the difficulties involved in motivating the

presentation of immediate external physical experience.lo

9D. Cohn. Transparent minds, p. 222.
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The magnitude of this problem is illustrated by the fact that
virtually all the practitioners of UDIM after Dujardin tried to
"minimize the damage" by presenting as little sensorimotor
discourse as possibie. Thus, in A. Schnitzler's Leutnant Gust/, in
the “Penelope” chapter of Ulysses and in V. Larbaud’s Amants,
heureux amants... the thinker’s internal reflection far outweighs
the verbalization of immediate physical experience, which, in the
latter two texts, is reduced to a bare minimum. In Faulkner's The
Sound and the Fury and in Simon’s La Route des Flandres, the two
authors go so far as to eliminate altogether the present moment-
and therefore the need for sensorimotor discourse--from the
monologues of their respective thinkers, which consist of nothing
but recall. However, as pointed out in Chapter 1, such “memory
monologues™ are beyond the scope of my discussion.

In spite of all the problems created by extensive sensorimotor
discourse, Dujardin goes further than Garshin toward creating the
illusion of eavesdropping on a thinking mind, thereby compensating
considerably for the above-mentioned "action banale"
characterizing Les Lauriers sont coupés. By devoting a
considerable amount of conscious technical effort to making his
thinker's mental discourse sound private and spontancous, Dujardin

indicates a definite awareness of the formal differences between

10¢f. D. Cohn, Transparent minds, pp. 234-37
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addresser-dominated and addressee-dominated discourse (cf.
Chapter 1): an awareness that was demonstrated by Garshin to a
considerably lesser extent.

Whereas Garshin strives to suggest self-communication by
devoting most of his technical effort to the elimination of
retrospection in his thinker's discourse, Dujardin attempts to
suggest communicative privacy in a more direct manner. Whether
consciously or intuitively, Dujardin appears to have been influenced
by the only observable model of private communication: real
spontaneous oral discourse. And this may explain why Dujardin's
text frequenily parallels what is known and/or assumed by

psychologists regarding real inner speech to a much greater extent

than does "Four Days."

Private Communication

When the addresser-addressee relationship in written discourse
is compared to that in real spontaneous dialogue, it becomes
obvious that oral interlocutors are normally in a much more private
"club" than are a writer and a reader. This is because oral
interlocutors are likely to have much more in common from the
communicative point of view. They tend to share so much more

contextual, situational and background information, that they can
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often rely on relatively little verbal material to communicate 2
considerable amount of information. This is why sentences in
dialogic discourse are frequently unfinished or consist of fragments
with referents deleted or in pronoun form. Furthermore, the verbal
material that is used often does not have to be and indeed cannot
be organized or polished as well as it is in written discourse. First
of all, the participants in a spontaneous dialogue do not have the
time to revise their discourse. which makes for constructions that
are inevitably less well-formed than those in written
communication. And secondly, the oral addresser can feel quite
comfortable when producing an effort-saving unpolished and
abbreviated message, because s/he can be stopped by the
addressee any time and asked to explain anything that is unclear.
The writer, on the other hand, does not have this advantage and
cannot take risks; therefore, s/he tries to be as explicit as possible.

According to Vygotsky, in inner speech, which is obviously even
more private than dialogic communication, all the communicative
privacy features of external dialogue are present in a greatly
concentrated form. As a result the study of spontaneous oral
speech can enrich our understanding of inner speech. First
Vygotsky demonstrates why dialogue is so much more private than

written discourse:
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Dialogue always implies that the other interlocutor knows the
point of the matter, which, as we have seen, allows for a
whole series of abbreviations in oral speech and creates,
under certain circumstances, purely predicative discourse.
Dialogue always implies the visu ' perception of the other
interlocutor, his facial expressions d gestures, as well as the
acoustic perception of the entire intonational side of
discourse.’! Both of these taken together give the addressee
the ability to catch the addresser's meaning from mere hints
[...] It is quite understandable that [...] a common knowledge
of the subject and the direct communication of information
through intonation, which facilitate the abbreviation of oral
speech, are absolutely impossible in written discourse. And
that is why in written discourse we have to use many words
in order to express an idea that would be communicated
much more laconically in oral speech [...]

Then Vygotsky points out that for purely pragmatic reasons,
dialogic discourse cannot be as carefully planned as written
discourse, which means that the former tends to be rather rough
and even awkward, while the latter is more likely to be better

constructed and more polished:

The speed of oral speech does not facilitate the unfolding of
discourse as a complex act of will, i.e., with reflection,
motivational conflict, selection etc. Instead. the speed of oral
communication is muc’ more likely to cause discourse to
unfold as a simple act of will and with habitual elements [...]
[Therefore]. dialogic interaction involves immediate and even

Uln this respect it would be interesting to compare ordinary
dialogue with dialogue over the telephone where no visual contact
iIs present.
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haphazard self-expression.  Dialogue is speech consisting of
responses: it is a chain of reactions. Written discourse [...] is a
priori related to conscious and intentional activity [...] [and]
facilitates the unfolding of discourse in the framework of
complex activity, and from this stems the use of rough drafts

L]

Finally, Vygotsky makes the connection between the often rough,
abbreviated and unplanned form of dialogic communication on the

one hand and inner speech on the other:

The commonality of apperception in self-communication is
total, whole and absolute [...] [and] that which in oral speech
appears as a more or less vague tendency is manifested in
inner speech in pure form pushed to the limit as maximal

syntactic simplification, absolute concentration of thought [...]
12

121 s. Vygotsky, Sobraniie sochinenii, t. 2: Myshleniie i rech
(Moscow: Pedagogika, 1982), pp. 338-43 (my translation: all
subsequent translations from this edition are mine). Cf. Sokolov
who argues for a direct genetic link between inner and outer
speech: “Inner speech comes from outer speech and constitutes its
psychological transformation, in which the most important role is
played not so much by its "soundlessness" as by its more
fundamental psychological characteristics, and most of all by a) its
extreme dependence on contexts, B} its generality and ¢€) its verbal
fragmentedness resulting from @ and b. Let us also note that all
these typical characteristics of inner speech are observed under
certain circumstances in outer conversational speech, e.g., in the
presence of shared context knowledge, as has been demonstrated
with many literary examples by Vygotsky. All this implies that
inner speech cannot be isolated from outer specch and cannot be
viewed as a separate phenomenon.” A. N. Sokolov, Vnutreniaia
rech i myshleniie, p. 55 (my translation).
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Thus, by borrowing two key elements from private oral
discourse--abbreviation and a rough or unpolished form indicative
of spontaneous/unplanned discourse--in order to create the illusion
of private communication, Dujardin actually ended up
approximating some of the processes that presumably take place
during that most private communicative process of all: real inner
speech (cf. Chapter 2). At the same time, because UDIM is only an
illusion of private communication and in fact constitutes the very
communicative acr that it supposedly tries not to imitate--writing--
Dujardin's text ¢s not and often cannot go as far as does real
inn~+ speech in its self-communicative tendencies because it
constantly seeks to accommodate an addressee who is not really "in
on it": the reader. This dualistic trend 1is illustrated by the
similarities and differences between Daniel's discourse on the one
hand and what is known or assumed regarding real inner speech on

the other.

Eilements of Real Spontaneous Oral Discourse in Dujardin's UDIM:
Abbreviation

In order to explore the links between the typical features of real
spontaneous oral discourse and Dujardin's illusion of private

communication, let us begin by returning to the question of planned
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(written) and unplanned (spontaneous oral) discourse, which we
raised in Chapter 3. In E. Ochs's discussion of spontaneous oral
discourse v. planned written discourse the key point has to do with
the role of context and syntax in the establishment of links between

discourse elements:

[...] along a continuum of use, reliance on context to
communicate information falls toward the unplanned pole,
and reliance on syntax falls toward the planned pole [...] In
using context, the communicator does not make the semantic
relation between the propositions explicit. For example, if the
communicator produces the sequence [/ don't like that house.
It looks sirange., he does not specify the links between these
assessments... Our observations of discourse indicate that
context is an alternative to syntax and that planned and
unplanned discourse differ in their utilization of the two
alternatives. Syntax makes the semantic link explicit, for
example, [/ don't like that house, because it /looks strange.
It is relied upon more heavily in planned versus relatively

unplanned discourse [...]"3

As we saw in the previous chapter, the "planned look" of much of
Garshin's discourse stems from his reliance on syntax, i.c., virtually
all the formal Ilinks between discourse elements that characterize
planned (written) discourse are present in Ivanov's account of his
in actu experience. Dujardin, on the other hand, clearly makes an

effort in many instances to rely on context, thereby incorporating

I3E. Ochs, p. 62, 66.
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the most important feature of private communication into his
thinker's discourse.! 4

According to Ochs, one of the key characteristics of this reliance
on context in spontaneous discourse is the tendency to delete
formal links between referents (Theme elements) and propositions
or comments about these referents (Rheme elements).15 She
refers to this as '"the principle of nextness" and illustrates it with
the following example from a conversation recorded between two
students discussing classes at a university: "Oh I g'ta tell ya one
course... The mo- the modern art the twentieth century art, there's

about eight books."1 06 No formal link, such as "as for" is

l4Reliance on context, which merely implies instead of
explicating links between elements, 1is clearly part of the
addresser's realm (cf. Chapter 2) and therefore more appropriate
for UDIM. Reliance on syntax, which pinpoints relationships
between elements and acts as a guide through the logical structure
of an utterance, favors the addressee's tendency and is therefore
more evocative of external communication. Clearly the context is
better known to the addresser than to the addressee, and syntax is
merely a means of compensating the addressee for his/her
disadvantage. Therefore, such syntactic explicators as subordinate
conjunctions, e.g., '"because.," are an external addressee-oriented
device. Consequently, Garshin's widespread use of subordinating
conjunctions not only suggests discourse planning, but also belies
the private nature of UDIM.

I5The terms Referent and Propositicn or Topic and Proposition
or Topic and Comment are often used in functional grammar
instead of Theme and Rheme when the new v. old information
opposition is not at issue. Cf. W.L. Chafe's "Givenness,
Contrastiveness. Definitiveness, Subjects. Topics and Point of View,"
pp- 25-55.
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established between the referent ('the twentieth century art") and
the proposition ("there's about eight books"). Instead they are just
"glued" together, and the speaker is assuming that this "nextness' is
enough of a clue for making the appropriate link.!7  Ochs refers to
this pattern as "Ref+Prop constructions'" and points out that such
constructions are very infrequent in written and therefore planned
discourse.

Because in Ref+Prop constructions neither of the major elements
of a sentence (Theme or Rheme) is eliminated. and only secondary
(link) elements are deleted, it is a minimal form of discourse
abbreviation, but it is abbreviation none the less and a feature of
private communication, since that which is explicitly verbalized in
more formal discourse ends up in only implicit form in this type of
spontaneous speech. The Ref+Prop construction is found in a
number of places in Les Lauriers sont coupés, and this discourse
abbreviation pattern is especially prevalent in perception-related
UDIM. For example, this is part of Daniel's dining expericnce in a
restaurant: "Un peu rude, ma serviette; neuve peut-étre."” (42) The
referent or Theme element "ma serviette" is not deleted altogether,
as it might be in real inner speech, since the reader would not know

to what the proposition or Rheme element '"un peu rude" refers.

16, Ochs, pp- 63-4.

17 Furthermore, another formal link, not mentioned by Ochs, is
missing from this utterance: "about" in "I g'ta tell ya one course."
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Instead, a sense of unplanned rudimentary discourse is created by
the elimination of the link between the referent and the
proposition: in this case it is probably the copula gtre."18  An
added sense of ‘'realistic" spontaneity is created by reversing the
usual order of referent and proposition in order to indicate that the
sensation of roughness is what flashes in Daniel's mind first,
whereas its source is identified only afterwards.

Additional examples of the Ref+Prop device can be found, among
others, in the same restaurant scene when Daniel evaluates the
chicken brought to him by the waiter: "... bonne mine, le poulet."”
(43) or when he glances at a man sitting at another table: "un
monsieur maigre, aux favoris longs, quelle gravité!" (39). A similar
Ref+Prop construction is used to abbreviate and thcrefore give the
appearance of unplanned discourse to Daniel's appraisal of a woman
on the street: "... une trés jeune, féle, aux yeux é&hontés, et quelles
lévres!" (86). And, as Daniel looks out of his window onto a Parisian
cityscape. he thinks in the following disjointed fashion: '... presque
lugubre, ce silence..." (63) His assessment of a friend with whom he
is conversing is another example of this manifestation of the
principle of nextness: "Certes, un excellent ami, Lucien Chavainne,

mais si rétif aux affaires de sentiment." (33) The Ref+Prop

8M. A. K. Halliday points out that the copula verb "to be" '"is
outside the Theme-Rheme structure." M. A. K. Halliday, A n
Introduction to Functional Grammar (London: Edward Arnold,
1985). p. 42.
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construction is also found in a few examples of Daniel's internal
reflection, e.g., when he is choosing a place for a secret rendez-vous:
"Le Louvre, le Louvre, pas trés high-life, mais encore le plus
commode..." (42) In all these Ref+Prop constructions, without
deleting any truly essential information from Daniel's discourse,
Dujardin creates the illusion of private communication by
suggesting discourse abbreviation and the unpolished nature of
spontaneous oral discourse, thereby balancing the quasi-mimetic
and the informatory goals of UDIM.

In some instances, referents (Theme elements) are actually
deleted from Daniel's discourse, which, according to Ochs, is one of
the main features characterizing real spontaneous speech: "...we
find predications in which the major argument is deleted in the
current utterance. To locate the relevant referent, the listenrer must
turn back to the discourse history or to the situation at hand." The

referent deletion tendency is illustrated by the following example

from Ochs's study:

Two girls
B: Y'have any cla- y'have a class with Billy this term/
A: Yeah he's in my Abnormal class
B: Oh yeah//how
A: Abnormal Psych.
- B: Still not mairied
A: ( (loud) ) Oh no definitely not//(no)'®

19E. Ochs, pp. 62-3. cf. A-R. de Beaugrande and W. U. Dressler,
pp- 67-69.
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"Billy," the implicit grammatical subject of '"Still not married," is
deleted because B is relying on the context of her utterance, i.e., the
prior mention of Billy, to communicate it to A. Referent deletion is
more indicative of spontaneity and lack of discourse planning than
the Ref+Prop construction because it involves a greater reliance on
context. Here we have the strongest empirical link yet between
real spontaneous oral discourse and real inner speech: both forms
of private communication tend to eliminate Theme elements, as is
indicated by Ochs's above-mentioned data and by Vygotsky's
observations of the egocentric speech of preschoolers (cf. Chapter
2).

Let us compare Ochs's example about the unmarried Billy to the
assessment of another unmarried referent in Daniel's UDIM: '"Voila
une assez jolie femme; ni brune ni blonde; ma foi, air choisi; elle
doit étre grande; c'est la femme de cet homme chauve qui me
tourne le dos; sa maitresse plutdt; elle n'a pas trop les fagcons d'une
femme légitime: assez jolie, certes." (40)20 Pointing out that
"deletions, such as these, do not appear in more planned,. more
formal discourse,”" Ochs observes that in truly spontaneous
discourse "it does not seem to matter what grammatical status the

previous NP [referent] holds."2! In other words, the grammatical

2 . . . . . g
20 Each independent unit of thought is separated in Dujardin's
text by a semicolon.
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structure of the phrase with the referent does not necessarily have
to be transferred to the phrase where this referent is deleted,
which is indicative of the unplanned and therefore typically
unpolished or awkward nature of spontaneous oral discourse. And
this is precisely the case with "air choisi" in the passage cited above.
The same can be said about the following example of referent
deletion from Dujardin's text: "Une femme devant nous:; grande,
svelte... un fort profil de rousse. oui: une mine trés éveillée: des
yeux peints de noir..." (34) Whereas the Rheme elements "grande,
svelte" can be grammatically attached to the deleted Theme "une
femme devant nous," the rest of the passage cannot, which means
that even more information is actually eliminated from such cases
of grammatically uncoordinated referent deletion in Daniel's
discourse. Once again Daniel's reliance on context rather than
syntax (formal grammatical links betwcen sentence eclements)
parallels the private communication patterns of spontaneous oral
discourse and by extension presumably real inrner specch.

Here are some other examples of grammaticzily coordinated as
well as uncoordinated referent deletion in Daniel UDIM: "La loge du
concierge; vide constamment; bizzare maison'" (31), "... encore des

gens qui entrent; tous hommes; un qui semble embarrassé;

21E. Ochs, p- 64.
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I'étonnant pardessus clair.." (41), "... un peu rude, ma serviette;
neuve peut-€tre'’(42), "Au poulet; c'est une aile; pas trop dure
aujourd'hui..." (43), "Ah! Paul Hénart; toujours correct; et toujours sa

canne de fin jonc..." (52), ".

.. elle n'est point vieille, la chére, et si
mignonne; dix-neuf ans, vingt peut-étre..." (36).

As these examples indicate, in Les Lauriers sont coupés the
missing referent is usually located right next to or very close to the
sentence fragment constituting the proposition about that referent.
What is more, referents are virtually never deleted altogether,
since they arc inevitably mentioned at least once before their
subsequent elimination. As a result we never have the least bit of
trouble understanding what Daniel's referentless propositions are
about. This is indicative of a very clear tendency in Dujardin's text:
the quasi-mimetic goal is never pursued at the expense of the
informatory goal of UDIM. In this respect Les Lauriers sont
coupés is no different from "Four Days." Dujardin seems unwilling
to make our reading process any more difficult than it would be
with respect to conventional narrative, and his concern for the
reader's ability to understand easily every single thought going
through the thinker's mind tends to undermine the very privacy
effect suggested by the author's use of features characterizing

spontaneous dialogic discourse. Although the notion of

cavesdropping on completely private inner discourse would
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naturally imply that certain referents should be difficult or even
impossible to recover, discourse abbreviation in this text is
"imitated" with such care for the reader's needs that we do not
achieve the sense of really being excluded from the communicative
act and therefore forced to play the detective who reconstructs the
events from clues left inadvertently on the scene. In terms of
Beaugrande’s and Dressler’s standards of textuality, the standard of
intentionality is never violated in Dujardin’s text (cf. Chapter I).
This 1illustrates a major difference between the effect produced
by Dujardin's text and real inner speech. As Vygotsky puts it, "...
even if we could record [inner speech] onto a phonograph, it would
appear abbreviated, fragmented, unconnected, unrecognizable and
incomprehensible in comparison to external speech."22 And
although it would have been unreasonable to create a totally
incomprehensible text, given the reader's needs, later practitioners
of the UDIM genre, such as Larbaud and Joyce, have demonstrated
that the reader can tolerate much more ambiguity, stemming from

such devices as ellipsis, than Dujardin might have thought.

Unpolished Discourse
In addition to the actual elimination of information from Daniel's

discourse in order to suggest communicative privacy, Dujardin uses

221, s. Vygotsky, Sobraniie sochinenii, p. 332.
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devices imitating awkwardness and therefore suggestive of
spontaneous oral discourse as it is described by Ochs. Sometimes in
conjunction with discourse abbreviation--especially of the Ref+Prop
type--Dujardin resorts to coastructions that look far too poorly and
hastily formulated to be anything but spontaneous. This too is
indicative of the difference between Dujardin's and Garshin's
respective  UDIM texts: whereas Dujardin purposely 'ruins" his
thinker's discourse in order to create the private communication
effect, Garshin uses a perfect style, which is normally associated
with formal writing and therefore planned public discourse, such as
conventional narrative. Compare, for example the "unorthodox”
word order in a very "awkward" statement, such as "... du corsage
les boutons tremblottent..." (92) from Daniel's UDIM to virtually any
one of Ivanov's polished phrases.

One of these awkward-making devices is the use of a co-
referential or "copy" promoun. This is a modified form of the
Ref+Prop construction and is described by Ochs as a typical feature
of spontaneous dialogic discourse. Here is an example from Ochs's
observations of real diaiogue: "They cleaned me out. And my father
oh he's//he's fit to be tied."?3  The copy pronoun constitutes an
awkward attempt to indicate a link between the initial referent

"my father" and the proposition "is fit to be tied,” and according to

23E. Ochs. p. 65.
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Ochs, such constructions are related to the Ref+Prop type because
"the initial referent appears to be part of a separate utterance..."24
We find the same "awkwardness" indicative of unplanned,
unpolished and therefore spontancous discourse in various parts of
Daniel's monologue. For exumpic: "et jamais je n'ai eu l'occasion. ces
paroles, de les dire" (77). C mpare this to the following instance of
real spontaneous oral French discourse documented by S. Laberge
and G. Sankoff: "Le gars il peut avoir un char, une maison..." or "La
famille, je les reconnais presque tous..."23  The usec oi the copy
pronoun can be viewed as a mid-point device between actual
discourse abbreviation and complete and expanded syntax, or, as
Cchs puts it, "these constructions... stand somewhere between single
subject-predicate constructions and discour:e. They sharc
properties of both."26

In Dujardin's text we find not only such instances of copy
pronoun but also cases where this "awkward" effect is crecated by
nouns copying pronouns within the samc sentence. For example,
this is how Daniel formulates his regret at having given too much

money to Léa without getting much in return: "... cela commence a

24E. Ochs, p. 66.

233, Laberge and G. Sankoff, "Anything you can do" in Syntax
and Semantics Vol. 12: Discourse and Syntax, T. Givon ed. (New
York: Academic Press, 1979), pp. 435 and 437 respectively.

26E. Ochs, p- 66.
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étre lourd, tout cet argent." (80). A pronoun followed by a copy
noun is also used to make unpolished Daniel's gustatory experience:
"... cela se déguste, cette fraicheur..." (45). Other examples include
purcly abstract musings, such as "Dans les champs purs, mieux que
je ne les aime, les champs, je t'aime, amie... (85) or more concrete
reactions to the outside world: "Je lui ai confié, a ce brave ami, mon
histoire amoureuse." (30) There are even examples of both copy
noun and copy pronoun use within the same sentence, yielding
truly unpolished consiructions indeed: "En sortant, elle disait, Léa,
elle disait 2 sa femme de chambre..." (99) This parti ular instance
of redundancy is similar to the following example of real
spontaneous oral French discourse recorded by Laberge and
Sankoff: "Qu'on le veuille ou non, la fille qui sort avec son jeune
homme, en tous cas, elle sort, elle sur son coté."27 or this instance
recorded by Lambrecht: "... ce lycée, on m'a dit qu'il €tait pas
terminé."28

Whether pronouns repeat copy nouns, Or nouns copy pronouns,
the key element in this awkward-making device is message
modification taking place right before our eyes: it is as if the

thinker changed his mind. syntactically, in mid-sentence. This in

273, Laberge and G. Sankoff, p. 435.

28K. Lambrecht. "SVO Sentences in French Discourse,” in
Coherence and Grounding in Discourse, Russel S. Tomlin ed.
(Amsterdam: John Benjamins, 1987)., p. 231.



Unframed Direct Interior Monologue in European Fiction 145

Vladimir Tumanov  Chapter 4: E. Dujardin Les Lauriers sont coupes

actu message modification. which is found mainly in real
spontaneous oral discourse, naturally excludes discourse planning
and suggests the unplanned and haphazard nature of private

communication, as it is described by Vygotsky (cf. above).2Y

Repetition

Repetition for the purpose of mid-stream message repair is quite
frequent in Daniel's discourse, which echoes patterns characteristic
of real spontaneous oral discourse and thereby sugTe: s

communicative privacy. As Ochs points out,

in most cases, repetition and word replacement w...ioa
speech act reflect trouble spots in the communication... the
use of repetition and word replacement for the purpose of
improving or correcting some dimension of the
communication indicates that planning is going on in the

course of the speech act itselt.3°

29 Lambrecht provides the following example of message
midstream modification/repair in real spontanecous oral French

discourse: "... tu comprends, les éléves qu'on trouve en sixiéme ont
pour la plupart... auront leur douze ans revolus dans l'année..." p.
243.

30E. Ochs, pp. 70-1. Cf. R.-A. de Beaugrande’s and W. U.
Dressler’s statement that repetition is “common in spontancous
speaking, where restatement results from short planning time and
rapid loss of the surface text [...] When there are more resources
and time available for text production, recurrence [repetition] is
customarily kept within limits. If unduly frequent, it lowers
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In Dujardin's text the same message repair pattern seems to be
rcpeated over and over again: Daniel mentally verbalizes a word or
a phrase, realizes that something must be added and repeats that
word/phrase with the new information. For example: "...sur les
trottoirs une limpidité, la lumiére des becs de gaz, des lriples becs
de gaz, peu de monde dehors; la-bas [/'Opéra, le foyer tout
enflammé de ['Opéra..." (47, my italics). This stresses the
spontaneity and therefore privacy .- Daniel's thought: instead of
rctrospectively processing the visual information in this passage
and producing a tighter, more narratorial version, Daniel indicates
that this is not the planned discourse of narration but rather the
unpolished code of on-going private communication. We have the
impression that after an initial thought appears in the thinker's
mind, it is refined: as if Daniel first sees the gas lamps and then,
after concentrating on them, he realizes that they come in threes, or
his mind initially registers the presence of the Opera House in his
visual field and a second later he zeroes in on the lights coming
from the Opera House. Thus. instead of retrospective narrative, we
are watching a thought process unroll in actu.

This last example of repetition for the purpose of adding

previously omitted information follows a pattern found in the

informativity [...]7 p. 54.
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following instance of real spontancous oral discourse quoted by
Ochs: "Well (.2) we ( ) came um we stayed across the street from
our house. I used ta live in Florida an' we stayed across the
street 'cuz my mom was in the hospital an' we were really
small."31 and by Macaulay: "And he grew up and when he was
in_his teens his middle teens... But this feller went one day and
he got a lot of this ah roots this nettie root."32 In the following
example of real spontaneous oral French discourse as recorded by
Holker we find the same kind of repetition for the purpose of
message modification: "Et dans les jours qui ont précédé ce malaise,
vous étiez en bonne santé?/Oui, ¢a allait... Pas fatigué, j'avais...,
j'avais un peu la grippe, quoi, j'avais une bonne grippe, je, j'avais
pris des aspirines..."33 Duja: iin's UDIM features many examples
of this type of repetition: '"des voitures, des voitures et de fiers
chevaux", "le dehors est frais... le dehors est frais, presque
froid"(63), "les toits, les toits noircis" (61), "Au long immobile du
Palais-Royal, au long du Palais nous allons” (36). "a présent des

filles, trois filles qui..." (86), 'voici le consommé, le consommé

31E. Ochs, p. 71. (my italics)

32M. 1. Macaulay, Processing Varieties in English: An
Examination of Oral and Written Speech across Genres (Vancouver:
University of British Columbia Press, 1990), pp. 185-6 (my italics).

33K. Holker, "Con and Co: Continuity and Marquers in Oral
Discourse,” in Text and Discourse Connectedness M.-F. Conte et
al. eds. (Amsterdam: John Benjamins, 1989), p. 86 (my italics).
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fumant" (40).

Often repetition patterns in Daniel's discourse correspond to
Ochs's observation that '"repetition may... be simply part of the
speaker's attempt to think out an idea."34  This tendency to '"'mull
over" a word or a phrase in order to concentrate on it is exempliified
in Daniel's consideration of an appropriate place for a rendez-vous:
"Le Louvre, le Louvre, pas trés high-life, mais encore le plus
commode..." (42). This is similar to the following two examples of
rcpetition in  spontancous dialogue recorded by Ochs: "And my
father oh he's//he's fit to be tied" and "So: I sor:ta rushed myself.
And I went down (1.1) this this uh (cliff)..."3>

Repetition for the purpose of concentration is especially evident
in Daniel's thoughts about his plan of action at Léa's house: "... j'ai
beaucoup de choses a lui dire, beaucoup de choses qu'il faut que je
lui dise..." (87) Similarly, Daniel repeats an imaginary line directed
at Léa, dwelling on it as if he were practicing for future use:
"Voulez-vous me permettre de vous faciliter votre départ?... Cela
est bien... Voulez-vous me permettre de vous faciliter votre
départ?'" (49) However, often Daniel repeats phrases for less
"

constructive reasons: je serai tout a l'heure a la maison; et

maintenant on ne voit personne. Bient6ét je serai a la maison..." (47),

34E. Ochs. p. 70.
35E. Ochs. pp. 65 and 71 respectively (my italics).
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".. 4 quoi révez-vous? i rien: A quoi révez-vous? je ne sais; & quoi

révez-vous? je ne puis..." (108) or "... un trés ancien, trés honnéte,
trés cordial ami; trés convenable: gentleman... trés honnéte, trés

cordial." (53). These last examples are especially indicative of the
private communication effect achieved by Dujardin through the use
of repetition: the more redundant and seemingly purposeless is the
repetition, the less it evokes discourse planning, written discourse
and especially written narration.

The question of repetition in UDIM is also related to the
phenomenon of child language; as Ochs points out, '"repetition is a
highly versatile device, and it is among the earliest behaviors
emergent in the speech of the language-acquiring child."3 6
Pointing out that spontaneous oral discourse often involves the
regression to children's communicative strategies, which are in turn
borrowed by UDIM authors, Ochs observes: '"We find that adult
speech behavior takes on many of the characteristics of child
! .nguage, where the communication is spontancous and reclatively
unpredictable... Similarly, stream-of-consciousness writing, casual
letter-writing, and so on display this reliance...."37  Ochs points

't. for example, that children tend to repeat words and phrases for

th own sake, as if takiag pleasure in doing so.

36E. Ochs, p. 70.
37E. Ochs, p. 53.
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This type of repetition is especially important for our purposes
because it appears to be directly related to real inner <peech, as is
suggested by Kohlberg et al. who studied inner speech by
observing the egocentric speech of preschoolers in order to follow
up Vygntsky's premises:

In contrast to collective monologue, other categories of

private speech described by Piaget have little obvious

connections to confusions of perspective. One such category is

"repetition and echolalia,” in which words and sounds are

repeated and varied for their own sake.

Episode 2: Repetition and Echolalia
(Solitary play. Observer at desk at cother side of the
room.) A fally, a fally, a poopy all over the house. A
tomato poopy all over the house.

While there is some scatological symbolic-expressive value to
such comments, it is unlikely that they reflect any desire to

communicate with the auditor...38

M. Saville-Troike's observations of children's egocentric speech
yielded the same results: "(46) S1: Jelly bean, jelly bean. IJelly, jelly,
jelly, jelly. (47) S2: "Yucky. Yucky scoop. Scoop scoop yucky scoop.
Yucky yucky yuck-yucky."39

And it is this type of *“child language” repetition patterns that we
find in Daniel's discourse when he engages in idle musing, thinking

about things of no importance whatsoever. For example, in the

381 Kohiberg et al.. p. 694.
39M. Saville-Troike. p. 583.
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restaurant scene various random thoughts pass through the
thinker's mind: "Le vin, le jeu,--le vin, le jeu. les belles.--voila,
voila... le jeu... le vin, le jeu,--le vin, le jeu. les belles... Vive le vin,
I'amour et le tabac... L'amour et le taba-c..." (44). Similarly. Danicl
allows a musical memory to take his mind off on a tangent
consisting of random repetition: "... n'étre jamais entré chez Tortoni:
¢a vous manque... sur l'air de la Dame Blanche; ¢a vous manque, ¢a
vous manque.''(45)

In Saville-Troike's and Kohlberg's examples (cf. above).
repetition for the sake o” sound patterns plays a prominent role,
and according to Ochs, this is sometimes borrowed by adults (in
modified form) in spontanecus discourse:

phonological repetition is a very early feature of children's

discourse.. Children at times seem to select items on the basis

of their phonological similarity rather than on the basis of
their appropriateness to the message conveyed... We sece here
that this kind of behavior does not in fact disappear. Adults
as well appear to select their words at least in part on
phonological grounds (i.e., phonological similarity). Schegloff
(personal communication) refers to this phenomenon as

"sound touch-offs" in adult speech. That is, the sound of one
item in the discourse may "touch-off" the articulation of other

items sharing those sound patterns... 40

Such sound touch-offs are found in pure form in Daniel's after-

dinner musings: "... 'amour et le tabac... Il y a encore le tabac; c¢a

40E. Ochs, p. 74.
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jadmets... Voila, voila, le refrain de bivouac... Faut-il prononcer

taba-c et bivoua-c, ou taba et bivoua? Mendés, boulevard des
Capucines, disait domp-t-er; il faut dire dom-ter. L'amour et le
taba-c... le refrain du bivoua-c..." (44) The concentration on the
phonic nature of these words suggests that Daniel’s thought does
indeed possess verbal form, i.e., this UDIM is not merely a
linguistic representation of some sort of formless thought processes,
but a kind of transcription of the inner speech activity.

The presence of such seemingly purposeless repetition and
sound play in Dujardin's text indicates a major difference betwcen
Les Lauriers sont coupés and Garshin's story. Because in the
latter, UDIM is used as a means rather than an end, and because the
purpose of "Four Days" is to deliver a strong ideological message,
idle musings of the sort that go through Daniel's head in the
restaurant would be completely out of place in the mind of Ivanov.
Every thought going through Ivanov's mind is crucial with respect
to the fabul/a on the one hand and the overall message of the story
on the other. In contrast to Garshin, Dujardin was preoccupied with
formal experimentation, and, having chosen an "action banale," left
his pen free to explore the potential of the newly discovered genre.
Daniel can afford to think about this and that, while having a

pleasant dinner in a Parisian café, whereas Ivanov cannot, since his
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life, as well as his entire Weltanschauung, are at stake. Thus. we
find thought association patterns in Dujardin's text whose sole
purpose seems to be the demonstration of the thought association
phenomenon per se: "... j'avais pourtant mes gros souliers Jaunes de
la place de la Bourse... Il faudrait ticher d'apprendre les affaires de
la Bourse..." (41) This illustrates the advantage of Dujardin's "action
banale"” when it comes to the illusion of self-communication, since
idle rambling and irrelevant digressions are much more typical of

oral, unplanned discourse and by extension communicative privacy

than written discourse.

Nominai Phrases in Daniel's UDIM

Much of Daniel's perceptual record is rendered by groups of
nominal phrases. This form of discourse abbreviation accounts for a
considerable percentage of the thinker's UDIM and, without placing
any great Theme-recovery demands upon the reader, compensates
for many of the difficulties and problems associated with the
creation of the self-communication illusion in sensorimotor
discourse (cf. above). Here is a typical example, where Danicl
verbalizes a street scene as he walks toward Léa's house where he

hopes finally to seduce her:

..de vieilles maisons, des murs en chaux; sur le trottoir, des
enfants, des gamins, assis par terre, taciturnes; et la rue du
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Rocher, et, ainsi, les boulevards; la, des clartés, a droite, a
gauche; et, obliquement, a gauche, une voiture parmi les
arbres; un groupe d'ouvriers; la corne du tramway chargé de
gens, deux chiens derriére; dans les maisons, des fenétres
éclairées; ce café en face. ses rideaux blancs lumineux; le
tapage auprés de moi, d'un omnibus; une jeune fille avec un
vétement bleu sombre, un visage rose; la foule; le boulevard;"
(84)

This discourse abbreviation pattern is normally not found in
conventional narrative; in fact, the only mode of observable verbal
cxpression wh. ¢ it appears with any frequency 1is real
spontaneous oral discourse.

In the oral communication situativi: where the interlocutors
share the same sensory context, an addresser, wishing to indicate
nothing more than the presence of a sensory stimulus in his/her
perceptual field, can simply point to an object and name it (or just
name it without even pointing if s/he thinks that the addressee is
already looking in the right direction). Thus, just saying 'a car!" can
constitute a complete communicative act in real spontaneous oral
discourse, e.g.. when the addresser wants to warn the addressee
while the latter is crossing the street.

In the dialogic discourse patterns of children, which, as has been
pointed out earlier, appear in the spontaneous oral discourse of

adults. this type of abbreviation is very typical:
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The single-word utterance can be related to situational
speech, which is characterized by the fact that '...it does not
reflect verbally the entire message, which can be understood
by the addressee only in view of gestures, facial expressions,
intonation..." [...] It has been noted long ago that in the early
stages of speech development facial expressions and gestures
acquire the status of syntactic categories [i.e. Topics or Theme
elements - V.T.].4!

Ochs and Schieffelin provide the following examples of this type of
discourse abbreviation from children's discourse: "Allison IV, 22
months / a. Allison (looks in box, finding calf): cow / b. Mother: A

cow! (340)... a. Allison (pointing at TV monitor, secing herself):

Baby Allison / Mother: Do you see Baby Aliison."42

As far as the addressee is concerned, in Dujardin's toxt, in real
spontaneous dialogue between adults and in Allisen's dizglogic
speech the nominal phrase about the object of the speaker's

perception comnstitutes a clear Rheme or Proposition element while

4lyu. A. Sorokin et al. Teoreticheskiie i prikladnyie problemy
rechevogo cobsticheniia (Moscow: Nauka, 1979), pp. 224-26 (my
translation). In this connection R. Jakobson argues that the gradual
appearance of seritences with a subject and a predicate frees the
child from the *“here and now,” making it possible to verbalize
events uncenpected with the speaker’s immediate physical
circumstances. R. Jakobson, /zbrannyie raboty, p. 316.

42E. Och: Keenan and B. B. Schieffelin, "Topic as a Discourse
Notion: a Study of Topic in the Conversation of Children and Adults
(1)," in Subjsct and Topic, C. N. Li ed. (New York: Academic
Press, 1976}, p. 346.
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tte Theme or Topic element is the deleted reference to the
perceptual act, which can be easily recovered by the addressee
from the sensory context; thus, given this shared sensory context,
we have a complete statement. In this connection Ochs and

Schieffelin point out:

What constitutes the discourse topic may only be
reconstructable on the basis of observing what the child is
doing, where the child is looking, and so on... For instance... it
is critical to take into accourt Allison's pointing at the
monitor, seeing herself, in interpreting her utterance, "Baby

Allison/"... We can think of "“Baby Allison/" as new
information being added tc the discourse topic 'something is
there (where I am pointing)." If we or her mother did not

know that Allison was pointing, we would not be able to
reconstruct the discourse in this way.43

43E. Ochs Keenan and B. B. Schieffelin, "Topic as a Discourse
Notion: n { 'y of Topic in the Conversation of Children and Adults
(1)," in Subject and Topic, C. N. Li ed. (New York: Academic
Press,1976), p. 346. This is supported by E. Levy who points out
that "observations of young children's speech point toward roots of
endophoric reference in dialogue. When children in the one-word
stage participate in dialogue, for example, their utterances tend to
denote that which cannot be presupposed on the basis of other
participants' remarks; in other words, their single-word utterances
tend to mark new information." E. Levy, "Monologue as
Development of the Text-Forming Function of Language" in
Narratives from the Crib, K. Nelson ed. (Cambridge: Harvard
University Press, 1989), p. 124.

T. Akhutina points to the link between syntactic patterns in
children's speech and those of the inner speech of adults: "... the
primary form of organization in children's speech is Theme-Rheme
organization... It appears at the single-word utterance stage when
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The 1idea that such a nominal phrase as "Baby Allison/"
constitutes new information and therefore a psychological predicate
(ci. Vygotsky in Ch. 2) or a Rheme element is echoed by Vygotsky's
follower and associate A. A. Lcontiev in his discussion of nominal

phrases in inner speech:

The substantiveness of internal speech does not contradict its
predicativeness:; these characteristics belong to different
plans. 'Night. Stars' [noch', zvezdy], are, of course. nominative
propositions; but viewed psychologically we actually have
here something on the order of '(it is) night," '(there are)
stars,' or 'night has fallen (and not the day),' 'The stars arc
visible' (The moon is not visible).'44

Conventional narrators do not normally drop "I saw'" or "I hecard"

the child expresses the most informative part of the information,
the part most significant to him/her, and leaves the rest implicit...
It is quite natural to assume that such semantic organization does
not disappear when the child acquires new forms of syntactic
construction; instead it goes 'underground' and becomes a later
form of text organization... These specific forms of organizing a
whole, conditioned by the cultural development of child specch,
maintain an inner link with initial Theme-Rheme forms of
organization of children's utterances." T. Akhutina, "ledcnitsy
rechevogo obshcheniia, vnutreniaia rech, porozhdeniie rechevogo
vyskazyvaniia," in Issldedovaniie rechevogo myshleniia v
psikholingvistike  (Moscow: Nauka, 1985), pp. 106-7 (my
translation).

44A. A. Leontiev, "Inner Speech and the Process of Grammatical
Generation of Utterances," p. 13.
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when the object of their perception is a Rheme element because
they do not share a sensory context with their addressees and
therefore cannot rely on the visual Theme elements described
above. This is why an isolated nominal phrase in conventional
narrative may create the impression that information has been left
out. In the following passage from Maupassant's "La Peur" the
narrator is careful to avoid any confusion by explicitly referring to
the perceptual act whenever the object of his perception is a Rheme

element:

Les ténébres étaient profondes. Je ne voyais rien devant
moi, ni autour de moi, et toute la branchure des arbres
entrechoqués emplissait la nuit d'une rumeur incessante.
Enfin, j'aperg¢us une lumiére, et bientét mon compagnon
heurtait une porte. Des cris aigus de femmes nous
répondirent [...] Je distinguai dans les coins sombres deux

femmes a4 genoux, le visage caché contre le mur.4%

Another illustration of this verbal completeness tendency in the
description of perception in conventional narrative is found in the
Book of Revelation from The New Testament where the
perception of sensory stimuii constitutes the core of St. John's

nasrative: "And I saw as it were a sea of glass mingled with fire...

435G, de Maupassant.  "La Peur." in Contes et nouvelles
(Moscow: Progress. 1976). p. 113 (my italics).
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"(15: 2), "And I saw a great white throne... (20:11)."

This typical feature of conventional narrative is one more
element distinguishing Dujardin's and Garshin's respective  texts.
Unlike Dujardin. Garshin renders his thinker's perception  without
avoiding the narratorial "I see" and "I hear" (c¢f. Chapter 3): "l am
lying, it seems, on my stomach. and / can see beforc me only a
small piece of land." (27), "I hear the crackling of grasshoppers. the
buzz of a bee." (28) "I open my eyes and see, the same bushes,
the same sky, but in daylight.” (30. iny itaiics)?® Thercfore.
Dujardin's nominal phrases represent a simpie but important step

in the development of the UDIM genre.

Perception v. Introspection

Onc Hf the most noticeable parallels between Dujardin's UDIM
and experimental data on inner speech has to do with the
difference between perceptually assisted and perceptually
unassisted discourse. The former tends to be more abbreviated
while the latter more expanded in Daniel's UDIM. Danicl's intcrnal
reflection tends to be more complete, syntactically complex and in
general much more similar to external communication than its
perception-related counterpart.  This stylisiic difference is absent

from Garshin's text where perception and reasoning arc cqually

46Cf. Chapter 3.
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characterized for the most part by complete syntax, complex and
pclished sentences, periodic constructions and a general sense of
explicitness rather than implicitness. Let us consider two passages
that exemplity this stylistic trend in Dujardin's text: the beginning
of chapter 5 and that of chapter 6.

Chapter 5 begins with a series of thoughts totally unrelated to

Daniel's in actu experience:

Puisque ie n'ai rien a faire, examinons un peu. mais
sérieusement, comment je dois agir ce soir chez Léa:
évidemment, demecurer avec elle jusqu'a minuit ou une heure,
puis m'en aller; ce qui est nécessaire, c'est qu'elle comprenne
la raison de ma conduite; ah! que c'est difficile a expliquer!...
admettons qu'elle consente; alors je lui dirai que. sans doute,
il vaut mieux que je la quitte; pourquoi resterai-je... (67)

And this is how chapter 6 begins. as Daniel finds himself out in the

street, walking toward Léa's house:

La rue noire, et la double ligne montante, décroissante, du gaz;
ia rue sans passants: le pavé sonore, blanc sous la blancheur
du ciel clair et de la lune; au fond. la lune dans le ciel; le
~uartier allongé de la lune blanche, blanc: et de chaque coté,
les éternelles maisons; muettes, grandes, en hautes fenétres
noircies. en portes fermées de fer, les maisons;(83)

The expanded and coherent style in the first passage is less

suggestive of private communication than the abbreviated form of
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the second passage, which features a number of clements related to
real spontaneous oral discourse. Here Daniel is not rcasoning.
planning or recalling: instead he is registering experience in actu.
Communicative privacy is suggested by such clements of
spontaneous oral discourse as nominal phrases indicative of
perceived objects, as well as reliance on context rather than syntax
to estatlish links between elements.

The tendency toward discourse abbreviation in Dujardin’s
perception-related UDIM and discourse expansion in his UDIM
related to reasoning corresponds to the results of A. N. Sokolov's
experimental findings with regard to the form of real inner speech.
As outlined in chapter 2, Sokolov's electromyograph recorded a
marked increase in electromuscular activity when the subjects
were engaged in thought unrelated to external sensory experience,
e.g., working out purely abstract problems. However, when visual
stimuli were introduced--the subjects were asked to solve
problems involving physical objects before them ctc.--Sokolov's
electromyograph recorded a distinct decrease in clectromuscular
activity. His conclusion was that the more abstract is the thinking
task, the more expanded is the inner speech: and conversely, the
more the thinking task is linked with external sensory stimuli, the
more abbreviated is the inner speech. Sokolov explains the

abbreviation of inner speech during thought related to sensory
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stimulation in terms of economy of effort: "In these conditions the
verbalization of all that is perceived would not only be superfluous,
but would also greatly retard man's thinking activity by reducing to
a verbal code everything which is clearly and distinctly perceived

cven without such coding."47

The same economy of effort is responsible for a similar tendency
in real spontaneous oral discourse, which once again may be the
link between Dujardin's UDIM and real inner speech patterns. As
we pointed out in our discussion of nominal phrases in Daniel's
UDIM, perceptually assisted discourse is likely to feature non-
verbal Theme elements, which would make it more abbreviated

than perceptually unassisted discourse. As W. Chafe points out,

extralinguistically, the speaker may believe that both he and
the addressee share the perception, and hence the
consciousness of some object in the environment. If the
speaker sees the addressee looking at a certain picture on his
wall, for example, he might say out of the blue ] _bought it last
week. where the idea of the picture is treated as a given and
hence pronounced with low pitch and weak stress, as well as

being pronominalized as 3.48

E. Ochs and B. Schieffelin provide a recorded example of such

47A. N. Sokolov. "Internal Speech and Thought," p. 90.

A8cr. v Chafe. "Givenness. Contrastiveness. Definitiveness.
Subjects - wud Point of View." p. 31.
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abbreviated discourse, illustrating how much more difficult and less

likely such abbreviation is in the absence of a perceptual support:

“a. Bambi: It's coming out fast. (shaking salt on tood) / b.
Elinor: What's coming out fast? / c¢. Bambi: The salt.”™ In this
exchange, Bambi assumes that Elinor is attending to her
actions and is able to locate in the environment the referent
of 'it." Elinor, however, has not been attending to Bambi's
actions and cannot identify that referent. Further, Elinor had
no clues from prior discourse; Bambi did not precede the
utterance with talk about salt, e.g., "Pass me the salt.' "9

Because spontaneous oral discourse is a form of private
communication and therefore potentially addresser-dominated (cf.
Chapter 2), it strives toward economy of effort in the same way as
does real inner speech. This economy of effort can be realized in
the presence of perceptual contexts by the use of pronouns and
various forms of abbreviation more easily than in perceptually
unassisted discourse. Therefore, just like inner speech,
nerceptually unassisted spontaneous oral discourse cannot help
but be more expanded. And this difference may ecxplaia why
Daniel's perceptually-assisted discourse tends to  be more
abbreviated than his inner reflection, given the roie played by the
oral discourse model in Dujardi- : xcmpt to create the illusion of

communicative privacy.

49E. Ochs Keeran and B. B. .1 icun, p. 337.
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Dialogue and the Dialogue-Framing Message

Dialogue between characters is a key indirect means of relating
information to the reader in UDIM. The convenience of indirect
information disclosure through external dialogue in UDIM is that
its form need not be significantly different from that of dialogue in
more conventional prose. This is meotivated by the fact that
dialogue is not generated by the thinker's mind; instead, the
present-tense monologist simply acts as a faithful tape recorder or
eavesdropping device. reproducing dialogue exactly as s/he hears
it.  Thus, dialogue can take some of the difficulty out of the
macrocommunicative process (between the author and the reader)
without compromising the UDIM illusion generated by the
microcommunicative process.

The accurate reflection of dialogue by a UDIM thinker's mind
raises a very curious question related to formal mimetics (cf.
Chapter 1). Because a present-tense UDIM thinker functions as a
human tape recorder. his/her reproduction of dialogue is actually
more motivated than that of a conventional personal narrator. This
is implied by M. Glowinski's discussion of direct quotation in
personal narration:

...in the first-person novel there occur quotations which are
supposed to be literal (their presence requires motivation)...
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Paradoxically, quotations which in themselves are a sign of
formal mimetics become an instrument for questioning
mimetics as an element in the general composition of a given
work. Extended quotations in the first-person novel bring the
"I" who is speaking close to an omniscient narrator and
consequently introduce substantial complications. 1 say
complications because a reader of this type of novel is always
aware of the fact that in the course of reading. he associates
with the narrator, whose knowledge is of necessity limited.5°

Glowinski is addressing here a very simple question: how can a
conventional personal narrator--who is always looking back on
events and whose knowledge/memory i1s naturally limited--
reproduce dialogue in its original form? Unless we are explicitly
told that this narrator was using some kind of a recording device
during a given dialogue--which is almost never the case--direct
quotations in conventional personal narrative cannot be motivated,
given the natural limitations of human memory.

This problem is raised in A. Gide's highly metafictional Les
Faux-monnayeurs where one of the narrators, Edouard. is very
much aware of the communicative process in fictional narrative:
this is quite appropriate, since Edouard is himself an author. Here
is what Edouard writes in his diary where he has just quoted a long
speech by another character (Laura): '"Je transcris tout cela aussitot,

ayant éprouvé combien il est difficile par la suite de retrouver la

50M. Glowinski, "On the First-Person Novel," p. 109.
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justesse de ton d'un dialogue."5 1 Even though, unlike most

narrators, Edouard strives to justify his direct quotation, the
dialogue recorded by him "aussitot" is far too long to remain in his
memory in its original form even for a short while, which is why all
he can hope to achieve is the preservation of the original "ton." The
problem of motivating direct quotation in personal narrative is
thematized even more directly when Edouard quotes a statement
by old Azais: " '[Les fleurs] me parlent a leur facon et savent
raconter la gloire du Seigneur mieux que les hommes' (ou quelque
chose de cette farine)."s2

In real oral spontaneous oral communication the status of
Edouard's "farine"--quoted direct speech within real spontaneous
oral discourse--is no less paradoxic than its fictional counterpart.
To quote D. Tamnen., "'reported speech' is not reported at all but
creatively constructed by a current speaker in a current
situation."3 In literary texts the “‘creative” mnature of this

“construction” is suggested by the fact that fictional dialogue tends

SIA. Gide. Les Faux-monnayeurs (Paris: Gallimard, 1987), p.
104.

S2A. Gide. pp- 105-4. In other words, Edouard is actually
admitting here that his use of quotation marks is an empty
convention.

53D. Tannen. Talking Voices: Repetition, Dialogue, and

Imagery in Conversational Discourse (Cambridge: Cambridge
University Press. 1989). p. 105.
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to manifest far more features of discourse planning than real
spontaneous dialogue (cf. discussion above), i.e., it is more coherent,

polished etc. In this respect, M. Toclan talks of the average reader’s

incorrect view that

fictional dialogue [...] is the most complete and mimetic
representation of real dialogue, that reading direct speech
dialogue ‘amounts to the same thing’ as being a witness to
actual spoken interaction, so that to talk of the ‘pace’ of such
written-up scenes--as if they could go faster or slower--
barely makes sense to us: obviously, scenes go at just the pace
of the actual interaction. Well of course the point is that what
has become obvious to us is not an inescapable feature of
fictional dialogue, but a convention and ar effect. The fictional
direct speech representation of any dialogue can go faster or
slower, and we neglect the artifice in fictional dialogue, the
ways in which it is non-naturalistic, is not a full transcription,
at our peril.>*4

All this means that retrospectively-oriented direct quotation in
literature and in real spontaneous oral communication is not rcally
direct. It is in fact an artistic paraphrase, i.e., a kind of mimetic
illusion.

However, unlike any retrospectively-oriented reporter of
dialogue, the thinker in present-tense UDIM is witnessing dialogue
in actu instead of recalling it later, which constitutes sufficient

motivation for the word-for-word reproduction of speech.

54M. Toolan, p. 58.
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Paradoxically, this means that UDIM--which is the least "mimetic"
of all fictional prose genres, since it does not really "imitate"
thought (cf. Chapter 1)--is the most mimetically accurate and
authentic genre of all when it comes to the reproduction of external
dialogue because it is the only genre that can always provide
sufficient motivation for direct quotation. Thus, dialogue in
present-tense UDIM is virtually the only form of quoted discourse
that has truly "earned" its quotation marks.

It has often been pointed out that quoted discourse is an
anomaly in narrative, since it is an element of drama, i.e., part of a
fundamentally different basic genre As Stanzel points out, "the
dialogue scene is... a foreign body in the narrative genre, because in
the novel a long quotation in direct speech must be regarded as an
avoidance of mediacy..."55 However, since UDIM is supposed to be
one long quotation and therefore not a narrative genre to begin
with, and since the avoidance of mediacy is precisely the illusion
sought by UDIM, the dialogue scene is in its natural element next to

the thoughts of a UDIM thinker.

Verba Dicendi and UDiM Dialogue
We have just seen that the registering of external! dialogue is not

a problem with respect to the UDIM illusion. Dialogue-framing

5SF. K. Stanzel. p. 65.
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discourse (the context of dialogue), however, cannot appear in its
conventional narratorial form in UDIM without endangering the
illusion of self-communication. The key element of dialogue-
framing discourse is speaker identification. and in conventional
written narrative it is carried out by verba dicendi--he suid, she

said etc.--in order to indicate the speaker to a reader unable to

"see" or "hear" the interlocutors or the narrator. This is another

manifestation of the explicitness typical of written discourse
mentioned by Vygotsky (cf. above): discourse where the
communicative process rests exclusively on a verbal basis because
all other channels of communication are absent. The use of verba
dicendi in conventional narrative is especially prevalent with
respect to the identification of the first speaker in a two-way
verbal exchange. Thereafter, verba dicendi can be and often are
dispensed with because the simple alternation of speakers is
frequently sufficient to determine who is who.

If we consider the dialogue-framing discourse of the thinker in
Garshin's "Four Days," we discover that it is no different from what
one would expect in conventional narrative. The following are
dialogue segments registered by Ivanov when he is found by his

regiment and taken away on a stretcher:

I shudder and immediately come to. From out of the bushes I
can see the blue eyes of Yakovlev, our lance-corporal.
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“Shovels!” he screams. [...] “Sto-o-op! Do-o-own! Orderlies,
fourth shift, move out! Get a hold of the stretcher! Li-i-ift!”
That's Petr Ivanich giving orders [...] “Petr Ivanich,” 1
whisper. “What is it, my friend?"58

Similarly, in much of Daniel's dialogue-framing discourse in Les
Lauriers sont coupés the speakers are identified in a way that is
typical of conventional narrative: " 'Et bien, et votre passion?' Me
demande-t-il; je vais lui dire. 'Toujours a peu prés dc méme." (31)
O+ consider the following narratorial identification of Léa: 'Bien
sir? demande-t-elle encore." (96) In such instances only the
sustained use of the present tense reminds us that the verba
dicendi are not directed at an external addressee. However, the
result is communicative ambivalence because the use of verba
dicendi is firmly grounded in external written communication and
by extension in conventicnal narrative discourse.

Necvertheless. unlike Garshin, Dujardin was concerned with the
role of dialogue-framing discourse in the creation of the private

cemmmunication illusion, and in a number of places Daniel's

S6-gq BiAparvBaio M pa3oM IPHXOXY B cebq. H3 KkycToB
rasgndT Ha ™MeHs a06prie roaybrle rgaasa SkossneBa, Hallero
edpenTopa. “Jlomarw!’ KpHYHT oH. [..] ‘Cro-o-on! O-onyck-a-n!

CaHHTapn, 4YeTBepTad cMeHa, napuu! 3a HOCHJAKH! Bepucso,
noab -ma-a!’ 3To komaHayeT Ilerp HBaHOBHY, Hall faa3ape’HHH
opHuep |[..] ‘Mlerp Hpanmy!’ wenyy a. “Hro, roayo6buuxk?’ ”

Garshin, pp. 37-8.
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dialogue-framing discourse does indicate communicative privacy.
This is achieved by the elimination of verba dicendi identifying the
first speaker in two-way exchanges, and, as with other devices used
by Dujardin, this phenomenon has its counterpart in real
spontaneous oral discourse.

In oral communication a speaker reporting direct speech can
identify each interlocutor not only by verbal mecans, i.c.. verba
dicendi, but also by non-verbal means: intonation, facial and other
gestures etc. These non-verbal means make it possible for the
addresser to save his/her effort and time by dispensing with verba
dicendi in those instances where this would be impossible in
written discourse. This clearly illustrates @lthe communicative
privacy of spontaneous oral communication when the latter s
compared to its written counterpart and bJ)the dominance of the
addresser's tendency on the verbal level in oral communication.
Here is an example of direct quotation in real spontancous oral
discourse as recorded by D. Tannen. The speaker is describing the
arrival of three people. one of whom is iniured. in the emergency

department of a locar hospital:

They come bustin' through the door, blood is cverywhere. It's

on the walls, on the floor, everywhere. {Sobbing] "It's okay
Billy, we're gonna make it /?2/." {[Normal voicc] "What the
hell's wrong with you." W-we-we look at him. He's covered

with blood yknow?.... "What the hell's wrong with you guys.
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You don't know anything about first aid? Hold on to his arm."”
[Innocent voice] "We rai:sed it above his hea::d." "Oh yeah."”
shh shh [sound of whizzing motion] So they're whimmin' his
arm around. [Ups_t voice? “"Come here Billy! No come herc
Billy!" Two guys yankin' him irom both sides. [Sobbing] "Am

I gonna dic?"... "How old ~re you?" '"Nineteen." "Shit. Can't
call his parents." [Hysterically pleading voice] '"Don't tell my
parents.">7

Although in approximating this private communication effect
Dujardin could not rely on all the non-verbal speaker-identification
markers used bwv the narrator from Tannen's example. he could
strive for the same private communication effect by using various
indirect mecans to compensate for the absent verba dicendi. To
begin with. quite frequently. the content/context of a dialogue-
initiating remark in Les Lauriers sont coupés can be relied upon as
an indirect means of speaker identification. Here is an example,
where the thinker has seep an attractive woman in the street while
walking with his friend Chavainne and does not want to pass her
too quickly: "Nous sommes prés d'elle. La superbe fille. 'N'allons
pas si vite." " (25. Daniel’s external discourse italicized by me)
Although this is the first remark after a pause in the dialogue
between the two friends. the authoi uses no verba dicendi and

relies exclusively on the contex. @ identify :ie speaker. Similarly,

37D. Tannen. pp. 114-20.
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when Daniel fails to pay the driver immediately after getting out of
the carriage with Léa, the context of the following dialogue-
initiating remark is sufficient to let us know that thce speaker i1s Léa:
" 'Eh bien, vous ne payez pas le cocher?' " Our cextratextual
knowledge that "it's the man who pays" is reinforced by Daniel's
subsequent mental reaction to Léa's remark: "Jc¢ nc paie pas le
cocher; c'est vrai: pardon..." (110).

Another simple means of avoiding verba dicendi in Danicl's
dialogue-framing discourse involves naming the interlocutor in a
dialogue-initiating rema:«, thereby indicating the speaker by the
process of elimination. Here is how Daniel is awakened from his
reverie in the restaurant scene: " ‘'Monsicur a fini...' 'Oui.
Apportez-moi le poulet'." (42) The restaurant context and our
extratextual knowledge of restaurant service conventions make it
very easy for us to identify the first speaker as the waiter.
rendering the use of verba dicendi unncc:cs.«;ary.58 Similarly,
during his conversation with Hénart. Daniel identifies himself as the

dialogue-initiating speaker in the following simple and yet indirect

58C0mpare this dialogue with a similar one in Joyce's Ulysses:
“"They chose a small table near the window oppositc a long-faceu
man whose beard and gaze hung intently down a chessboard... 'I'll
take a mélange, Haines said to the waitress.! " J. Joyce. Ulysses
(New york: Modern Library, 1961), p. 248 Because this particular
restaurant scene is not presented in the form of interior monologue,
verba dicendi are used in a conventional narratorial manner.
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fashion: " 'Mon cher Hénart, si je me rappelle bien..." " (54)

Perhaps the most interesting and subtle means of indirect
speaker identification in Les Lauriers sont coupés is the use of
inflections related to gender differences as speaker markers within
dialogue itseltf. As we mentioned in Ch. 2, inflected languages have a
naturally greater potential for message abbreviation because
inflections often repeat the informaiion conveyed by other parts of
the scntence, thereby making the latter redurndant and potentially
casy to dispense with. Inflections are thus perfect for relating
information indirectly, and in UDIM dialogue the use of inflections
is one of the most indirect ways of indicating to the reader who is
specaking. As usual. infleciions are the most beneficial speaker
identifiers in the case of dialogue-initiating remarks. In French
UDIM, dialogue inflections can work in this way, for example. when
*he two interlocutor. are of different genders. and in Dujardin's text
this situation arises in the las: three chapters where Daniel is
making his final pathetic attempt to seduce Léa.

Here is an example where Daniel's inner discourse in the form of
a mental address is interrupted by a single externally verbalized
remark. which identifies the thinker as the speaker by elimination:
"... oh! l¢ bel air melancolique que vous avez, mademoiselle; les
blanches et rosées fossettes de vos joues... 'Ma pauvre Chére amie,

comme je voudrais que vous soyez contente!" Jamene ses bras a



Unframed Direct Interior Monologue in European Fiction 175
Viadimir Tumanov ~ Chapter 4: E. Dujardin [es Lauriers sont coupes

moi, sur mon cou sa téte. sa chevelure: autour de sa taille mes
bras..." (95, Daniel’s external discourse italicized by me)  The
feminine endings in "ma." “chére.” "amie" and "contente' illustrate
the advantage of French over English when it comes to this method
of crea...g the UDIM illusion. Similarly. we know that Léa is the
speaker in spite of the missing direct speaker identification when
Daniel's inner discourse is interrupted by: " 'Attendez-moi un peu,
mon ami." " (96) or: " 'Eh U:en. mon cher. que faites-vous 1a? vous
vous enruyez beau -oup?' " (116). The translation of "ami” and
"cher" by the androgynous '"triend" and '"dear" would be inadequate
to help the reader id.ntily the speakers.

The importance of this type of morphological compensation for
the private commurnication effect created by the elimination of
verba dicendi is illustrated when Daniel hs+ finally given up his
lecherous plans and is about 10 take leave of Léa. We can use the
feminine ending in "amie" to identify thc hapless lover as the
speaker when we read: " 'Bonsoir, mon amice.’” " but just down the
page the absencc of verba dicendi is not compensated by such
morphological means: "'Au revoir.” 'Au revoir." " (122). Tt s
impossible to tell who is the initiator of tnis dialogue segment, and
the respective identities of the speakers remain unknown. This is
naturally unimportant in this case. but this and the above-

mentioned examples illustrate how powerful a tool inflections cun
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be in the indirect presentation of UDIM dialogue: Dujardin does not
use this morphological method to its fullest, but its potential is

obvious even frerm what we see in Les Lauriers sont coupés.

In at I-+ ¢ ence conance Dujardin eliminates verba dicend:! in
dialogue w ' .ui »or ading or relying on any immediate means of
communicat.> compensation. This occurs when two male

interlocutors--Daniel and Hénart--suddenly bump into each other

in the street:

"Bonjour." "Bonjour. Vous rentrez chez vous?" "Ovi. Vous
vous portez bien?... Vous ailez de ce c6té?" '"Oui; je vous
accompegnerai jusqu'da Saint-Augustin.”  "Tre bien. Et quoi
de »ouveau?"” "Rien, rien encore." Je me réjouis de le revoir;

ur. :7é€s ancien. trés honnéte, trés cordial ami: trés convenable:
gertleman; j'aurais en lui de la counl'vnce: trés honnéte: trés
cordial. Nous marchons au long du boulevard. Il est bien de
sa personne, sans affectations. Ouo allait-i1?  Je le lui demande.
"Vous n'allez poit par ce chemin chez vous?"(52)

Only after reading the last remark do we know that the initiator of
this dialogue was Daniel, since only one of them was going home (cf.
above). and it was obviously not Hénart. However, all this
reconstruction of "who is who'" is retrospective, and it therefore
requires considerable recursive reading, which makcs the
information (fabula) recoveiry process that much more difficult.

Thus. for a considerable period of time the reader feels truly
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excluded from what appears to be private communication. i.e., for a
time Dujardin's guasi-mimetic goal displaces the informatory goal.
In a way this is quite understandabic. especialiy in hight of
Dujardin's experimental goals., because according to the UDIM
premise of eavesdropping on a private thought process. we sitould
expect nc: to understand certain things at all.  However. as already
mentios «d before, Dujardin does not seek to make the reader's task
difficult in any major way. which makes this oxample a rare

excention in Les Lauriers sont coupeés.

fAbbreviation v. Expansion

Having considered the similarity between devices used by
Dujardin in order to create the private communication illusion on
the one hand and elerments of real spontancous oral discoarse on
the other, we¢ may conclude that private communication Is not
necessarily always more compact than such form« of public
communication as writing. The presence of repetition, message
repair, copy pronouns and copy nouns in spontancous oral
discourse contradicts Vygotsky's <laim that dialoguc--and by
extension inncr speech--always requires fewer words than written

discourse (cf. above). As E. Ochs obscrves,

the use of repetition and other hesitation phenomena, word
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replacement and other forms of afterthought and repair lead
to lengthy formulations of particular social acts. We find that,
in relatively unplanned discourse, the expression of social acts

tends to take up more discourse 'space"... than in planned
discourse. That is the same social act verbalized in planned
discourse will be more compact than the unplanned

version.>®9

On the other hand. Ochs's own above-mentioned examplzs of the
Ref+Prop constructions, the Referent deletion tendencies and
nominal phrases indicate that discourse abbreviation also
characterizes spontaneous oral and therefore unplanned, private
discourse. This means that both Vygotsky and Ochs are partially
right: certain elements of spontaneous oral discourse are less wordy
nd some are more wordy than writing.

By incorporating both discourse abbreviation and expansion
tendencies of real spontaneous disccurse into his thinker's inner
speech, Dujardin strives to distance nis text from narrative writing
and discourse planning, thereby stressing the spontaneous and
private nature of Daniel's UDIM. Ochs sums up the link between
such literary texts as Les Lauriers sont coupés and elements of

spontaneous oral discourse:

Thers are cases in which a speaker or a writer will
intentionally produce discourse that appears unplanned. For
xample, a novelist trying to recreate a casual situational

e
S9E. Ochs. p- 72.
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context will use many of the features (e.... left-dislocation,
deletion. hesitations) of unplanned discourse in his story. In
fact we regard a novelist highly if she or he is able
successfully to reproduce such verbal spontaneity.'"60

Conclusion

Much of what has been written about Dujardin's innovative text
tends to be rather negative.6l Critics justifiably iike to point oul
the inconsistencies and the violations of the UDIM premisc in Les
Lauriers sont coupés. This is why U hive chasen to concentrate
instead on Dujardin's achievements. which centre around the
rendering of Daniel’s sensorimotor experience in actu. C. D. King
adopts the most fair and conciliatory tone in his discussion of the
novel, when he points out that "Dujardin's book is modest, but rich
in potential..."62 This rich potential was in fact realized by Joyce
who perfected and expanded Dujardin's innovations. as well as by
other authors, such as Scinitzler and (indirectly) Larbaud (cf.
Chapters 5 and 6). As M. Friedman points out: "The germ of ncarly
all the techniques used after him, in the modern novel, is found in

Les lLauriers sont coupés..."63

60E. Ockhs, p.- 77.
611, E. Bowling, pp. 349-365.

62¢c. D. King, "Edouard Dujardin and the Genesis of the Inner
Monologue," French Studies 9 (1955), p. 113.

63M. Fi =dman, Stream of Consciousness: a Study in Literary
Method, p. 158.
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However, the difference between Joyce's and Dujardin's text,
apart from the technical level, has to do with the fact that Joyce,
unlike his French predecessor, had something to say. Dujardin was
concerned exclusively with the "how'" of interior monologue, totally
ignoring the "what." Thus, Dujardin's text can be viewed as a quasi-
incomplete sign: a signifier virtually bereft of a literarily
significant signified. At the same time, given that Dujardin was a
symbolist, M. Friedman does not view this necessarily as a defect:
"[...]Dujardin must be given enormous credit for suggesting a way of
writing a novel which had less to do with the development of event
and character than with the accumulation of image and symbolic
device." (my italics)%4 And yet, whether or not one appreciates
the symbolist merits of Les Lauriers sont coupés or its
experimenta! nature, | would suggest that even though Garshin's
"Four Days" is less innovative and technically less interesting than
Dujardin's novel, its overall impact is incomparabiy greater. We can
almost conclude that a work, such as Les Lauriers sont coupés, is

less a form of literature than a form of stylized literary theory.

6
p.- 4

e

M. Friedman, "The Symbolist Novei: Huysmans to Malraux,"

hn

S.
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introduction

In 1900, thirteen years after the publication of Dujardin's Les
Lauriers sont coupés, Arthur Schnitzler's Leutnant Gust! appeared
in the Christmas suppiement of the Viennese MNeue Freie
Presse.! It is a technically impressive present-tense UDIM
coming from the mind of Gustl, an Austrian army lieutenant who
becomes involved in a quarrel with a baker at a concert. Having
decided that challenging the baker to a duel is impossible because
the military of behavior does not allow ducls with civilians,
Gustl comes to the incredible realization that he must commit
suicide in order to avoid losing his officer's honor. The chivalric
notion of military honor and the superiority of the military class
over the civilians is an idée fixe in Gustl's mind, and, as. K.
Laermann points out, it is historically accurate:

Tel était le cas en Autriche vers 1900, dans la mesure ol l'on

concédait a i'armée et au corps des officiers en particulicr un

droit qui lui accordait un statut spécial équivalr: . a4 un
accroissement de son pouvoir dans la société.... Celur qui vit
selon ce code de !'honneur vit dangereusement. Car il doit
€tre toujours prét a assumer des risques. Mais les choses

tournent mal! pour lui lorsqu'il se voit confronté a des
membres d'autres groupes sociaux et qu'il ne peut s'imposer

IT W. and B. W. Alexander, "Schnitzler's 'Leutnant Gustl' and

Dujardin's 'Les Lauriers sont coupés'." Modern Austrian Literature,
2 (1969), p. 7.
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par rapport a eux... parce que ceux-ci ne peuvent donner
satisfaction par les armes... Schnitzler a critiqué la substance
fragile de ce code de I'honneur... dans Sous-lieutenant

Gustl...2

Most of the UDIM, which covers one night, consists of Gustl's
inner struggle regarding the painful decision to kill himself. His
thought progresses in a purely associative manner, and as a result
the agonizing lieutenant not only inadvertently exposes the
ridiculously outdated code of honor in the Austro-Hungarian
military, but also frequently digresses from his muain point of
concern, giving us glimpses of his chauvinistic and narrow-minded
opinions, his amoral and selfish behavior., his childhood memories
and ultimately, in microcosm, the anachronistic "medieval"
mentality of tne ruling classes in the declining Habsburg empire.
Finally, having firmly decided on suicide, Gustl finds out in the

morning that the baker has suddenly died of a strcke. We leave

2K. Laermann, "Spiel im Morgengrauen" in Arthur &chnitzler:
actes du colloque (Paris: Presses universitaires de France, 1983),
pp- 38-9. F. Kuna, on the other hand, stressc. the Freudian
implication of '"Leutnant Gustl" and points out that "the story's
importance lies not so much in its outspoken =social criticism.
exploring as it does the clicher and i 7 nese of & ¢ 0 :ntiena! uind,
as n its adaptation of psvcho-an:z z.ical vocinoas--i. Freud  had
outlined in Studies in Hys eria (1895) and The Imerpretation of
Dreams (1899)--for literary purposes."” F. Kuna, "Vienna and
Prague: 1890-1928" in Moncernism, M. Bradbury and J. MacFarlane
eds. (Harmondsworth: Pelican, 1976), p. 126.
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the lieutenant's UDIM when, triun - at, he is having breakfast and

already looking forward to a ..«' arranged prior to the incident
with the baker, demonstrating thut this experience has taught him
absolutely nothing: "... na wuit', mein Lieber, wart',- mein Lieber!
Ich bin grad' gut aufgelegt... Dich hau' ich zu Krenfleisch!"3
Schnitzler's text is similar to Garshin's UDIM in that both are
bitter anti-militarist statements directed at a declining empire
characterized by outdated social structures and ideologies.
However, whereas "Four Days" delivers its message by such direct
means as the naturalistic presentation of the horrors of war, as well
as a moral conflict in the thinker's mind, Leutnant Gusti makes its
impact via the much less direct route of satiric irony and author-
thinker distance. In spite of these two different approaches, the two
texts elicited similar reactions from the authoritiecs of the two
respective authoritarizn societies. As mentioned in Chapter 3,
Gasshin's text was withdrawn by the Ministry of Public Fducation
from schools and public libraries for being anti—patrictic.4 The
publication of Leutnant Gustl cost Schnitzler his commission as 2

reserve officer, and, as T. W. and B. W. Alexander point outr, "part of

3A. Schnitzler, Meistererzdhlungen  (Frankfurt am Main: S.
Fischer Verlag, 1950), p. 176 (All subsequent page numbers will
refer to this edition).

4Cf. P. Henry, p. 52
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the action of the military against Schnitzler was based on the tact
that he failed to challenge the author of a denunciatory article in
the Reichswehr to a duel."> This last detail was an indication
that Schnitzler's fictional lieutenant represented quite accurately
the mentality satirized in the story, and the reception of the
Russian and Austrian UDIM's was simply an extra-literary
confirmation of the point being made by both texts.

The UDIM form is turned into a potent tool of satire and implicit
authorial irony in Leutnant Gustl because the self-communication
premise implies a potential for maximal honesty of opinion. T.
Yacobi sums up the UDIM thinker's position:

The monologist... is locked into the privacy of his or her own
mind and totally unaware cf being exposed to outside

reception, scrutiny or judgement. This unknowing exposure
to view, itself ironic, carries the mediation-gap to a limtt rich
in possibilities of further irony by self-exposure. The

monologist is the most vulnerable of fictional reflectors when
and because he thinks himseif safest: he has nobody to
provide for or to guard against, and nothing to hide or wrap
up.5

Unimpeded by any externally-oriented concerns about the

impression that he may make, i.e., unafraid of being judged as

5 T. W. and B. W. Alexander, p. 8

6T. Yacobi, "Narrative Structure and Fictional Mediation,"
Poetics Today, 8:2 (1987), p. 338.
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antisocial, the lieutenant exposes in spite of himself the baseness of
his own mentality and that of his class — the military. The
spontaneity and directness of his inadvertent "self-flagellation
would be more difficult to achieve and/or motivate in conventional
narrative. For example, this totally frank anti-Semitic thought
flashes through and quickly disappears from Gustl's mind as he
prepares to leave the concert hall just before the confrontaticn with
the baker: "Die da ist nett... Wie sie mich anschaut!... O ha, mein
Friulein, ich mocht' schon!... O, die Nase!—IJiidin... Noch eine... Es ist
doch fabelhaft, da sind auch die Hailfte Juden... nicht einmal ein
Oratorium kann man mehr in Ruhe genieBlen..."(154) To quote B.
Surowska, UDIM is used by Schnitzler for the "Demaskierung einer
Situation und der Natur eines Menschen, der selber nichts begreift
bzw. nichts begreifen will."?

It is important to note that the success of the satiric/ironic effect
is dependent on what W. Booth refers to as "moral distance”
between the narrator (“"thinker" in this case) on the one hand and
the uuthor/reader on <t¢he other, i.e., the author's implicit
condemnation of his/her character is supposed to be shared by the

reader.8 Schnitzler's above-mentioned punishment by some

7B. Surowska, "Schnitzlers innerer Monolog in Verhiltnis zu
Dujardin und Dostojewski" in Theatrum Europaeum Richard
Brinkmann ed. (Miinchen: Fink, 1982), p. 553.

8W. C. Booth. The Rhetoric of Fiction (Chicago: The
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powerful “readers™ in the Austrian military for writing this text
illustrates what happens when the moral distance between  the
author and his/her thinker does not correspond to that between the
thinker and the reader.

The spontaneous honesty with which Gustl verbalizes the
prejudices of his class is paralleled by his naively serious attitude
toward the quixotic code of honor characterizing the Austrian
military at the turn of the century. For example, the Licutenant's
decision to commit suicide after being insulted by the baker is
followed by the following digression:

Es gibt ja Leut', die's leichter nihmen... Gott, was gibt's fir

Menschen!... Dem Ringeimer hat ein Flcischselcher, wice er ihn

mit seiner Frau erwischt hat. eine Ohrfeige gegecben, und er
hat quittiert und sitzt irgendwo auf'm Land und hat

geheiratet... DaB es Weiber gibt, die so einen Menschen
heiraten!... — Meiner Seel', ich gdb' ihm nicht de Hand. wenn
er wieder nach Wien kim'... Also, hast's gehort, Gustl: — aus,

aus, abgeschlossen mit dem Leben! Punktum und Streusand
drauf!... (159)

Thus, Schnitzler's thinker with his incredible notions of honor is

clearly a ridiculous figure in spite of himself, and with respect to

University of Chicago Press, 1961), p. 156. One of the most famous
examples of an author counting on a moral distance between  his
readers and his narrator for an ironic effect is Swift's A Modest
Proposal.
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his decision to end his life because a baker has called him "dummer
Bub" (155) M. Vanhelleputte points out that "Gustls Uberreizheit ist
threr Ursache so wenig angemessen, daB sie ihn in den Augen des
aufmerksamen Lesers ganz licherlich macht."9 Discussing the
wider implications of Schnitzler's satire, Vanhelleputte goes on to
say that
bei niherem Zusehen erweisen sich Schnitzlers Ironisierung
des Duells und seine Betonung der allzu menschlichen
Aspekte der Todesangst eines Offiziers in Friedenszeiten als
bloB3e Teilaspekte einer allgemeinen moralischen

Herabsectzung der politisch einfluB8reichsten Kriifte im Wien
seiner Zeit, nimlich der tonangebenden militirischen,

antisemitischen und antisozialistischen Kreise.l0

Consequently, Gustl is a typically satiric character in that he
represents not just himself, but a specific extrafictional social group
being criticized by the author. At the same time he is a classically
comic character in the Bergsonian sense of the term with respect
to his decision to commit suicide. In his Le Rire Bergson argues

that 11 comedy humor is derived from observing rigid or

YM. Vanhelleputte. "Der Leutnant und der Tod. Betrachtungen
zu einem Schnitzlerischen Thema," in Littérature et culture
allemandes, R. Goffin. M. Vanhelleputte and M. Weyembergh-
Boussart eds. (Bruxelles: Editions de !'"Université de Bruxelles.
1985). pp. 220-21.

FOM. Vanhelleputte. pp. 228-29. Also cf. K. Laermann. pp. 38-
39,
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mechanical behavior that ignores its objective circumstances. The
comically rigid character resembles a marionette in his/her
inflexibility and yet retains all of his/her human characteristics: a
contrast. which makes him/her an outcast. an oddball and object of
ridicule. This inability to adapt, to deviate from a fixed program of
behavior, such as a military code of honor. no matter how
inappropriate this behavior might be, clicits the laughter response
in the observer (reader or audience):
Est comique le personnage qui suit automatiquement son
chemin sans se soucier de prendre contact avec les autres. Le
rire est la pour corriger sa distraction et pour le tirer de son
réve... Telle doit étre la fonction du rire. Toujours un peu

humiliant pour celui qui en est l'objet, lIe rire est
véritablement une espéce de brimade sociale. 11

However, since Gustl is unaware of being cbserved. no "brimade
sociale" for his rigid and antisocial mind-set can play the role of
behavioral corrector, which compounds the comic effect, since the
thinker persists in his marionette-like reasoning process with
absolute honesty until the very end.

Dujardin's Daniel Prince also inadvertently exposes himself and
becomes an object of ridicule through author/reader v. narrator

(thinker) distance. However, satire, which can often give a great

1y, Bergson, Le Rire (Paris: Presses Universitaires de France,
1940), pp. 102-3.



Unframed Direct !nterior Monologue in European Fiction 189
Vladimir Tumanov Chapter 5: A. Schnitzler Leutnant Gust!

boost to the overall humorous effect of a story, is not a major factor
in Dujardin's UDIM. If there are any satiric elements in Daniel's
character, they are quite vague. and it would be difficult to argue
that the object of Dujardin's ridicule is anyone but his foppish
thinker.12

Another important difference between the two texts has to do
with the choice of subject matter. The story behind Prince's UDIM is
so banal that it can hardly compare with the gripping suspense
produced by the life-and-death choice in Gustl's situation. As B.

Surowska points out,

Wihrend jedoch die Geschichte Dujardins ziemlich monroton
erscheint, fillt Schnitzler die seine mit sprudelndem Leben.
Er beschiiftigt sich nicht mit so banalen Problemen wie die
erfillte oder nicht erfiillte sinnliche Begierde eines jungen
Mannes an einem Friihlingstag. Dujardin bereitet uns von
Anfang ap auf keinen ernstzunehmenden Konflikt ver. [...]
Fir Schnitzlers Stoff paBt die Form des inneren Monologs viel
besser, da er im Gustl und spiter in Friulen Else tiefe

seelische Konflikte und innere Dramen zu gestalten hat.!3

12As M. H. Abrams points out. ''[satire] differs from the comic
in that comedy evokes laughter mainly as an end in itself, while
satire "derides'. that is. it uses laughter as a weapon, and against a
butt existing outside the work itself." A Glossary of Literary
Terms, 4h ed. (New York: Holt Rinehart, 1981), p. 167.

I3B. Surowska. p. 553.
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Furthermore. as pointed out in the beginning of Chapter 3. the
advantage of present-tense UDIM in the presence of mortal danger
to the thinker. i.e.. the "tiefe seelische Konflikte und innere Dramen"
mentioned by Surowska, is maximal potential for suspense:  whiie
the death of a retrospectively-oriented conventional personal
narrator is usually ruled out by the narrative act itself. no such
guarantee is offered by the here-and-now discourse of a UDIM
thinker who confronts his fate right before our eyes.

Finally, even though Dujardin was ultimately preoccupied only
with the UDIM form, his use of devices aimed at the UDIM illusion
is considerably less consistent than Schnitzler's technique. As a
result, the reader is far more convinced of cavesdropping on Gusti's
thoughts than on those of Daniel Prince. Although Schnitzler saw
these differences between his own UDIM and that of his French
colleague, he did not neglect to acknowledge his '"formal" debt to
Dujardin in a 1901 letter to G. Brandes: "Ich freue mich, daB Siec die
Novelle von Lieutnant Gustl amisiert hat... Mir... wurde der erste
AnlaB zu der Form durch eine Geschichte von Dujardin gegeben,
betitelt Les Lauriers sont coupés. Nur daB dieser Autor fiir seine

Form nicht den rechten Stoff zu finden wuBte."!4 And indeed,

14Quoted by B. Surowska, p. 552. Dujardin, on the other hand.
ignored Schnitzler in subsequent discussions of DIM just as he
never mentioned Garshin (Surowska, p. 552).
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formally, the French and Gerinan DIM's have much in common,
especially because virtually all the devices related to spontaneous
oral communication present in Dujardin's text have their
counterparts in Schnitzler's story and serve the same role as in Les
Lauriers sont coupés: creating the illusion of private

communication (c¢f. Ch. 4).

Spontaneous Oral Discourse Elements in Gusti's UDIM: Syntactic
Dimension

Reliance on context at the expense of syntax--resulting in
discourse abbreviation, structural “awkwardness™ and the
impression that the standard of narratorial cohesion is being
violated--can be felt virtually everywhere in Schnitzler's UDIM.
Ref+Prop constructions (cf. Chapter 4) abound: "Ein braver Kerl, der
Kopetzky!" (149) or "... doch kein leerer Wahn, das Friihstiicken!"
(174) We find numerous instances of copy noun and copy pronoun
use: "Weil sie mitsingt, hat er auch das Billett gehabt, der
Kopetzky..." (149. my italics) or "... die Maretti neulich in der
'Madame Sans-Géne'—siebenunddreiBig Jahr ist sie, und sieht
aus..."(151, my italics) or "ich konnt' schwéren: der Libitzky und der
Wermutek und der schdbige Stellvertreter, der hat sie auch
g'habt...  Aber die Frau Mannheimer... ja. das wir' was anders..."

(163, my italics)
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Theme or Referent dropping--another typical manifestation of
reliance on context rather than syntax and a characteristic clement
of documented oral spontaneous discourse--is very widespread:
"Was guckt mich denn der Kerl dort immer an? Mir scheint, der
merkt daB ich mich langweil' und nicht herg'hér'... Ich mécht' Ihnen
raten, ein enwis woenczer freches Gesicht zu machen, sonst stell'ich
Sie mir nachher 1m [oyer!'—[missing Fhso. 3% Yy schon weg!..'" (150).
Very often Gustl drops Theme elements consisting of grammatical
"dummy" subjects. such as "es": "Gibt ja {iberhaupt nichts anderes...
gibt nichis anderes..." (157) or more important parts of speech, such
as adverbs: "Das da hinter mir, das muBl das zweite Kaffeechaus
sein... bin ich im vorigen Sommer auch einmal gewesen..." (162) or
pronouns: "Und dann hat sie mir einmal eine Ansichtskate aus
Belgrad geschickt... auch eine schéne Gegend!" (150) Especiolly
common in Gustl's discourse is the elimination of the first person
pronoun as sentence subject: "... ich muB grad' getriumt haben und
stel." auf und zieh' den Sibel, der neben mir liegt... muB gut
ausg'schaut haben'" (165) or "MuB auf die Uhr schau'n.." (167) or
"Mocht' in die Kirche hineingeh'n" (170).

Verba dicendi are never present in any of the exchanges that

take place throughout Gustl's UDIM: "... Wo ist der Kellner? He! Da
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kommt er aus der Kiiche... 'Habe die Ehre, Herr Leutnant!' 'Guten

Morgen' 'So frith heute, Herr Leutnant?' 'Ah, lassen S' nur—ich
hab' nicht viel Zeit, ich kann mit'm Mantel dasitzen.' 'Was befehlen
Herr Leutnant?' " (174) And Repetition is found throughout the
text, this clement of spontanecus oral discourse being especially
prominent because the thinker is quite reasonably expected to

dwell on the subject of his upcoming death:

Wir' so das Gescheiteste!... Das gescheiteste? Das
Gescheiteste?—Gibt ja dberhaupt nichts anderes... gibt nichts
anderes... Ja. es wir' doch das Verninftigste... schon wegen
morgen... Ja, natiirlich—wegen morgen.... Unsinn! Unsinn!
Kein Mensch weil was, kein Mensch weiB was... Dummer
Bub—Dummer Bub" (157) or: '"sterben muB ich. darum ist es
alles eins—sterben muf} ich..." (165).

Repetition is most appropriate in the following example where we
witness Gustl's jubilation at the news of the baker's stroke: "Tot ist
er—tot ist erl... Also tot ist er—tot ist er!" (175). This device, as it is
used by Dujardin and Schnitzler. is a discourse feature that is
especially atypical of written discourse and conventional narration
where, as Beaugrande points out, it lowers informativity (cf.
Chapters | and 4).

Nominal phrases are very frequently used to convey the

thinker's visual experience. which sometimes interrupts his flow of
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internal reflection:

der Franziski ist der einzige im Regiment, der stirker als
ich... Die Aspenbriicke... Wie weit renn' ich denn noch?" (159)
"Na. alles moégliche wird er sich denken: aber daB der herr
Leutnant im Prater iubernachtet hat. das. meiner Scel' das

nicht... Ah, die Vierundvierziger! zur SchielBstiitte
marschieren s'..." (169) "Orgel—Gesang—hm! was ist denn
das?" (171) "...so? doch besser im Freien... Licht..." (171, my
italics)

As these last few examples illustrate, in addition to the thinker's
reliance on nominal phrases for the self-communication of SCNSory
information, another element of spontaneous oral discourse foreign
1o written narration is frequently observed in Gustl's monologue:
unfinished syntactic constructions--a device which is virtually
absent from Dujardin's text but one which is very much indicative
of unplanned and unpolished verbalization. Here is an example of
this phenomenon in real oral interaction recorded by K. Lambrecht
(also note the use of the copy pronoun): "...mais quand on l'a vu,
alors la famille de Bill... évidemment, son frére (T), il fait deux cent
et quelques pounds."l5 Macaulay's research also provides several
examples of unfinished constructions in real spontancous oral

discourse. e.g.. "But they you'd see them ecverybody was ah these

ISK. Lambrecht. p. 239.
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storckecpers if there's policemen I never knew any policemen here
but there might have been at one time told the people to keep back
off because the cattle 'ud be along."l6

Gustl's chaotic thoughts constantly interrupt each other as he
struggles to come to grips with his plight or simply digresses about
this and that. For example, before the incident with the baker who
grabbed the lieutenant's sword and dishonored him, as Gustl's mind
operates in a kind of "associative drift" (see below), the following
syntactically unfinished construction stresses the structurelessness
of the thinker's discourse. i.e., its non-narratorial and internally
communicative nature: "Uberhaupt, daB sie noch immer so viel
Juden zu Offizieren machen--da pfeif' ich auf'n ganzen
Antisemitismus!  Neulich in der Gesellschaft. wo die G'schicht' mit
dem Doktor passiert ist bei den Mannheimers... die Mannheimer
selber sollen ja auch Juden sein, getauft natirlich...'"(150) The
reference to the lieutenant's quarrel with the doctor is interrupted
associatively. and the thinker's associative stream does not bring
him back to the incident until two pages later. Now "die G'schicht'
mit dem Doktor" is finally revealed as Gustl mentally rages against
the above-mentioned physician who dared to suggest "daB nicht

alle Thre Kameraden zum Militir gegangen sind. ausschlieBlich um

tom. 1. Macaulay. p. 192.
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das Vaterland zu verteidigen!»" Gustl's outrage is so strong that tor
an instant it leaves him "mentally speechless." which is suggested
by the following unfinished syntactic construction: "So cine
Frechheit! Gewill ein Sozialist! Die Rechtsverdreher sind doch
heutzutag' alle Sozialisten! Eine Bande..." (152)

A similar type of unfinished syntactic construction. which could
be suggestive of "mental speechlessness,"” marks Gustl's anguish
over the incident with the baker: "Necin, ich muf8 den Verstand
verloren gehabt haben, sonst hiitt' ich mit der anderen Hand... Aber
da hitt' er [the baker — V.T.] ja meinen Siibel herausgezogen..."
(156). In the same way an unfinished syntactic construction
indicates Gustl's inability to bring himself to verbalize the link
between the baker's action and his own inevitable suicide:
"Merkwiirdig, ich kann mir's gar nicht vorstellen, da8 der Kerl, der
immer da hinten sitzt an der Wand, derselbe sein soll, der mich..."
(173) And as Gustl imagines what will occur after his suicide, an
unfinished construction is once again used to stress the liecutcnant's
horror, which seems to prevent him from finishing his frightening
thought: "Weiter ist ja nichts zu dberlegen. Im Zimmer schiel ich
mich tot, und dann is basta! Montag is die Leich'..." (163). Thus,
whether for the purpose of creating a "mental spcechlessness”

effect with respect to unpleasant thoughts or simply indicating the
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disorganized (internally-communicative) nature of his protagonist's
thoughts, which interrupt each other in an associative drift,
Schnitzler frequently relies on syntactically unfinished
constructions suggestive of private communication and the violation
of narratorial cohesion.

Another syntactic device, which 1is virtually absent from
Dujardin’'s text but is used very frequently by Schnitzler in this text
for the private communication effect, is the violation of neutral
word order. Typical written discourse and especially conventional
narrative are characterized by neutral or unmarked word order
for the most part, whereas marked word order is more common in
spontaneous oral speech--especially when it is emotionally charged.
When it comes to main clause syntax, German is an SVO language,
1.e., its typical unmarked word order is Subject-Verb-Object:17 a
sequence which is often changed in spontaneous oral discourse.
Here is an example from real interaction recorded in a cafeteria by
W. Herrman: "Gulaschsuppe nehm’ ich heut"" (my italics)!8

And the ordering of inner speech elements is thought to be even

17p. Crystal, The Cambridge Encyclopedia of Language
(Cambridge: Cambridge University Press, 1987). p. 98.

18W. Herrmann. "Standardsituationen: Thesen und Beispiele."
in Sprachtheorie und Pragmatik: Akten des 10. Linguistischen
Kolloquiums, Tibingen, 1975, Band I, H. Weber and H. Weydt eds.
(Tibingen: Max Niemeyer Verlag. 1976) p. 198.
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more different from formal grammar by E. Tarasov and N.
Ufimtseva who distinguish '"the grammar of thought" from the

traditional notion of grammar. Citing the work of K. Goldstein, they

write:

... [Goldstein] assumes that thought is patterned in the form of
a sentence. However, the order of thought sequence in such a
sentence is in no way similar to that in the sentences of a
given language; at least there is no one-to-one
correspondence between the various parts of a thought

pattern and the words of a sentence pronounced out loud.'®

Therefore, communicative privacy, whether observable, as in the
case of spontaneous oral discourse, or hidden, as in the case of inner
speech, appears to be associated with the violation of unmarked
(formal) word order.

Gustl's use of marked word order, suggestive of private
communication, is very widespread in the text. In the following
passage, where Gustl recalls his first sexual experience, the marked
word order distances this reminiscence from narratorial syntax:

Aber ewig diese Menscher... und so jung hab' ich ang'fangen--

ein Bub war ich ja noch, wie ich damals den ersten Urlaub
gehabt hab' und in Graz bei den Eltern zu Haus war... der Riedl

19E. Tarasov and N. Ufimtseva, "Znakovyie oposredovatels
myshleniia" in [Iss/dedovaniie rechevogo myshleniia v
psikholingvistike (Moscow: Nauka, 1985), p. 62 (my translation).
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war auch dabeil--eine Boéhmin ist es gewesen... die muB

doppelt so alt gewesen sein wie ich--in der Frith bin ich erst

nach Haus gekommen... (163)

Here are some other examples from the Lieutenant's UDIM: " Lang'
war ich schon nicht in der Oper." (149), "Reserveleutnant soll er
auch sein!”™ (150), "Kein Wort Deutsch hat sie verstanden, aber das
war auch nich notwending..." (151), "Wo ist denn das hiibsche
Midel? Ah, dort... am Gelinder steht sie..." (154), "... wie in einem
Schraubstock ist mein Hals" (167), "Zu fad ist es mir geworden"
(167). In all these cases the most important element, i.e.. the
thought uppermost in Gustl's mind, is placed in initial position,
which--as part of the private communication effect--suggests an
unplanned, unpolished thought process. The implication is that the
ihinker has not organized his discourse. as he would for external
communication, and we witness each discourse element in the order
in which it appears in Gustl's mind.

Such changes from neutral to marked word order are referred to
by B. Uspensky as "functional sentence perspective, that is a
correlation between what is given and what is new" where the
positioning of syntactic elements reflects the Theme-Rheme

relationship in the mind of the speaker (thinker in our case).zo In

20B. Uspensky. A Poetics of Composition: The Structure of
the Artistic Text and Typology of a Compositional Form, trans. V.
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the above-cited excerpts with marked word c.der the first clement
(word or phrase) acts as a Rheme., and its privileged position
reflects its importance, relative to the rest of the sentence (Theme).
in the thinker's mind. This contributes to the creation of the
illusion of the "mimesis" of private thought characterized by
grammar for the self rather than conventional narratorial grammar
for a public addressee. In this connection it is especially interesting
to note T. Akhutina's discussion of real inner speech:
The child [at the two-word utterance stage] uses the first
word to indicate information that is most important to
him/her, while the second word is used for less i1mportant
information. It is quite natural to assume that such semantic
organization does not disappear when the child acquires new

forms of syntactic construction; instead it goes 'underground'
and becomes a later form of text organization.??

Therefore, in light of these assumptions from psychology, the
prominence of Rheme elements in Gustl's marked word order as
part of Schnitzler's "mimesis" of self-communication on the one
hand. and Vygotsky's discussion of Rheme dominance in real inner
speech (Chapter 2) on the other. are probably indicative of a basic

characteristic of private communication: be it in rcal thought,

Zavarin and S. Wittig (Berkeley: University of California Press,
1973), p. 18.

21T, Akhutina, p. 107 (my translation).
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spontaneous oral discourse or literary ‘recreation" of inner

discourse.

Gustl's Discourse Abbreviation: Morphoiogical Dimension

Vygotsky's research and theories concern discourse abbreviation
and modification during inner speech mainly in terms of syntax,
¢.g.. predicative speech or Theme-dropping. Similarly, most of the
research cited in Ch. 4 regarding the abbreviation trends in real
spontaneous oral discourse has to do with syntactic phenomena: the
essence of E. Ochs's premise concerns the relationship between
syntax and context in oral interaction. And it is mainly these
syntactic phenomena that we find in Dujardin's UDIM as it attempts
to create the illusion of private communication and appears to
violate Beaugrande’s and Dressler’s standard of cohesion with
respect to conventional narrative (cf. Chapters 1 and 4). Schnitzler
goes a step further and introduces discourse abbreviation on the
morphological level as well. making Gustl's verbalization sound that
much more private. For example, this is how Gustl reacts to the
baker's insult (the catalyst for the rest of the story): "Was hat er
g'sagt? Mir scheint, ich trdum’'’ Red't er wirklich zu mir? Ich
solit' was antworten..." (155 my italics)

This sort of morphological abbreviation process. occurring
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consistently throughout Gustl's entire UDIM. is quite typical of the
private communication situation characterizing real spontancous
oral German speech--especially in certain dialects--and, cornversely.
is very unlikely to occur in written narrative discourse. Here s
part of a dialogue between two German students recorded by W.
Herrmann in a Bayreuth cafeteria: " K: Ja. ich hatt’ gern (zeigt auf
die Speisekarte) "Kasseler Rippenspeer... K: (zu G2, der an cinem
anderen Tisch sitzt) Was is’'n das (zeigt auf den neben G2
liegenden Hut) fir'n Suppentopf, he!... / Gl: (zu K) A —
Gulaschsuppe nehm'ich heut"" (my italics)22

Thus, in accordance with the premises outlined in Chapter 4, the
presence of this phenomenon in Gustl's UDIM reinforces the private
communication effect sought by the author. From the very
beginning Gustl's inner discourse manifests this type of
morphological abbreviation, as can be seen from many of the
passages already cited above. Here are the thoughts of the boorish
protagonist who, completely bored by the performance at the

concert, tries to convince himself that he likes it:

Bravo, bravo! Jetzt wird's doch bald aus sein?—IJa, jetzt steht

22w, Herrmann, p. 198. Also cf. H. Brinkmann, "Reduktion in
gesprochener und geschriebener Rede.," in Gesprochene Sprache,
Jahrbuch 1972 (Disseldorf: Pidagogischer Verlag Schwann, 1974),
pp. 144-62.
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die ganze G'sellschaft da droben auf... [missing Theme]->sieht

sehr gut aus—imposant!-—[nominal phrase]->Orgel auch?... Orgel

hab' ich sehr gern... So, das laB' ich mir g'fall'n—sehr schén! Es
ist wirklich wahr, man sollt' Sfter in Konzerte gehen...

Wunderschon ist's g'wesen, werd' ich dem Kopetzky sagen...

Werd' ich ihn heut' im Kaffeehaus treffen?... Heil wird's!

Noch immer nicht aus?" (150-51)

As the UDIM opens at the concert, it soon becomes clear that
Gustl is an ardent dueller and is far more interested in
contemplating his upcoming duel with the Doctcr than listening to
the music. In order to demonstrate Gustl's stupidity, namely, the
fact that his harrowing brush with death teaches the lieutenant
nothing about the ridiculous code of honor in the military,
Schnitzler presents his protagonist's mental threats against the
Doctor opn the first and on the last pages of the text. The circle is
thus closed with the end returning to the beginning. In both cases
morphological abbreviation is found in almost every other word:
"Warten S' nur. Herr Doktor, Ihnen wird's vergeh'n. solche
Bemerkungen zu machen!" (149) and: "... na wart’, mein Licber.
wart', mein Lieber<-[repetition]! Ich bin grad' gut aufgeiegi.. Dich
hau' ich zu Krenfleisch!" (176).

Immediately noticeable in the morphological abbreviation

patterns of Gustl's UDIM is the fact that in virtually all cases vowels

and not consonants are eliminated. 1In this respect it is interesiing
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to note that here too the spontaneous oral discourse model--which
i1s characterized by the same vowel reduction tendency--may
provide a possible connection with inner speech rescarch. The
Soviet psychologist B. G. Ananiev observed young children learning
to write and, looking at their mistakes. noted that vowels were
much more likely than consonants to be left out. This tendency.
which is a well known fact in reading/writing research, is observed
during what C. Weaver refers to as the eariy phonemic stage.
Weaver has recorded the following examples of vowel-reduction by
five-year-olds and first-graders: "RCRBKD [Qur car broke down}...
MBEWWMLNT [My Baby was with me last night]... TR WS A BT A
FL HS ([There was a beautiful house]."23 Ananiev sees this as one
of the fundamental discourse abbreviation characteristics of inner

speech: the dephonation of inner speech occurs to a certain
extent as a result of vowel reduction... and thercfore, in the process
of such a silent--but nevertheless discursive--activity that is

writing initial omissions of vowels are unavoidable."24 Writing,

apart from sign languages, is the only truly observable form of

23c. Weaver, Reading Process and Practice: From
Psycholinguistics to Whole Language (Portsmouth, NH: Heinemann
Educational Books, 1988), pp. 185-87.

24B. G. Ananiev, pp. 364-65 (my trinsilation). Cf. R. Jakobson,
Izbrannyie Raboty, p. 50.
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silent discourse, and preschoolers who have not yet learned
completely the difference between private and public
commun.cation may give us a glimpse of certain characteristics of
inner speech, such as vowel dropping. Later on in the child's
development, as Weaver points out, during what she calls the
letter-name stage '"vowel sounds are represented as well as
conssnant  sounds."22 If we follow Ananiev's reasoning, we must
assume that as children gain more control over their writing ability,
and as they differentiate more and more between private and
public communication, they transfer fess and less their vowel
reduction tendency from inner speech onto paper.

These vowel-reduction tendencies in Schnitzler's text, in
children’s writing and possibly in inner speech are probably related
to the fact that Gerrmaan. English and most Indo-European languages
are consonant-based. and, as J. Renaud points out, "dans la plupart
des langues alphabétiques indo-européennes. les voyelles ont un

role secondaire dans l'indication de la signification d'un mot[...]"26

Seif-Guiding interior Dialogue as a Plot Development
Mechanism in Gustl's UDIM

Onc of the most striking features of Gustl's UDIM is that much (if

tJ

SC. Weaver. p- 187.

6J. Renaud. "Le Cerveau des Japonais serait différent,"
Science et vie, 1985. p. 65.

t9
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not most) of it is in the form of interior dialogue, which means
that a significant proportion of Gustl's thought develops as the
result of an internal conversation. And given that the main focus
of the text is Gustl's thought progression, i.c.. cach thought
constitutes a mental "event," interior dialogue acts as an important
mechanism of plot development in Leutnant Gustl. The
lieutenant's private dialogue involves questions and answers. actual
dramatization of interlocutors, self-address, internal polemic,
mentaily addressing other characters (presen.t or absent) and other
phenomena, which have already been discussed in Chapter 3 and
which correspond to Rinberg's scheme of interior dialogue types.
As pointed out in Chapter 3, the presence of this dialogic form
motivates discursive explicitness and clarity, since dialogue evokes
social and therefore external-like communicative positions:
addresser and addressee constructs. At the same time the dialogic
trend in Gustl's UDIM corresponds to some thcoretical and
experimental investigutions conducted by Soviet and Western
psychologists in the area of inner speech.

In his theoretical considerations of inner speech L. A.
Radzikhovskii returns to some of Vygotsky's most basic premisecs

about language and thought:

Every mental function or mental process was originally
formed in the consciousness of an individual, in the context of
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that individual's dialogue with other people... Thus, it follows

from Vygotsky's formula that any mental function is
structured as a dialogue (although, of course, it is not a copy
of an external dialogue)... The most interesting description of
dialogic consciousness, one that elucidates latent dialogic
phenomena, is to be found not in the scientific literature, but
in literature itself, in F. M. Dostoevsky. Of course, one cannot
say that his desc:i:ptions are rigorously accurate scientifically,
but they can be rezarded as meaningful hypotheses that must
be translated into the language of science and protested. Of
the many phenomeras Dostoevsky describes, let us take just
one, the clash i wotives.... From the standpoint of
psychology, the following wvariants are possible: one motive
wins out, and the other "disappears'; a third motive appears;
or the person... is unable to choose between A and not-A.... It
is simply that in one case the decision comes quickly
("instantaneously"”), and in the other, it comes about slowly--it
is preceded by a protracted struggle, by prolonged
vacillations."27

This '"protracted struggle" over "A and not-A" (the prospect of
suicide) is essentially what takes place in Gustl's UDIM, and its

dialogic nature is unmistakable. Throughout his UDIM Gustl

considers his situation in terms of two clearly opposite positions,

27L. A. Radzikhovskii, "Dialogue as a Unit of Analysis of
Consciousness." Soviet Psychology (May/June, 1991), pp. 12-13.
Essentially. this is a summary of M. Bakhtin's famous polyphony
theory. which was based initially on Dostoevsky's work. cf. M.
Bakhtin, Problemy poetiki Dostoievskogo (Moscow: Sovetskaia
Rossiia. 1979).  Also cf. J. Dore. '"Monologue as Reenvoicemert of
Dialogue" in Narratives from the Crib. K. Nelson ed. (Cambridge,
Massachusetts: Harvard University Press, 1989), p. 231 and R.
Jakobson. [Izbrannyie Raboty, p. 316.
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which can be called simply: the optimist who keeps arguing against
suicide and the pessimist who opposes his counterpart's
"dishonorable" position.28 And these "interlocutors'" clearly clash
and argue as the lieutenant tries to determine his course of action.

Here are his thoughts soon after the incident with the baker:

Er [the baker — V.T.] kann jedem Menschen erzihlen, daB er
mir das g'sagt hat!... Nein. nein, das wird er ja nicht tun. sonst
hdatt' er auch nicht so leise geredet... er hat auch nur wollen,
daBl ich es allein hor''... Aber wer garantiert mir, dall er's nicht
doch erzihlt, heut' oder morgen, seiner Frau., seciner Tochter,
seinen Bekannten im Kaffeehaus... (156) Was soll denn
gescheh'n?...  Nichts, nichts—es hat ja niemand was gehort... in
dem Moment weil niemand was... Wenn ich jetzt zu ihm in
die Wohnung ginge und ihn beschwoéren méchte, dal er's
niemanden erzihlt?...—Ah. lieber gleich eine Kugel vor den
Kopf, als so was!... Wir' so das Gescheiteste!... Das
Gescheiteste? Das Gescheiteste?—Gibt ja iiberhaupt nichts
anderes... Unsinn! Unsinn! Kein Mensch weil was, kein
Mensch weill was! [...] ich weiB es doch. und das ist dic
Hauptsache! Ich spir', daB ich jetzt wer anderer bin, als vor
einer Stunde--Ich weiB, daB ich satisfactionsunfihig bin, und
darum mufBl ich mich totschieBen (157)

Gustl is not simply pondering his sitvation: each statement is

followed by a negative reaction as if coming from someone else

28This is very similar to the optimist and the pessimist within
the thinker’s mind in “Four Days™ where the same struggle takes
place as Ivanov debates the possibility of suicide with himself (cf.
Chapter 3).
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who disagrees, which means that his thought does not develop in a
straight line but is instead sent back and forth between two implicit
arguing interlocutors.29

In fact, the above-cited passage illustrates that the idea of
suicide and Gustl's subsequent decision to kill himself appears to be
actually generated by this internal dialectic as the "optimist" and
the "pessimist" argue in an attempt to answer the question: "Was
soll denn gescheh'n?". The iaitial reaction to this question comes
from the optimist: "Nichts, nichts—es hat ja niemand was gehort...
Wenn ich jetzt zu ihm in die Wohnung ginge und ihn beschworen
mochte, dall er's niemanden erzihlt?" However, this in turn
generates an objection from the pessimist: "Ah, lieber gleich eine
Kugel vor den Kopf, als so was!... Wir' so das Gescheiteste!", which
seems . first to be just an emotional and largely figurative ("I'd
rather die") reaction to the conciliatory tone of the status quo
advocate. But this objection in the form of a figure of speech is
immediately seized upon by the optimist who appears to view the
"Kugel vor den Kopf" idea literally and is shocked by it: "Das
Gescheiteste?  Das Gescheiteste?"  Now the thought of 'literal"
suicide has crystallized into a horrific realization: "Gibt ja iiberhaupt
nichts anderes.” And even though the optimist tries to hold out a

little longer with the following objection: "Unsinn! Unsinn! Kein

20 ~p . . :
29¢t. 1. Faryno’s comments on dialogue in Chapter 3.
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Mensch wei was, kein Mensch weiB was!", the pessimist parries
that argument and arrives at the morbid conclusion: "ich weil es
doch [...] ich [bin] satisfactionsunfihig [...] und darum muB ich mich
totschiefen."

This and other passages (cf. below) illustrate that interior
dialogue in Leutnant Gustl frequently plays a problem-solving, i.c.,
self-guiding role whereby the thinker's intended course of action
is actually born out of this dialectic process. This literary use of
interior dialogue as a self-guiding and problem-solving mechanism
for a UDIM thinker is especially noteworthy in view of data from
psychology gathered by Kohlberg et al. Working from the "basic
aspect of Vygotsky's view. [i. e.] his assertion of the fundamental
equivalence of children's private speech and aspects of adult
thought"30 (cf. Chapter 2), Kohlberg et al. provids data in support
of Radzikhovskii's theoretical hypothesis that much of inner speech
is dialogic in form (cf. above), especially during problem-solving,
where it plays a self-guiding role. And of course problem-solving is
what Gustl's internal reflection UDIM is all about: "to be or not to
be" is quite a problem indeed.

From their observations of the egocentric speech of preschoolers,

i.,e., following Vygotsky's methodological scheme and premises,

30, Kohlberg et al., p. 697.
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Kohlberg et al. cite the following example:

Episode 3: Self-guidance Combined with Monologue
Descriptions of Own Activity

David (engaged in solitary play with tinkertoy, observer at
desk at other side of room): The wheels go here, the wheels
go here. Oh, we need to start it ali over again. We need to
close it up. See, it closes up. We're starting it all over again.
Do you know why we wanted to do that? Because I needed it
to go a different way. Isn't it going to be pretty clever. don't
you think? But we have to cover up the motor just like a real
31

car.
Citing G. H. Mead's work on inner speech (1934), Kohlberg et al. go
on to say that

Mead made the assumption that speech and thought always
have implicit, if not explicit, dialogue forms and functions.
This assumption clarifies some of the major puzzles as to the
forms and functions of private speech... Early forms of private
speech, in this view, should be forms in which the child
mimics the external commands and comments of the adult
upon his activity. With development, these replicas of the
adult's responses should become more internalized, that is,
silent, more guiding of action, and less dependent upon the
physical presence of another person.... For the young child, the
awareness of the meaning of his action to himself arises in the
process of communicating it to the other... Even when the
social dialogue has been internalized as thought or inner
speech. Mead claimed, the speaking self and the self talked to
are both social roles in a complementary relation, and the
continuation of a train of thought depends upcn replying to
the self in the role of the other.

3y Kohlberg et al.. p. 695.
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This rather abstruse notion of Mead's may be illustrated by
the following example of David's speech in solitude:

Episode 4: Dialogue with an Absent Other

(Alone in bed, after having been put to bed). Do you know
what this model plane is, Brian? It's a Cessna. Now you can
have it but you can't take it home or break it or I'll get mad.
Now can I go to your house and play? O.K.

It is apparent that this dialogue is not egocentric in the Piaget
sense, since it involves a clash of viewpoints between the
child and his imaginary zuditor.32

Thus, the findings and conclusions of Kohlberg et al., and especially
their comment about the '"clash of viewpoints" in David's interier

dialogue, appear to validate not only Radzikhovskii's assumptions

about dialogue and inner speech but also his implicit hypothesis (cf.

32, Kohlberg et al., pp. 703-5. cf. G. H. Mead, Mind, Self and
Society  (Chicago: University of Chicago Press, 1934). Here is
another e~ample of a real child's private dialogue cited by E. Levy:
"(then) you know what we do / we (make) (?) house... and you
know what we do when I play / we do something special / we get
Juice / we get (jui-) / (and then) you know what we do / we going
outside..." E. Levy, pp. 162-63.

T. Akhutina, for example, argues that in real inner speech
dialogue plays an essential role in the planning of external specch:
"Inner speech expansion as a maximally creative process of
meaning construction in a future utterance cannot be (cf. above
statement about the dialogism of inner speech) a unilateral process
of expression, i.e., only discoursification. Each internal nomination,
resulting from the act of predication, is heard and checked as to its
adequacy and fulness of expression. In the act of internal listening
the speaker 1s placed in the position of a possible (or real)
interlocutor and «understands what has been said» on the basis of
normative linguistic (or rather wusual--in common with the
interlocutor) meaning." T. Akhutina, pp. 107-8 (my translation).
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his reference to Dostoevsky) that certain authors appear to possess
an intuitive understanding of the dialogic nature of real inner
speech.

A number of passages from "Leutnant Gustl" recall Mead's
above-cited view of interior dialogue in real inner speech as a
mechanism used for the ‘'"guiding of action... [where the]
continuation of a train of thought depends upon replying to the
self in the role of the other" (my italics). As pointed out above,
this reply to the self in Gustl's case tends to be a clearly negative
rcaction to a previous statement, and this polemic stresses the
dialogic nature of Gustl's decision-making process even more. The
most overt instances of self-guiding interior dialogue characterize
Gustl's main problem-solving activity, i.e., making up his mind
about the suicide: "Al. ., hast's gehért, Gustl:--aus, aus,
abgeschlossen mit dem Leben! Punktum und Streusand drauf!... [...]
Vielleicht hab' ich ihn doch nicht recht verstanden... am End' hat er
ganz was anderes gesagt... [...] Nicht wahr, haha, nicht wahr!--Ich
hor's ja noch..." (159) The fact that the thinker in this passage
actually calls himself "Gustl" gives a clear identity to '"the other,"
which sharpens the dialogic nature of the internal conflict taking

place within Gustl's mind. In psychiatry the transformation of the

“I'" into a "you" is called "pronoun shifting" by H.C. Shands who
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views this as a self-protective device for shielding oneself from an
unpleasant problem.33 This phenomenon is also known as
transferred deixes or “speaking of oneself as of another.”

This self-guiding interior dialogue--self-guiding because it is an
attempt to guide the self toward the best course of action--can be
observed throughout the UDIM as Gustl debates the idea of suicide
with his internal interlocutor: "Ich hab' ja nichts anderes zu tun, als
meinen Revolver zu laden und... <-[unfinished syntactic
construction] Gustl, Gustl, mir scheint, du glaubst noch immer nicht
recht dran? Komm' nur zur Besinnung... es gibt ja nichts anderes...
wenn du auch dein Gehirn zermarterst, es gibt nichts anderes!"
(160)

In spite of the optimist's feeble attempts to argue against the
suicide, the pessimistic internal interlocutor seems to guide Gustl
"with a firm hand" toward the "honorable solution." Thus, at onc
point Gustl considers forgetting about military honor and running
off to America: "Es ist schrecklich. es ist schrecklich!... Wenn ich
lieber auf und davon fahren mdécht'--nach Amerika, wo mich
niemand kennt... In Amerika weil kein Mensch davon, was hier

heut' abend gescheh'n ist..." (164). However, he is guided in the

33H. c. Shands, "Verbal Patterns and Medical Discase:
Prophylactic Implications of Learning" in Sight, Sound and Sense T.
A. Sebeok ed.(Bloomington: Indiana University Press, 1978), p. 19.
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"right" direction by the pessimist's reaction to the America option:

"

.. jetzt 1st es ja doch alles eins... Warum denn?—1Ja, ich ich
weill schon: sterben mufBl ich, darum ist es alles eins—sterben
muB ich... Also wie?—Schau, Gustl, du bist doch extra da
herunter in den Prater gegangen, mitten in der Nacht. wo dich
keine Menschenseele stort--jetzt kanst du dir alles ruhig
iberlegen... Das ist ja lauter Unsinn mit Amerika und
quittieren, und du bist ja viel zu dumm, um was anderes
anzufangen--und wenn du hundert Jahr alt wirst, und du
denkst dran, daB dir einer hat den Sibel z=rbrechen wollen
und dich einen dummen Buben geheiBen. und du bist
dag'standen und hast nichts tun koénnen--nein, zu iiberlegen
ist da gar nichts--gescheh'n ist gescheh'n (166)

Thus, gradually, in the course of a discussion where one interlocutor
proposes various options while the other interlocutor rejects these
options, Gustl gets closer and closer to the final solution to his
problem. And clearly confrontational interior dialogue appears to
be the main problem-solving mechanism directing the thinker's
plan of action.

The final internal argument. which results in a firm pro-suicide
decision whereby Gustl's problem is solved. takes place toward the
end of the text when the lieutenant wavers and rebuffs himself for
the l:=¢ time: "... das Gehen ist so angenehm--und das Schénste ist,

daB mich keiner zwingt.--Wenn ich wolit', kénnt' ich noch immer

den ganzen Krempel hinschmeiBen... Amerika... was ist das



Unframed Direct Interior Megn. iogue in European Fiction 215
Vladimir Tumanov Chapter 5: A. Schnitzler Leytnant Gust/

«Krempel»?  Was ist ein «Krempel»'? Mir scheint. ich hab' den
Sonnenstich!..." (171) After this. Gustl reaches the point of no
return with respect to the main problem-solving and self-guiding
process, and only fate saves him from death: the baker suddenly
dies of stroke.

Gustl seems to rely on interior dialogue as a self-guiding
mechanism not only with respect to deciding what to do but also in
determining what to think and feel. For example. when the
lieutenant allows thoughts of his family to get in the way of the
suicide plans, one of his internal interlocutors orders the other not
to distract "them" from their common goal: "Um Gottes willen. die
Mama!—Nein, nein, daran darf ich nich denken.—Ah, necin. daran
darf absolut nicht gedacht werden... An Zuhaus wird nicht gedacht,
Gustl, verstanden?—nicht mit dem allerleisesten Gedanken..." (161)
Similarly, interior dialogue guides Gustl's emotions as he gradually
accepts the inevitability of suicide. In the following passage Gustl's
inner interlocutors help him to admit that he is afraid and then
temporarily master his fear:

Aber Gustl, sei doch aufrichtig mit dir selber:—Angst hast du—

Angst, weil du's noch nie probiert hast... Aber das hilft dir ja

nicht, die Angst hat noch keinem was geholfen, jeder muB3 es

einmal durchmachen, der eine friher, der andere spiter, und

du kommst halt friiher dran... Viel wert bist du ja nie
gewesen, so benimm dich wenigstens anstindig zu guter
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Letzt, das verlang' ich von dir!" (170)

This passage features pronominal reference to both inner
interlocutors ('"das verlang' ich von dir'), which makes it the most
overtly dialogic of all the internal exchanges that take place in the
thinker's mind. Furthermore, the dialogic nature of the last two
passages is stressed by the fact that one interlocutor actually
orders the other: "An Zuhaus wird nicht gedach, Gustl,
verstanden?", '"se/ doch aufrichtig mit dir selber"” and "benimm
dich wenigstens anstindig zu guter Letzt, das ver/ang' ich von dir."
The use of the verb "sich benehmen" clearly stresses the fact that
this conversation is guiding of (mental) behavior, and this echoes
Mead's and Kohlberg's above-cited comments regarding the role of
interior dialogue in real inner speech. Thus, we can say that the
last two passages are probably the most explicit illustration of
Mead's and Kohlberg's notion of interior dialogue as a self-guiding
mechanism: psychological theory and experimental research appear
to concur fully with Schnitzler's hypothetical literary representation
of the human thought process during problem-solving.

Even when it comes to less important problems--those not
directly related to the suicide proper--Gustl often appears to rely

on this dialogue between two conflicting positions where a
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statement about a possible course of action is followed by a
negative reply. For example, immediately after being insulted by
the baker, the Lieutenant suddenly notices another member of the
audience outside the concert hall. The subsequent internal
exchange is definitely "guiding of action" since the thinker's course
of immediate behavior is determined by a statement proposing a
particular course of action and a negative reaction to this
statement by the other self: "Warum schaut mich denn der Herr
dort an der Sdule so an?--hat er am End' was gehort?... Ich werd'
ihn fragen... Fragen?--Ich bin ja verrickt."(156)  Similarly, when
Gustl decides not to hack the baker to death and not to report the
incident at the concert to his commanding officer. his behavior is
determined by an interior dialogue where each subsequent
statement is not a continuation of the previous one but a negative
response to it: "Wenn ich ihn seh'. so hau' ich ihn zusammen...
Nein, das darf ich ja nicht... [...] Ich werd' zum Obersten geh'n und
ihm die Sache melden... [...] Was wird der Oberst sagen?--Was er
sagen wird?--Aber da gibt's ja nur eins; quittieren mit Schimpf und
Schand'--quittieren!" (156-57) It is especially this repetition of the
last question and the subsequent answer that evoke not just
dialogue but argumentative dialogue, a polemic and a rebuttal.

The story ends the way it developed, i.e., Gustl's final course of
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action appears to be linked to a self-guiding internal dialogue of the
question-answer type, which also frames an outwardly directed
internal dialogue with another (absent) character. When the
Lieutenant hac been miraculously saved from suicide by the
baker's sudden death from a stroke, he does not decide on his next
move (to fight the doctor--cf. above) in a straight-forward way;
instead his decision is ir the form of an answer to a repeated
question, 1i.e., the very type of 'reply to the self" mentioned by

Mead (cf. above):

Ich bin so froh!... Was mach' ich denn nur? ... Was mach' ich
denn nur?... [...] In einer Viertelstund' geh' ich hiniiber in die
Kasern' und laB mich vom Johann kalt abreiben... [...] Und
nachmittag um vier... na wart’, mein Lieber, wart'. mein
Lieber! Ich bin grad' gut aufgelegt... Dich hau' ich zu
Krenfleisch!(176)

Thus, Gustl's interior monologue is closed by interior dialogue: a

question and a reply.

The Uerbal Nature of Gustl's Interior Dialogue: Thought as
Discourse

The dialogic/conversational structure of Gustl's UDIM is

stressed by the clearly verbal nature c¢f a number of the thinker's
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internal exchanges. This occurs when some formal eclement--

-syntactic or lexical--of a preceding thought segment is repeated by
Gustl's internal interlocutor usually in the context of his on-going
internal argument. Let us recall a passage already cited before:
"Wenn ich wollt', konnt' ich noch immer den ganzen Krempel
hinschmeiBen... Amerika... was ist das «Krempel»? Was ist ein
«Krempel»?" (171) The fact that "«Krempel»" is not just an abstract
thought but an internal word actually sounded in the thinker's
mind is obvious because the "other" appears to object not only to
his more conciliatory counterpart's idea of escaping to Amecrica,
but also to the choice of terminology used to express that idea.
Since the "other" repeats "«Krempel»'"--not once but twice--and
since the word is placed in quotation marks, there is a clear sense
that the word has been picked up, quoted and imitated in a
mocking way by the pessimist as a formal verbal entity. As a
result one has the impression that this exchange is a conversation
in every sense of the term.

Similarly, the repetition of a syntactic construction in "Aber
wenn ich dort geblieben wir', wir' mir das nich passiert, was mir
heut' passiert ist... und ich mocht' lieber in Galizien alt und grau
werden, als daB... als was? als was?—Ja, was ist denn? was ist denn?

(160) serves to underscore the discursive/verbal nature of the
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Lieutenant's dialogic thought process. The "als was? als was?" is not
Jjust an aggressive response by the internal interlocutor to his
counterpart's hesitation to mention the upcoming suicide ("als
daB..."). This syntactic repetition creates the impression that Gustl's
internal "other" has heard the actual sound (form) of "als daB" and
1s irked by it.

An especially effective application of this device is observed as
Gustl resorts to another form of interior dialogue--addressing
another character who is not there at the moment--the baker: "Ja,
wart', du glaubst, daB8 sowas geheim bleiben kann?—Du irrst dich—
aufgeschrieben wird's zum ewigen Gedichtnis, und dann mécht' ich
sehen. ob du dich noch ins Kaffeehaus traust—Ha'!—«das mocht' ich
sehen», ist gut... Ich moécht' noch manches gern sehen., wird nur
leider nicht moglich sein—aus is!—"(169) The self-quotation stresses
not only the dialogic and discursive but also the confrontational
nature of the thinker's internal conversation: this is a clearly
sarcastic reaction by one internal interlocutor to his counterpart's
poor choice of words in light of Gustl's upcoming death, which
excludes the possibility of "sehen." It is amusing to note that the
"picky" interlocutor quotes and mocks this particular turn of phrase
but fails to note the no less ridiculous sentence implying that the

baker's punishment will consist of losing access to the café: "dann
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mocht' ich sehen. ob du dich noch ins Kaffeehaus traust—Ha!"

At one point the dialogic confrontational nature of a reaction to a
previous statement is underscored by self-quotation involving a
rather morbid pun: "Meiner Seel'. mir ist geradeso. als wenn ich
einen Rausch hitt'! Haha! ein schéner Rausch! ein Mordsrausch!
ein Selbstmordsrausch!--Ha! Witze mach' ich, das ist schr gut!”
(161) This sardonic and self-conscious play on words and the
p-evious example of sarcastic self-quotation indicate the clearly
antagonistic position of the "other" in Gustl's interior dialogue. One
interlocutor seems to be repeatedly mocking his counterpart, as if
taking sadistic pleasure in stressing the hopelessness of the
thinker's predicament. As a result we have the impression that we
are witnessing one person tormenting another in a dialogue of
anguish. which is quite fitting in view of the thinker's horrific

dilemma.

Interior Dialogue and the Mnemanic Process

Interior dialogue, in the form of questions and answers, is used
among other things for distancing Gusc's mnemonic process from
conventional narrative. In a number of places where the thinker
recalls incidents from his past, the author uses the dialogic

question-answer form in order to create the illusion of a mind
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"straining to remember" and reconstructing the past by means of a
conversation with itself. The effect of this device is quite
considerable: whereas retrospectively-oriented discourse 1is the
natural element of the conventional narrator, Gustl's in actu
mnemonic reconstruction process makes his retrospectively-
oriented discourse appear unplanned and therefore outside the
realm of any public discourse, i.e. outside narrative.

For example, as Gustl recalls an amorous encounter with a
peasant woman, her name is revealed as a result of his interior
dialogue in the form of a question and an answer, i.e. it is not
retrospectively narrated but instead reconstructed in actu:
"Eigentlich langweilt man sich dort zum Sterben... Wenn ich die...<-

[unfinished syntactic construction] wie hat sie nur geheiBen?... Est ist

merkwiirdig, ich kann mir keinen Namen merken!... Ah, ja: Etelka!"
(15D These remarks are clearly meta-discursive, with Gustl
“talking” to himself about his mnemonic discourse. Similarly,

Gustl's recollection of an encounter with some fellow-officers is also
presented not as linear narration but in the dialogic question-

answer form: "..der Kopetzky, der Ladinser und... wer war denn nur
noch mit uns?--Ja, richtig, der Freiwillige, der uns auf dem Marsch
die judische Anekdoten erzihlt hat..." (160) In the same way

instead of simply relating the name of the person who beat him at
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cards--as a conventional narrator would be expected to do--Gustl
reconstructs it through the question-answer process of interior
dialogue: "Hundertsechzig Gulden auf einem Sitz verspielt--zu
dumm! Und wer hat alles gewonnen? Der Ballert, grad' der. der's
nicht notwendig hat..." (151) And even such trivial information as
the time of the thinker's last meal is not narrated (related) but
simply surfaces as the result of a dialogue taking place within a
mind 'straining to remember": "Hunger hab' ich--meiner Seel'. ich
hab' Hunger--kein Wunder... seit wann hab' ich denn nichts
gegessen?... Seit--seit sechs Uhr abends im Kaffechaus... ja!" (168)
As is demonstrated by "Seil--seit sechs Uhr" in the last
quotation, there is an attempt to suggest that this is not simple
narration but the "mimesis" of a mind strairiing to remember in
actu. And the mental effort involved in Gusil's mnemonic
reconstruction process is stressed in other places as well when

instead of a straightforward question-answer scquence we

encounter an extended question-answer series: "Wie lang' hat
denn die ganze G'schicht' gedauert?... Seit'm Jinner?... Ah nein, es
mu3 doch schon vor Weihnachten gewesen sein..." (170) Thus, the

thinker reconstructs the past not just by replying to himself but by

first giving the wrong answer and then providing a correction, i.c

-9
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recall here takes dialogic "work." Similarly extended is the
following mnemonic dialogue where the reply to a question about

the past 1s provided not immediately but after some mental effort

in the form of a calculation: . aber ich war ja gar nicht so klein...

vierzehn oder fiinfzehn... Wie lang ist das jetzt her?--neun Jahr'...
freilich--mit achtzehn war ich Stellvertreter, mit zwanzig
Leutnant... und im nichsten Jahr werd' ich... Was werd' ich im
nidchsten Jahr? Was hei8t das iiberhaupt: nichstes Jahr?" (162)
Recall in the form of interior dialogue of the question-answer
type is used especially effectively from the quasi-mimetic point of
view when Gustl relies on a whole series of questions and replies,
i.e., a dialogue with his own internal addressee, to reconstruct a
recent argument with a doctor whom the Lieutenant felt honor-

bound to challenge to a duel:

Wie sind wir denn d'rauf gekommen? Wieso hab' ich mich
mit dem Sozialisten in ein Gesprich eingelassen? Wie hat's
denn nur angefangen?... Mir scheint, die schwarze Frau, die
ich zum Biifett gefiihrt hab', ist auch dabei gewesen... und
dann dieser junge Mensch, der die Jagdbilder malt--wie heiBt
er denn nur?... Meiner Seel', der ist an der ganzen Geschichte
schuld gewesen! Der hat von den Mandvern geredet; und
dann erst ist dieser Doktor dazugekommen und hat irgendwas
g'sagt, was mir nich gepaBt hat, von Kriegsspielerei oder so
wius--aber wo ich noch nichts hab' reden koénnen... Ja, und
dann ist von den Kadettenschulen gesprochen worden... ja, so
wvar's... [...] Wenn ich nur erinnern koénnt', was ich d'rauf
geantwortet hab'?...  Ah ja. etwas von Leuten. die sich in Dinge
dreinmengen. von denen sie nichts versteh'n... Ja richtig....
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(152-53)

Thus, the whole incident is presented not as something narrated for
the sake of an external addressee. but as a replv to a number of
questions: "Wie sind wir denn d'rauf gekommen?  Wiese hab' ich
mich mit dem Sozialisten in ein Gesprich eingelassen?" ctc.
Phrases, such as "irgendwas," "oder so was." "wenn ich mich nur
erinnern koénnt' " and "etwas," used with reference to the
particulars of the quarrel, dramatize the difficult in actu
reconstruction process in order to reinforce the illusion of private
communication as opposed to narration: this is not retrospective but
takes place right before our eyes.

Although Schnitzler did not employ this device in all instances of
Gustl's mnemonic process, his use of the question-answer form of
interior dialogue for the "mimesis" of recall IS an important
innovation and a significant step in the creation of the private
communication illusion when compared to recall in Garshin's and
Dujardin's respective texts. Garshin's  thinker remembers past
events essentially by narrating them, i.e., no interior dialogue or
some other "mimesis" of mnemonic reconstruction is ever present
in his suspiciously "smooth" recollection process, which undermines

his presumably non-narratorial position: "I recall how we ran
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through the forest, how bullets whizzed by, how branches fell after
being torn off by the bullets..."34 Dujardin's rendering of Daniel's
mnemonic process is also very much like conventional narrative for
the most part: "C'était ennuyeux, les bijoux n'étaient engagés que
pour cent vingt francs, et il y avait encore quinze jours de délai; je
lui ai payé ses cent vingt francs; depuis lors elle ne m'a rien
demandé; voila déja huit jours..." (80) Both of these passages are
too well structured to convince the re:z.. r that they have not been
organized before the thinker's mental discourse. And it is this
typically narratorial aspect of recall that Schnitzler manages to
avoid by using the question-answer form in order to 'imitate" a
mind straining to remember, thereby eliminating the temporal
distance between recall and its verbalization: a distance, which is
inextricably linked to the communicative position of a conventional

narrator.

Plot Structure and Thought Associatian
As opposed to Daniel's UDIM in Les Lauriers sont coupés, where
we are eavesdropping on the thought process of a very physically

aciive and alert thinker whose sensorimotor experience guides or

34-q nomHIO KaK MH Gewann o fecy, KakK HYKKaad NYaH,
Kak nagaqad oTtpsiBaemble BeTKH [...]" V. Garshin, p. 27.
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frames much of his inner discourse. the focus of Leutnant Gusti! is
on the thinker's internal reflection as he agonizes over his "duty" to
commit suicide: after the incident with the baker, the outside werld
is almost completely blocked out of Gustl's mind.3> Therefore,
the development of the lieutenant's inner discourse is determined
largely from within, and I have tried to show that interior dialogue
is one of the mechanisms of thought progression in this text.
However, underiying this mechanisni there is another more
fundamental one: thought association, which, in the absence of
such thought-prompters as sensorimotor stimuli, is the only
believable method of having a UDIM thinker move from one
thought to another. In internal reflection thought association is the
only fundamental mechanism of thought progression in UDIM that
does not violate the illusion of unplanned inner discourse:
otherwise the UDIM risks lapsing into something resembling
structured narration.

However, thought association creates the potential for

structurelessness, i.e., a kind of rambling or "associative drift,"

35The same comparison can be made with respect of Joyce's
Ulysses where Leopold Bloom's interior monologue is guided by
his '"travels" through Dublin and all the sensorimotor stimuli
p:- tuced by this activity, while Molly's monologue is purely
associative since she is immobile (in bed) and her mind i1s therefore
a self-contained discourse space.



Unframed Direct Interior Monolegue in Eurepean Fiction 229
Vladimir Tumanov Chapter S: A. Schnitzler Leytnant Gust!

which may make the UDIM rather boring and/or difficult to read no
matter how impressive its formal illusion-making devices. Thus,
the form of a text dominated by internal reflection UDIM may
undermine its content, and in this respect the choice of subject-
maiter for a given UDIM may be quite important. If a UDIM
thinker has a single pressing concern, preferably a very important
one, 1t can act as a kind of structural magnet, which would cause
his/her thonghts--as wandering as they may be--to keep returning
to this central issue. And the more urgent and crucial is this central
issue, the more motivated this structuring mechanism appears to
be.

In Garshin's "Four Days” and in Schnitzler's Leutnant Gustl,
where the internal reflection mode makes up most of the UDIM,
this central structuring mechanism is the life-and-death situation in
which the two rc  ective thinkers find themselves. The fact that
both ivanov and Gustl think that they are about to die--coupled
with Ivanov's profound guilt about the murder of the Turk and
Gustl's  ever-present obsession with military honor--easily
motivates the constant return of the two protagonists' thoughts to
their plight. This gives a definite structure to the two texts, i.e.,
there is a clear point to Ivanov's and Gustl's internal reflection.

We can say that such an urgent concern can make it easier to keep
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a UDIM thinker focused without harming the private
communication illusion even though structural focusing is normally
the realm of the conventional retrospectively-oriented narrator
who has time to consider and organize his/her material. On the
other hand, although Larbaud's Amants heureux amants... is
formally quite convincing as a “"mimesis" of private thought, the fact
that nothing compels the thinker to keep returning to some
important central issue makes the text rather bland, since there
appears to be no end to the protagonist's associative stream. This
results in virtually absolute structurelessness. We have the
impression that, just as with Les Lauriers sont coupes, Larbaud's
UDIM is about nothing: merely a series of associatively linked
musings going through the mind of a dandy protagonist. While this
question will be discussed in more detail in our next chapter, let us
now turn to Schnitzler's text and consider his "mimesis" of the
associative process in light of the above discussion of mental
"agony" as a structuring mechanism in internal reflection.

Before the incident with the baker, Gustl's internal reflection is
similar to that of Larbaud's thinker in that it is about "this and
that." Although it reveals a number of important background facts
and helps to expose and mock Gustl's prejudices, hypocrisy and

narrow-mindedness, his ‘'pre-crisis" discourse has no distinct
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structuring center: there is no central "obsession" to focus on. As a
result the lieutenant rambles, which appears very convincing at the
microcommunicative level in that his discourse is purely associative
and therefore non-narratorial, which reinforces the illusion of
private communication. However, it would have been difficult to
make the text interesting if this sort of associative drift dominated
all of Gustl’s internal reflection.

Here is a "pre-crisis" example where the thinker--while sitting at
the above-mentioned concert--goes from the thought of his
mistress and her other lover, to anti-Semitic "musings," to the
recollection of a party in a purely associative manner with nothing

to guide the direction of his inner discourse:

O Steffi, Steffi, Steffi!--Die Steffi ist eigentlich schuld, daB ich
dasitz' und mir stundenlang vorlamentieren muB. [...] sie kann
nicht kommen, weil sie mit ihm nachtmahlen gehen muB... [...]
Muf iibrigens ein Jud' sein! Freilich, in einer Bank ist er, und
der schwarze Schnurrbart... Reserveleutnant soll er auch sein!
Na, in mein Regiment sollt' er nicht zur Waffeniibung
kommen! Uberhaupt. daB sie noch immer so viel Juden zu
Offizieren machen--da pfeif' ich aut'n ganzen Antisemitismus'
Neulich in der Gesellschaft, wo die G'schicht' mit dem Doktor
passiert ist bei den Mannheimers... die Mannheimer selber
sollen ja auch Juden sein, getauft natiirlich... denen merkt
man's aber gar nicht an--besonders die Frau... so blond,
bildhiibsch die Figur... War sehr amiisant im ganzen. Famoses
Essen, groBartige Zigarren... Na ja, wer hat's Geld? Bravo,
bravo! Jetzt wird's doch bald aus sein? (150)
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Not having anything central to "cling to," Gustl's thought is directed
only by occasional stimuli from the external world (the concert).
e.g., "Bravo. bravo!" The Tict that Gustl cannot Keep his mind on the
music throughout the entire concert and cannot help drifting off in
such associative reveries may imply the cultaral primitiveness of
the lieutenant and by extension his entire military caste.  Thus,
Schnitzler's use of "associative drift" in the concert scene can be
viewed not just as a formal quasi-mimetic device but a tool of
satire, i.e., not merely the medium but also the message.

However, once the crisis has taken place, i.e.. once the incident
with the baker moves Gustl's thoughts into the direction of
inevitable suicide, the thinker's internal reflection acquires a
definite orientation and becomes much more focused until the very
end of the text. The use of Gustl's mental agony over his impending
suicide as a structurail magnet, which keeps bringing the
protagonist back to his main concern. is very consistent in
Schnitzler's text even when the thinker temporarily strays from his
grave concerns. For example, the sight of a passing carriage causes
the thinker to digress from his anguish in a rather long passage

where one association leads to another:

ein Wagen fihrt da? Um die Zeit? Gummiradler--kann mir
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schon denken... Die haben's besser wie ich--vielleicht is es
der Ballert mit der Berta... Warum soll's ¢rad® der Ballert
sein?--Fahr nur zu!--Ein hiibsches Zeug'l hat Seine Hoheit in
Przemysl gehabt... mit dem ist er immer in die in die Stadt
hinuntergerfahren zu der Rosenberg... Sehr leutselig war
Seine hoheit--ein echter Kamerad, mit allen auf du und du...
War doch eine schone Zeit... obzwar... die Gegend war trostlos
und im Sommer zum Verschmachten... an einem Nachmittag
sind einmal drei vom Sonnenstich getroffen worden... auch
der Korporal ven meinem Zug--ein so verwendbarer Mensch...
Nachmittag haben wir uns nackt auf's Bett hingelegt.--Einmal
i1s plotzlich der Wiesner zu mir hereingekommen; ich mu8
grad' getriumt haben und steh' auf und zieh' den Sibel, der
neben mir liegt... muBl gut ausg'schaut haben... der Wiesner
hat sich halb tot gelacht--der ist jetzt schon Rittmeister... --
Schad', daB ich nicht zur Kavallerie gegangen bin... aber das
hat der Alte nicht gewollen--widr' ein zu teurer SpaB
gewesen--jetzt ist es ja doch alles eins... Warum denn?--Ja, ich
ich weil schon: sterben muB ich, darum ist es alles eins--
sterben muf3 ich... (165)

This long series of thought associations, which discloses indirectly a
considerable amount of information about Gustl's past etc. and
therefore enriches the fictional world and our understanding of the
protagonist, inevitably comes back to the lieutenant's main
obsession: the suicide. And it is interior dialogue of :1e question-
answer type that guides Gustl's thoughts back on track.

Similarly, the following digression about promiscuity and the
advantages of life in Vienna can pull Gustl away .rom the "suicidal

center” of his UDIM only for so long before the thinker's associative
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thought process brings him back to his main concern:

Da geh'n zwei Artilleristen... die denken gewiB, ich steig' der
Person nach... MuB sie mir ubrigens anseh'n... O schrecklich!-
-Ich moécht' nur wissen, wie sich so eine ihr Brot verdient... da
mocht' ich doch eher... Obzwar, in der Not friBt der Teutel
Fliegen... in Przemysl--mir hat's nachher so gegraut, daB ich
gemeint hab', nie wieder rihr' ich ein Frauenzimmer an... Das
war eine gridBliche Zeit da oben in Galizien... eigentlich ein
Mordsgliick, daB wir nach Wien gekommen sind. Der Bokorny
sitzt noch immer in Sambor und kann noch zehn Jahr dort
sitzen und alt und grau werden... Aber wenn ich dort
geblieben wir', wir' mir das nich passiert, was mir heut
passiert ist... und ich mocht' lieber in Galizien alt und grau
werden, als daB... als was? als was?—Ja, was ist denn? was ist
denn? (160)

This passage is a very good example of how rigorously Schnitzler
observes the associative thought progression principle in his effort
to maintain the UDIM illusion. This, however, does not prevent his
thinker from staying focused and "on track," thercby making sure
that the reader is givernn a definite story and not just a series of
associative ramblings. The dialogic exchange at the end of this
passage, as in the previously-cited passage, emphasizes this
focusing mechanism: it is as if one part or voice in Gustl's mind
strays from its main preoccupation, and the other part or voice
brings its wandering counterpart back to the "business of the day."

Similarly., the question-answer format of interior dialogue is
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observed when Gustl is brutally brought back to his main concern
after straying from the suicide and associatively recalling this and

that:

und dunkel ist es, hu! man koénnt' schier Angst kriegen...
Das ist eigentlich das einzigemal in meinem Leben, daB ich
Furcht gehabt hab', als kleiner Bub, damals im Wald... aber ich
war ja gar nicht so klein... vierzehn oder fiinfzehn... Wie lang
ist das jetzt her?--neun Jahr'... freilich--mit achtzehn war ich
Stellvertreter, mit zwanzig Leutnant... und im nichsten Jahr
werd' ich... Was werd' ich im nichsten Jahr? Was heiBt das
iiberhaupt: nichstes Jahr?" (162)

Even the most pleasant thoughts, of his girlfriend, for example,
cannot keep the terrified lieutenant from returning to his suicide:
"Hiibsche Einrichtung hat sie--das kleine Badezimmer mit der roten
Latern'.--Wie sie neulich in dem griinseidenen Schlafrock
hercingekommen ist... den griinen Schlafrock werd' ich auch
aimmer sch'n--und die ganze Steffi auch nicht..."(161) It is perhaps
such happy thoughts. i.e., thoughts of love, that come into the
sharpest contrast with Gustl's inevitable returns to thoughts of
death. thereby stressing the horror of the thinker's plight:

Ja. wenn's noch die Adel' wiir'... Nein, die Adel'! Mir scheint,

seit zwet Jahren hab' ich an die nicht mehr gedacht... [...] Na,

Gustl, hitt'st schon noch warten kdénnen—war doch die einzige.

die dich gern gehabt hat... was sie jetz macht? [...] Freilich. das
mit der Steffi ist bequemer—wenn man nur gelegentlich
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engagiert ist und ein anderer hat die ganzen
Unannehmlichkeiten, und ich hab' nur das Vergniigen... Ja, da
kann man auch nicht verlangen, daB sie auf den Friedhof
hinauskommt... (167-68)

Thus, the danger of death appears to play a double role in
"Leutnant Gustl": it constitutes the subject-matter of the
protagonist's thought process and at the same time gives this
thought process enough structure to create a "mental story." Of
course this is not to say that the structuring function of a central
obsession in internal reflection is essential: Molly's monologue in
Joyce's Ulysses does not have a central obsession (except for sex
perhaps), which means that the thinker does in fact "ramble"; but
this does not make her inner discourse less interesting and
meaningful, since it is based on a series of preceding discourses of
other characters, which place her monologue in a specific
explanatory contexi. However, in the absence of such preliminary
contextualizing discourse a central obsessior can be an effective
and most of all believable internal structuring mechanism
counteracting the disorganizing effect of associative drift required

by the UDIM premise.



Unframed Direct Ioiierior Monologue in European Fiction 237

Vladimir Tumanov Chapter 5: A. Schnitzler Leutnant Gust!

Sensorimotor Discourse

Even though I have pointed out that internal reflection plays a
dominant role in Leutnant Gustl, since the main focus of this story
is the thinker's problem-solving thought process and its '"mental
events" rather than the external events in the lieutenant's physical
environment, some physical events and other sensory stimuli are
registered by the lieutenant's internal discourse. And here, just as
in the internal reflection sections of the text, we observe
considerable mastery of illusion-making devices and a definite
awareness of the communicative implications inherent in the UDIM
premise. As in a number of other respects, Schnitzler is quite
different from his French predecessor in his approach to
sensorimotor discourse. Although, as we have demonstrated in
Chapter 4, Dujardin's reliance on nominal phrases for rendering his
thinker's sensorimotor experience helps a great deal to distance
Daniel's UDIM from the externally-communicative mode of
conventional narration, we find a significant number of instances
where the protagonist lapses into a typically narratorial mode of
discourse. For example, here is Daniel's mental verbalization of his

perceptions and actions at his apartment:

Je me redresse. je me retourne... Les bougies sont allumées
sur la cheminée: voici le lit blanc, moelleux, les tapis; je
m'appuie sur la croisée ouverte; dehors, derriére moi, je sens
la nuit: la nuit noire. froide. triste, lugubre... les murs vides; et
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les fenétres obscures d'inconnu et le fenétres éclairées... le

secret des ombres opaques... J'ai un frisson; précipitamment,

je me retourne... Ma jaquette, la, sur le lit: mon gilet, aussi. sur

le lit; maintenant, dans le cabinet de toilette; mon cabinet de

toilette est vraiment trés en ordre...(63-4)
It is the intermittent use of complete declarative sentences that
makes the style of this passage so similar to conventional narration
where the reportorial/declarative sentence is normally the main
vehicle for referring to physical objects and events. And when this
is combined with such non-narratorial segments as "ma Jaquette, 1a,
sur le lit; mon gilet, aussi, sur le lit; maintenant, dans le cabinct de
toilette," a rather jarring effect is produced. The artificiality of such
illusion-making devices as the nominal phrase is underscored and
the self-communication illusion is compromised by direct contrast
with adjacent narratorial passages. s a result, the reader is forced
to alternate between frames of formal reference, which undermines
his/her suspension of disbelief so necessary for the reception of a
genre as ''unbelievable" as UDIM.

In the sensorimotor passages of Schnitzler's text, on the other
hand, we detect much more awareness on the part of the author of
the need to avoid as much as possible the declarative sentence

and the reporiing of immediate physical experience. As a result in

most cases we do not have the impression that Gustl is relating his
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sensorimotor experience: the illusion is created that this experience
is revealed to us incidentally as the thinker reacts to the outside
world. This avoidance of the narratorial declarative sentence in
Gustl's sensorimotor discourse leads to a very noticeable reliance on
the other three basic sentence types: the interrogative, the
imperative and the exclamatory.36 The idea that the tendency to
avoid the declarative mode constitutes an anti-narratorial device is
evident from the following comment made by V. Artyomov who
views the terms "narrative" and "declarative" as virtual synonyms:
"all the seemingly endless varieties of speech acts can be divided
into  four main classes, i.e., so-called communication types:
narrative, question, inducement and exclamation."3 7
Consequenily, the avoidance of the declarative mode means that
Gustl's sensorimotor UDIM consists mainly not of the reporting of
cvents and sensory stimuli, but rather of his reactions to sensory
stimuli and external events. i.e., the focus of attention shifts from
the physical objects and events themselves to their significance in

the lieutenant's mind.

36H. Shaw. McGraw-Hill Handbook of English (Toronto:
McGraw-Hill Ryerson, 1979), pp. 33-4.

3_/'Quoted by E. Zimniaia, "Verbalnoie myshleniie
(psikhologichesky aspekt)" in Iss/dedovaniie rechevogo myshleniia
v psikholingvistike (Moscow: Nauka, 1985), p- 92 (my

translation).
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The preference given to the non-declarative mode 1is evident
right from the beginning of the text as we first encounter the

boorish protagonist who is languishing at the concert:

Wie lange wird denn das noch dauern? [...] Erst viertel auf
zehn? [...] Was ist es denn eigentlich? Ich mufl das Program
anschauen... Ja, richtig: Oratorium? [...] Das Miidel driben in
der Loge ist sehr hiibsch. Sieht sie mich an oder den Herrn
dort mit dem blonden vollbart?... Ah ein Solo! [...] Was guckt
micih denn der Kerl dort immer an?" (149-150)

Thus--unlike the physical experionee of a retrospectively-oriented
conventional narrator whose addressee is not there and therefore
needs to know '"what was out there'--the presence of these stimuli
in Gustl's perceptunl field is taken for aranted uand therefore does
not need to be conveyed as such. What matters here is Gustl's
reaction to these stimuli: the concert, the time on his watch, the
people around him etc. Hence the virtual absence of declarative
sentences and the predominance of the interrogative and
exclamatory mode.

As the concert draws to a close, Gustl filters the associated
physical stimuli in the following indirect way: "Bravo!, bravo! Ah,
aus'... So, das tut wohl, afsteh'n konnen... Na, vielleicht! Wie lang’

wird der da noch brauchen, um sein Glas ins Futteral zu stecken?"
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(153) Once again, the sensorimotor facts per se in this passage are
not central, as they would be in conventional narrative. We find
out that the concert is over, that Gustl is standing up and that his
neighbor is putting away his binoculars only incidentally as the
thinker verbalizes his relief and frustration, i.e., his reactions to the
outside world. Similarly, as Gustl heads for the vestibule after

leaving the concert hall, his sense of the crowd is rendered by one

exclamatory and two interrogative sentences: "Ist das eine
Gedringe!... Warum driangt denn der Idiot hinter mir?... Wer griiit
mich denn dort von driben?" (154) Likewise., the thinker's

confrontation with the baker, which closes the concert episode, is
also  characterized by interrogatives and exclamatory or
emotionally-colored phrases: "Ja, was macht er denn? Mir scheint
gar... ja. meiner Seel', er hat den Griff von meinem S'bel in der
Hand... Ja warum laBt er denn meinen Sibel net aus?" (155)

As Gustl finds himself out in the street, it is once again an
interrogative rather than a declarative sentence that indirectly
reveals the thinker's sensorimotor experience: '"Was, ich bin schon
auf der StraBe?" (156) and later. as Gustl wanders through Vienna:
"Wo lauf' ich denn da herum?" (157) or "Warum renn' ich denn so?"
(1588). And 1t is through interrogative and exclamatory sentences

that we learn of the thinker's whereabouts. as his journey through
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Vienna continues. bringing him to the Prater: "Ich will mich auf die
Bank setzen... Ah!--wie weit bin ich denn da? So eine Dunkelheit!"
(162) Once in the Prater. the terrified Lieutenant feels
overwhelmed by the prospect of suicide and begins to cry, which is
rendered by an exclamatory sentence: "Herrgott, ich fang' noch zu
schreien an mitien in der MNacht!" (165). Then Gustl's attention is
diverted by a carriage: "Was is denn das... ein Wagen fihrt da? Um
Die Zeit?" (165) And shortly afterwards he falls asleep on the park
bench; the verbalization of his awakening is especially illustrative
of Schnitzler's avoidance of the reportorial style of conventional
narrative:
Was ist denn?—He. Johann, bringen S' mir ein Glas frisches
Wasser... Was ist?... Wo... Ja, trium' ich denn? Mein Schiidel...
o, Donnerwetter... Fischamend... Ich bring' die Augen nict:
auf!—Ich bin ja angezogen!--Wo sitz' ich denn?—Heili.¢-

Himmel, eingeschlafen bin ich! Wie hab' ich denn
schlafen koénnen; es dammert ja schon!" (166)

LREEN

As Gustl begins b’s new day, he registers the sunrise in the
following indirect manner: "Was, geht schon die Sonne auf?"(169)
and then notices a young woman: "Ist das ein licbes G'sichtel!... der
kleine Fratz mit den schwarzen Augen, den ich so oft in de
Fleoriangasse treff'!" (173) Thus, it appears that the declarative

sentence and the straight report is avoided for the most part in the
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rendering of Gustl's physical experience: especially his physical
progression from the concert hall to the vestibule to his fight with
the baker to the deserted streets of Vienna to the darkness of the
empty Prater in the middie of the night and finally to his
awakening con a park bench.

One of the most "mimetically” impressive sensorimotor passages
siz the text has to do with Gustl's registering the chimes of a clock. It
i« especially significant because it illustrates the way in which the
dramatization of the thinker's reactions to (rather than narratorial
descriptions of) the outside world helps to eliminate retrospection
from Gustl's discourse. Instead of a declarative reference to the
clock's chimes, we are first given the thinker's reaction to this
sound in the form of an interrogative seatence: "Wieviel schlagt's
denn?" and then an attempt is made to sStress the illusion of
eavesdropping on a mind registering experience in actu:
"1.2.3,4,5,6,7.8,9.10,11... elf. elf" (158) This ingenious use of
sensorimotor scene and the corresponding avoidance of narratorial
summary (ctf. Chapter 3) just to indicate to the reader that "it is
late” eliminates all possibility of retrospection: until the clock stops
chiming, the thinker is just as incapable as we are to say what time
it is.  Thus, we appear to be occupying the same temporal position

s the thinker with respect to on-going events. i.e. Gustl's
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sensorimotor story and discourse appear to be totally
simultanecus. which is one of the main goals of the UDIM illusion.
In addition to the interrogative and the exclamatory. the self-
imperative is the third sentence type used quite frequently in
order to avoid the declarative mode and distance Gustl's
sensorimotor discourse from communicative trends typical of
conventional narrative. Thus, unlike Daniel who often siniply
narrates his own movements ("[...] je m'appuie sur la croisée
ouverte [...] J'ai un frisson; précipitair.ment, je me retourne [...]" — cf.
passage cited above), which D. Cohn compares to a "gymnastics
teacher vocally demonstrating an exercise,"38 Gustl verbalizes his
own motor behavior in the following way: "Ja, applaudieren wir
mit." (149), "Na, geh'n wir hinein..." (173), "Herrgott, ist das ein

Gedringe bei der Gardrobe!... Warten wir lieber noch ein bissel..."

(154), "Na, geh'n wir nun weiter..." (162), "Also geh'n wir nach Huaus,
ganz langsam..." (166), "Aufstciien!  Aufstehen!... Ah, so ist es
besser!" (167) Such self-imperatives, according to N. Tamir,

introduce a dialogic element into monclogue, which is quite

consistent with the general dialogic trends inherent in Gustl's UDIM:

. one cannot command oneself. The imperative is a form that

38D. Cohn, Transparent Minds,p. 222.
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applies mainly to the second person... but never to the first
person... When we do 'command' ourselves, we temporarily
activate a mechanism of self-alienation or splitting of
personality that enables us to 'see' ourselves from the outside,

as if the 'I' were a 'you'.39

In her discussion of the self-communication illusion created by the
predominance of the interrogative and the exclamatory mode in
Molly's monologue in Joyce's Ulysses D. Cohn sums up what I have

been discussing regarding Gustl's UDIM:

...exclamation and interrogation... orient [Molly's discourse]
away from a neutral report of the present moment, and away
from the narration of past events. Since language-for-oneself
is by definition the form of language in which speaker and
listener coincide, the technique that imitates it in fiction can
remain convincing only if it excludes all factual statements, all

explicit report on present and past happenings.40

This need to exclude "all factual statements, all explicit report on
present and past happenings" calls to mind the private
communication situation found in a dialogue where two
interlocutors are discussing events well-known to both of them: a
situation often observed in drama where such a discussion is used

to relate indirectly to the audience background information in order

39N. Tamir. pp. 409-10.
40p. Cohn. Transparent Minds, p. 226.



Unframed Birect Interior Monologue in European Fiction 246
Viadimir Turmanov Chapter 5:; A. Schnitzler Leutnant Gust!

tc place the action into some kind of context. Such indirection has
to do with the fact that the audience of a realistic play. just as the
reader of UDIM. is placed in the position of an eavesdropper. sincc
the characters are not aware of anyone's but each other's presence.
i.e., they do not know that their house only has three walis. In
order to aveid the violation of the ‘realistic" illusion by
acknowledging the presence of the audience, such interlocutors
cannot appear to be relating already known facts and must
therefore ‘"inadvertently" allow them to "slip out" while they
analyze and react to this information or appear to be talking about
something else. This is why such "contextualizing” dialogue is often
dominated by questions and exclamatory or emotionally-colored
statements rather than a neutral report of events. For cxample, in
the very beginning of E. O'Neil's "Long Day's Journey into Night"
Tyrone's and Jamie's emotionally charged argument provides
indirect background information about the consumptive Edmund:
Tyrone. Bitterly: And what could the finest specialist in

America do for Edmund, after he's deliberately ruined his
health by the mad life he's led ever since he was fired from

Jumie: ... What had I to do with all the crazy stunts he's
pulled in the last few years—working his way all over the
map as a sailor and all that stuff. [ thought that was a
damned fool idea, and I told him so. You can't imagine me
zi.ur g fun out of being on the beach in South America, or
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living in filthy dives, drinking rotgut, can you?4?

This once again reveals the similarity of the communicative
situations in UDIM and dialogue, which are both forms of private
communication and can be quite reasonably expected to exhibit

similar tendencies.

Conclusion

In addition to introducing considerable refinements to the
apparent violation of narratorial cohesion and informativity, as
compared to Dujardin’s text, Schnitzler developed a whole panoply
of devices aimed at distancing Leutnant Gust/ from conventional
personal narrative. His approach to UDIM as a communicative
premise, his conscious avoidance of narratorial language in Gustl's
monologue, his consistency in maintaining the UDIM illusion and his
choice of subject-matter all amount to a truly impressive text. F.
Kuna calls "Leutnant Gustl” "the first and the only sustained interior
monologue of any quality in German literature."42  After Garshin's
and Dujardin's admirable attempts at the new genre, Leutnant

Gustl/ can be viewed as a veritable "success story." As M.

41E. O'Neil. Long Day's Journey into Night (New Haven: Yale
University Press. 1973). pp. 33-35.

42F. Kuna. p. 126.
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Vanhelleputte points out,

... der Leser wird zu keinem einzigen Zeitpunkt den Eindruck
los, daB er alle inneren Vorginge des Daseins Leutnant Gustls
von der Ungeduld in dem Konzert bis zur draufgiingerischen
Freude beim Frihstuck im Kaffeehaus liickenlos mitmacht.
Die epische Distanz, die alles bloB8 Berichtete bald deutlich,
bald unmerklich relativiert, ist hier verschwunden. Vom
Anfang bis zum Ende wird szenisch erzihlt: Eine Gestalt fihrt
einen stillen Monolog, der uns unvermittelt erreich, sogar
direkter als die kurzen Dialoge, die vor der Garderobe bzw. im
Kaffeehaus stattfinden.43

With respect to the above-mentioned '"epische Distanz." we can say
that Schnitzler has successfully achieved that for which Garshin
seems to have striven only with partial success. We can also add
that the term "erzdhlen" ... Vanhelleputte's statement that “vom
Anfang bis zum Ende wird szenisch erziihlt" is not the best choice of
words in light of what he is saying in this passage and given the
main premises of our thesis. Nothing is actually "erzihit," and that
is the very feature which makes Schnitzler's text so impressive: we
do indeed have the feeling that we have just overhcard the inner
verbalization of private shame, which the protagonist would never
have wanted us to overhear. Gustl has not to/d us anything: we

simply "stole" a series of thoughts from his mind without his

knowledge.

43M. Vanhelleputte, p. 223-24.
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Introduction
Valéry Larbaud published his first UDIM, entitled Amants,

heureux amants..., in La Nouvelle Revue Francaise in 1921. As is
evident from the dedication: "To Jaumes Joyce, my friend. and the

only begetter of the form [ have adopted in this piece of

i

writing,"! Larbaud was at that time still unaware of Dujardin's

Les Lauriers sont coupés. According to B. Fabrizzi, Larbaud

came to discover the existence of this form [interior
monologue - V.T.] through his contacts with Joyce. Larbaud
had first met the Irish writer in November, 1920, in Paris, at
the bookstore of Miss Sylvia Beach. [...] In April, 1921, in the
bookstore of Adrienne Monnier., Joyce spoke to Larbaud of
Edouard Dujardin’s Les Lauriers sont coupés and of his use of
the interior monologue. Whatever the reason, Larbaud seems
to have taken little notice of Joyce’s references at that
time.?2

Therefore. whatever influence of Dujardin one might find in
Larbaud's writing, it is most likely there through Joyce's mediation.

At the same time Larbaud’s indirect debt to Dujardin should not

be underestimated because many of the devices and cspecially the

l'v. Larbaud. Amants, heureux amants... (Paris: Gallimard,
1981). p. 114. All subsequent page references will be to this
edition.

2B. Fabrizzi. "Valéry Larbaud and the Interior Monologue."
Kentucky French Quarterly,1 (1966). p. 20. Also cf. M. Friedman,
Stream of Consciousness: A Study in Literary Method, p. 173.
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key premises of the UDIM genre introduced by the author of Les
Lauriers sont coupés are present in Amants, heureux amants...

To quote E. van der Stiaay.

bien qu'une influence directe des Lauriers sont coupés sur lc
monologue intérieur de Valéry Larbaud soit exclue selon les
documents historiques, l'ctuvre de Dujardin peut montrer,
néanmoins, des ressemblances syntaxicues avec “Amants,

heureux amants...” et “*Mon plus secret conseil...”3

The latter novella, which is also in the form of a UDIM, appceared in
La Nouvelle Revue Frangaise in 1923. That same year Amants,
heureux amants..., Mon plus secret conseil... and an impersonal
narrative entitled Beauté, mon beau souci... were pubiished by
Gallimard in one volume under the title Amants, heureux amants...
Amants, heureux amants..., just as the other two works in the
cycle, is about an unconventional love affair involving a dandy
protagonist. The discourse time of the UDIM covers about one day

in the leisurely life of Felice Francia, a decadent, independently

3E. van der Staay, Le Monologue intérieur dans I!'ceuvre de
Valéry Larbaud (Paris: Slatkine, 1987), pp. 118-19. For a
discussion of Joyce’s role in the Dujardin-Larbaud connection cf. the
chapter entitled *“Mise en analogie des Lauriers sont coupés et
d’Ulysse avec les deux nouvelles en monologue intérieur de Valéry
Larbaud” in E. van der Staay, pp. 118-124
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wealthy French aesthete, and, as J. L. Brow:. indicates, '"there is
little or no 'plot' in this first conscious experiment of Larbaud with
the 'stream of consciousness’ techniquc."4 Brown’s view of
Amants, heureux amants... as a virtually plotless text is
understandable, since the events ot the main story-line are too few
and too insignificant to merit our attention on their own. Francia’s
UDIM takes place in Montpellier where the protagonist is visited by
Inga, a bisexual dancer of Swedish origin and his off-and-on
mistress. In the company of her current “flame,” an Italian dancer
called Romana Cerr’ 'nga is on her way to an engagement in Nice.
The three bohemian friends spend the ::’u together, and, after
this brief sexual encounter followed by a ~valk in a park the next
morning., the protagonist sees his two friends off at the train
station.  He then toys with the idea of following them to Nice,
decides against it and ends up staying in Montpellier. The text is
divided into three sections, and in each one the thinker is in a
different location: 1) in the hotel room the morning after the

"ménage." 2) later that day in the hotel lobby as Francia waits for
the two women to join him and finally, 3) in the streets of

Montpellier, as he walks back from the train station after having

4. L. Brown. Valéry Larbaud (Boston: Twayne, 1981), p. 108.
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seen Inga and Romana off.

The thinker’s UDIM opens in his Montpellier hotel room ‘“the
morning after.” As he contemplates Inga and Romana asleep in the
adjacent room, Francia reestablishes where he is and rccalls the
previous night’s “disportment”:

Des flots et de Palavas-les-Flots le soleil qui vient tout droit

jaillit a travers les lames de la persienne; c'est bon, de pouvoir

laisser la fenétre ouverte toute la nuit, & ce commencement de
novembre. Les bouteilles et les coupes sur la table et sur le
guéridon, la bouteille encore bouchée, dans le seau i glace; ce

désordre. Et la porte ouverte qui tous ces derniers jours était
verrouillée. Elles dorment encore. Tant mieux. (115)

According to D. Cohn, in order to avoid the conventions of
narratorial intrecductions, 2 number of authors of interior
monologue have resorted tc the device wsed here by Larbaud:
having the thinker's consciousness emerge ou: of a semi- or
unconscious state, such as sleep, a daze or a faint. The latter is the

case in Garshin's "Four Days" {cf. Chapter 3). As Cchn points out,
R E

the effectiveness of a matinal beginning is enhanced by the
opportunity it offers for locating the speaker in the time,
space, and circumstances of his life, since it is the moment
when the consciousness, momentarily disoriented, most
naturally reminds itself of all it has left behind during its

somnolent absen.e.d
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In other words, an awakening is a way of motivating the presence
of an introductory context in a UDIM text without violating the
illusion of self-communication. And this is in fact the case in
Amant:, heureux arnants... where Francia not only locates himself
in &me and space--Palavas-les-Flots is near Montpellier--but also
surveys ''the damage' from the night before and recalls that the
previcus night’s party marked the beginning of his ménage with
Inga and Romana: "Et la porte ouverte qui tous ces derniers jours
était verrouillée. Elles dorment encore."” It ought to be stressed,
however, that Cohn's idea that the awakening mind in UDIM "most
naturaily reminds itseif of ail it has left behind during its
somnolent absence" (my italics) can be misleading if one sees this
literary device as a reflection of what actually happens in real
inner speech. The only "natural" thing about such an awakening is
that most readers. on the basis of certain logical assumptions, are
probably likely to find it believable and nothing more.

Although Francia’s discourse begins with his on-going physical
experience, sensorimotor UDIM in Larbaud’s text is even less

prominent than it is in "Leutnant Gustl." and much less so than in

5D. Cohn. Transparent Minds, 241,
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Les Lauriers sont coupés and “Four Days.” Given that Francia
recalls most of the events of the two days spent with Inga and
Romana in Montpellier, only a minute portion of the main story-linc
is disclosed in actu. As a result, the present moment in this text is
used only as a point of departure for memories of the thinker's past
affair with Inga, the analysis of Inga's and Romana’s personalities,
imaginary scenes from Inga’s biography, disdaintful thoughts uabout
Pauline (a conventional "fille & marier" who is staying at the same
hotel), reflections on an unnamed pious and yet sensual mistress,
the evocation of various hypothetical and real events from history,
musings on literature and certain historical figures, and most of ail:
the philosophical contemplation of love and emotional commitment.
In many ways the latter seems to be the whole point of Amants,
heureux amants.... the rudimentary story-line serving as a mere
pretexi. This i1s why M. Raimond’s view of interior monologue in

general seems particularly appropriate for Larbaud’s unecventful

story:

Le monologue intérieur permet au lecteur d’entrer dans le
présent d’un héros qu’aucun événement n’accapare, ct qui,
puisqu’il demeure dans un état neutre, esquissc, au cours
d’une réverie libre, diverses fantaisies qui sont comme les
tentations de 1’avenir.®

6M. Raimond. p. 291.
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And so, althnugh Amants, heureux amants... is even more "about
nothing" th... .:s Lauriers sont coupés, and although it has none
of the life-and-death drama of “Leutnant Gustl” and “Four Days,” it
by no means appears banal or purely experimental. Larbaud’s
handling of the premises implied by the UDIM genre and especially
the aesthetic and philosophical concerns raised by this text make
“Amants, heureux amants...” anything but a mere formalistic
exercise.

Because, in the absence of a strong main story-line, there is
really no focusing mechanism (cf. Chapter 5) to structure Francia’'s
mner discourse--perhaps save tor the thinker's preoccupation with
erotic  love’ --the resulting associative drift creates a distinctly
non-narratorial effect. This disorganized and unstructured quality
of Amants, heureux amants... is reinforced by the absence of
paragraph divisions or formal chapter breaks within each section.
as in "Leutnant Gustl": only blank spaces between the three parts of

the story indicate a change in the thinker's spatiotemporal

7M. Friedman, "Valéry Larbaud: the Two Traditions of Eros,"
Yale French Studies, 11 (1965). pp. 91-100. Friedman argues that
the erotic theme is common in the interior monologue genre. citing
such texts as Les Lauriers sont coupés, Ulysses and The Sound and
the Fury. M. Friedman. Stream of Consciousness, p. 166.



Unframed Birect interior Monologue in Eurgpean Fiction 256
Viadimir Tumanov Chapter 6: V. Larbaud Amant

position.8 Such blanks are used in "Four Days." "Leutnant Gustl”
and Amants, heureux amants... to accelerate thec story by
indicating the passage of time.

However, whereas in Garshin's and Schnitzler’s texts these
divisions are motivated by the thinkers' loss of consciousness, in
Larbaud's story no such motivation is present. As D. Cohn argues,
"by tuning in and out of Franca's [sic] mind in this fashion 'Amants'
in effect consists of three discontinuous mental 'entries.' a structure
that moves the monologic genre back 1n the direction of the
traditional diary form [...]."9 Although Cohn is probably correct
in her criticism, this is a relatively minor “defect”™ in Amants,
heureux amants...: especlally 1n comparison to Larbaud's other
UDIM Mon plus secret conseil... In the latter teat the illusion of
spontaneous inner verbalization is truly compromised by such
traditional narratorial structuring devices as paragraphs and
chapter breaks marked by Roman numerals. And n this respect
Mon plus :zecret conseil... is reminiscent of Les Lauriers sont
coupés. In fact, i would argue that in general Mon plus secret

conseil... is more coherent and organized, i.e., morc like

8Cf. M. Friedman. "Valéry Larbaud: the Two Traditions of
Eros," p. 97.

9D. Cohn, Transparent Minds, p. 241.
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conventional narrative, than is Amants, heureux amants... As M.

Friedman points out,

Lucas’ [the thinker in Mon plus secret conseil... - V.T.}
monologue has none of the feverish instability which
characterizes the distortions of Francia's mind. especially in
the middle section of Amants, heureux amants. His thoughts
proceed in a regular sequence, and there are guide posts
along the way to point out direction. Mon plus secret conseil
begins with an identification of place, "Palazzo Ristori,
Vomero, Napoli," and of plot, "Et si je la ramenais i son mari."
The place designation is the first in a long series of railway
stations traversed by the train [carrying Lucas who is fleeing
from his mistress across Italy - V.T.]. These Italian names are
offered at odd intervals to check the continuous flow of Lucas'

monologue and reorient the reader in space.'®

However, although no such direct indicators are used in
Amants, heureux amants..., and although this UDIM appears in a
number of ways to have succeeded more than Mon plus secret
conseil... in creating the illusion of private communication. in both
texts Larbaud "discreetly refrains from plunging too deep into the
murk of the subconscious. from exploiting 'free assocziation' to the
full."!'! As M. Raimond puts it. "il n'atteignait pas, bien sir, a la

puissance de Joyce: mais ses deux ceuvres, Amants, heureux

'Opt. Friedman. Stream of Consciousness, p. 171.
V' L. Brown. p. 102. Also cf. B. Fabrizzi. p. 28.
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amants et Mon plus secret conseil, courtes nouvelles toujours
exquises. opposaient aux excés joyciens «la revanche de la
mesure»"!2

What makes the illusion of self-communication in Amants,
heureux amants... often more powerful than it is in the three texts
discussed so far is the fact that in a number of places the reader
feels truly "unwanted." There is a clear sense--and this must be
more Joyce's influence thun anyone else's--that the author is
making a special effort to create the impression that the reader's
needs are not an issue in Francia's UDIM, which is full of obscure
references, quotations (often in foreign languages) without an
explicit context and/or reference to the source etc. And so. it is the
fact that the thinker often appears so explicitly unconcerncd with
"dotting his i's and crossing his t's" that makes the UDIM in

Larbaud's story so impressive.

Context v. Syntax and Other Forms of Discourse Fhbreviation:
Echoes of Dujardin

As in Dujardin’s and Schnitzler’s respective DIM’s. much of the

private communication effect in Amants, heureux amants... is

I2M. Raimend, p. 282. Also cf. F. Weissman, "Vuléry Larbaud
et le monologue intérieur," Colloque Valéry Larbaud (Paris: A.G.
Nizet, 1975), p. 297.
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achieved by reliance on elements related to spontaneous oral
discourse. Abbreviation and other forms of reliance on coniext as
opposed to syntax, i.e.. E. Ochs's "principle of nextness" (ci. Chapter
3). are very common in Larbaud's text: hence van der Staay's
above-cited comment regarding ‘'"ressemblances syntaxiques"
between Larbaud's and Dujardin's respective texts. Francia's
discourse is full of Ref+Prop constructions where syntactic links
between Theme and Rheme elements are left out (cf. Chapter 3).
Here are three typical examples. all involving marked word order
with the Rheme element in first place: Francia’s verbalization of
touching a cushion: "Horrible, le toucher du velours" (115): his
recollection of the conservative Pauline's prudish reaction to the
lesbian overtones in Inga's and Romana's behavior: "Un peu
surprise, Pauline [...]" (132); and his memory of the way he had
walked into the hotel dining room with Inga and Romana: "Trés
correcte. notre entrée dans la salle 4 manger [...] (132).13
Abbreviation through the elimination of Theme elements is also
very widely used in this text and often much more boldly than it is
donce in Dujardin and even Schnitzler. For example. as the thinker

reflects on Romana's character, he defines it usin

1Q

the following

13Ct. E. van der Staay. p. 174.
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Themeless adjectival phrases: "«Douce et belle?» Belle et dure
plutdt; dure et sévére comme le laurier.” (130) Or later on. recalling
the way he seduced the inebriated Romana, Francia produces
similarly clipped sentence fragments containing only Rheme

elements., which suggests communicative privacy and distances his

discourse from conventional narrative practice: "Son petit air
modeste; les yeux baissés sous le beau front bombé. Pigiio di

Madonnina. [Air of a small Madonna - V.T.}] Les mains sont trés
belles. Pensé aux vers: «O bella mano...» J'aurais dia les lui réciter.
Et dire que sans la connaitre, brutalement, sottecment." (132-133)'4
It is especially in the last sentence (about the sexual act itself) that
the absence of Theme elements is truly striking and conducive 0
the 1illusion of private communication. The nominal phrases
regarding Romana's appearance and behavior at the beginning of
this passage represent a typical and frequently used form of
discourse abbreviation in Larbaud's text.!3

Larbaud also relies on the principle of nextness when his thinker

14The associatively evoked «O bella mano...» is the first line of
Petrarch’s Sonnet No. 199: O bella man, che mi destringi’l core {...]”
In A. M. Armi’s translation it sounds like this: “O lovely hand that
clasp and hold my heart [...].” Petrarch, Sonnets and Songs, A.M.
Armi trans. (N.Y.: Pantheon. 1946). pp. 290-91. Naturally, the
source of the quotatiun 1s not given by the self-communicating
thinker.

I5¢t. E. van der Staay, p. 119.
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draws mental parallels without verbalizing any explicit (syntactic)
links between the elements being compared. And this specific form
of reliance on context at the expense of syntax is much closer to
Joyce’s technique than to anything found in Dujardin’s or
Schnitzler’s respective DIM’s. For example. as Francia recalls the
way a young village boy had looked at him and the two women in a
park. he imagines a whole scene where Inga seduces this adolescent
admirer. Then he remarks: "Il avait peut-étre gardé les troupeaux.
ce gentil gamin. «Le Pitre et la Danseuse, conte.» Tout de méme. ca
aurait €té joli. et ¢a l'aurait changée. elle, des amis et admirateurs.
Minerve déguisée en berger." (148) Whereas a  conventional
narrator might have used an explicit link, such as "(ils auraient été)
comme Le Patre et la Danseuse" or “(le jeune berger) ressembiait a
Minerve déguisée en berger.” Francia makes these comparisons not
only in the form of Themeless (nominal) sentences, but also uses
nothing concrete to bridge the “metaphoric gap” between these
images and their context. The private communication effect is
further stressed by the use of copy pronouns/nouns (ctf. Chapter 3)
in il avait peut-étre gardé les troupeaux. ce gentil gamin™ and "¢ a
aurait &€ joli. et ¢ a l'aurait changée. elle. des amis et

admirateurs”™ (my emphasis). which is another widely used
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element of spontaneous oral communication in Amants, heureux
amants...

A similar instance of reliance on the implicit at the expense of
the explicit, i.e.. context rather than syntax. when it comes to
parallels drawn by the thinker. i1s an imaginary scene. which
appears in Francia's mind as he considers Inga's preference for

affairs with women:

Nulle place pour autre chose {women - V.T.}, dans c¢e cher
ceeur d'Inga. Des aventures [with men -V.T.]. oui, mais <'est
leur profession qui l'exige. Les jeunes patriciens, accablés par
le vin et le sommeil, tombant confusément sur les coussins
avec les jeunes joueuses de flute, a la fin des fesuns: ¢t méme
dans cette ivresse et ce trouble, les yeux et les mains des
petites se cherchent encore. (119-120)

Only the principle of nextness implicitly suggests a connection
between the hypothetical Roman orgy and the preceding musings
on Inga’s lesbianism. And however ecasy it i1s for the reader to
make the missing explicit link. its absence indicates that this is not
written narrative and is therefore not meant to be overhcard.

In the “Roman orgy” passage the private communication illusion
is further accentuated nrot only by discourse abbreviation through

Theme dropping--"nulle place" implies something like "il n'y a"
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while "des aventures'" would be presumably preceded by something
resembling "elle a" or "elle cherche"--but also by Rheme
modification. It is a device involving the use of a nominal phrase.
which creates the effect of discourse abbreviation without actual
Theme dropping: "Les jeunes patriciens [...] tombant confusément
sur les coussins [...]." The Rheme element "tombant" is a participle.
which in conventional narrative would appear most likely in the
form of a verb. The result is what /ooks like a sentence fragment
where the Rheme is modified in order to create the impression of
discourse abbreviation without the elimination of any information
irom the sentence.

Rheme modification is also used as Francia imagines the
seduction of the virginal Pauline by Inga: “Oh, Inga s’attaquant a
une fille comme celle-1a: 4 une demoiselle 4 marier; et complétant
son éducation™ (135) or compares Inga to Romana: “Inga, ne
mettant personne dans ses secrets; Romana, sage, pleine
d'expérience. fermée™ (137). His thought looks abbreviated even
though nothing has been actually eliminated from the phrases in
question. Rheme modification, although less frequent than in
Larbaud’s text. already makes its appearance in Dujardin’s Les

Lauriers sont coupés, as in this sensorimotor passage where Daniel
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is walking through the streets of Paris: "...maintenant la rue
Monceau: encore ces hautes maisons majestu-uses, et le gaz y jetant
sa lumiére jaune..."(84) or in the following reference to Léa’s maid
Marie: “Marie. qui rentre.” (97) In both texts Rheme modification
constitutes an effective compromise between the quasi-mimetic

and the informatory goals of the UDIM genre.16

Uerba Dicendi

Verba dicendi are virtually absent from Larbaud’s text, and this
tendency is part of Francia'’s general reliance on context at the
expense of explicit links between discourse elements. When
recalling or imagining someone else’s discourse, Francia usually
“quotes™ it without explicitly linking it with its source.

For example, as the thinker muses over Romana's lack of
aesthetic awareness demonstrated the day before during a stroll
through Montpellier, he suddenly associatively recalls Inga's letter

where her I[talian companion is mentioned:

Hier elle [Romana - V.T.] a admiré Palavas et quand,

16¢ct. L. E. Bowling’s idea that during discourse abbreviation "[in
interior monologue texts] a noun is commonly used to designate an
object not in motion, and a participle is attached if movement is
indicated." L. E. Bowling, "What is the Stream of Consciousness
Technique?" L. E. Bowling, p. 361.
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traversant I'(Euf avec elles, je lui ai montré le groupe des
Trois Graces, elle I'a a peine regardé. «Au lieu de m'arréter
deux jours a Marseille, j'irai vous voir a Montpellier. Mon
amie Romana Cerri, dont je vous ai parlé, sera avec moi.»
(123)

The author of the letter is not mentioned anywhere near this
passage, let alone explicitly linked with it: only from the context.
1.e., by elimination, can we determine that it is Inga. Similarly,
Romana Cerri is not explicitly linked to her own words., as the
thinker recalls an incident with Romana’s dog Zitto: "Ah, le chien de
Cerri a bougé. Sa chute hier, a Palavas. «Poverino! tutto bagnato!
Giu!» [Poor dear: all wei! Down! - V.T.] Désagréable animal."(118)
The principle of nextness, underlying the fact that the quoted
passages and the surrounding text are simply “strung together”
instead of being formally linked, stresses the thinker’s isolation:
because here the addresser and the addressee are the same
individual, the knowledge of the context of discourse can and
should be taken for granted.

The fact that Francia, who tunes out his present moment almost
entirely, recalls the discourse of others instead of registering it in
actu, as do Schnitzler’s and Dujardin’s respective protagonists,

creates a problem discussed in Chapter 4. Because the thinkers in



Unframed Direct Interior Monologue in Eurepean Fiction 266
Viadimir Tumanov Chapter 6: V. Larbaud Amants, heyreux amants...

Leutnant Gustl and Les Lauriers sont coup$s are not viewing the
discourse of others retrospectively, there is no need to motivate
their ability to reproduce dialogue verbatim. However. Francia’s
retrospective position with respect to extraneous discourse cvokes
a situation typical of most personal fictional narrative where the
narrator inevitably violates vraisemblance by not paraphrasing
but actually quoting dialogue without motivating such mnemonic
prowess.

Thus, when Francia recalls Inga's account of her lesbian love
affairs, the absence of an explicit link between the quotation and its
source is “realistic” in that it is suggestive of self-communication.
However, the fact that Inga’s words appear in the form of direct

speech, as well the length of the quoted passage, undermine this

vraisemblance:

Comme c’est secret pour nous, les pensées d’une femme a la
vue d’une autre femme. La premiére rencontre d'Inga ct
Cerri. Mais avec Inga il n'y a pas de doute. Pourquoi cela ne
se passe-t-il plus souvent? «Je n'ai eu que des brunes pour
amies, de ces femmes qui ont toujours l'air d'étre A l'ombre,
comme les sources. A l'école j'avais Greta Kromer, au
Conservatoire Rosele Mayer; ensuite il y a eu Carmela Savini,
et j'ai pensé mourir quand Maria Ferrero m'a quittée.»" (119)
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This problem of motivation disappears as soon as Francia ceases to
remember and begins to imagine discourse. For example. as
Francia mentally recreates a 'composite'" heterosexual affair from
Inga's past, he first imagines the behavior of one of Inga's typical
jealous lovers and then pictures something tha: the young woman
might have said in response to this jealousy. The future and
present tenses in Francia's own discourse indicate the '"generic"

nature of this incident:

Quand il se¢ montrera jaloux. elle fera tout ce qu'elle pourra

pour le calmer. le rassurer. {'‘empécher de souffrir. «Je
resterai a genoux jusqu'a ce que tu m'aies pardonré.» Il sera
dCrouié et channd. Suniout 8'il est {rangais. Toure cette

humi:lité, tous ces «esclavages», ces agenouillements et ces

abaissemenis, il n'en a pas !'habitude. («Dis donc, mon chéri.

si c'est une scéne que tu cherches.») (126)
Such “quotations™ do pot interefere in any way with plausibility.
and the absence of verba dicendi in this case is as effective a
device for the creation of the illusion of self-communication as it is

when a thinker registers discourse Jin actu.

Infiections
The above-cit ! passige about Inga’s jealous iover illustrates not

only the principle «f nextness when it comes to linking a quotation
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with its source in UDIM. but also the role of inflections as an
additional means of compensating ftor the absent verba dicend:.
Inga's second "line" (in parentheses) provides a morphological clue
as to the identity of the speaker: "mon cher." We have encountered
this phenomenon in Les Lauriers sont coupés where in a number
of exchanges without verba dicendi between a male speaker
(Daniel) and a fernale speaker (Léa) the presence or absence of
gender-related inflections in adjectives. nouns and participles is
used as an indication of who is specaking (c¢f. Chapter 4). In this
case, given that Inga 1is spcaking to a man., the form of the
possessive pronoun '"mon" and the lack of a feminine endine in
"chéri" cleariy indicate that the speaker is Inga. The context alone
does not guarantee this.

The advantage of inflections as a tool tn the
macroccommunicative process, which compensates for the “realistic”
(abbreviated) form of the microcommunicative process, is
especially evident in Francia’s first reference to the provincial
Pauline and her mother:

Le grand coup d’aile de I’eil noir, a la rencontre. Un vers, et

mauvais. Elle est gentille. Son parfum? Sage comme les

images du Monde illustré qu’elle lit pendant que Madame
Mére regarde d’un air important les chaises vides, les
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jardiniéres et les murs du vestibule de [|’hdtel. (Les
propriétaires disent: le hall.)) Un peu trop parées pour }’heure.
Et habill¢es. sans doute. par la grande couturiére de
Toulouse.™ (131)

The presence of piural inflections in “parées™ and “habiliges”
irdicates that the thinker’s vestmental Parisian snobbery concerns
not just Pauline but her mother as well. Such morphological
markers make it possiple to abbreviate the thinker’s discourse,
thereby making it look more p.ivatz, by dropping the subjects
(Themes) of the last two sentences in this passage without.
however. interfering with the reader’s recovery of the missing
referents.  This sort of compromise is not as easy to achieve in
Enghish, as is suggested by M. Friedman's transiation of these two
Themeless sentences: “A trifle overdressed for the time of day.
And fitted. doubtless, by the great Toulouse dressmaker.”!”7 The
participles “overdressed” and “fitted” do not communicate the
“iurad nature of the missing Theme, which is a minor loss in the
macrocommunicative process. Conversely, the “reintroduction™ of
the missing “they”™ would naturally compromise the vraisemblance

of the microcommunicative process.

Missing Links and Cuitural Echoes

As 1 pointed out in the introduction. the most interesting aspect

I7M. Friedman. Stream of Consciousness, p. 168.
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of Larbaud’s text is what 1 have termed “the unwanted reader
effect.™ While all the devices discussed so far seek to create the
illusion of self-communication without really stressing the reader’s
role as outsider. there are many instances in Amants, heureux
amants... where the reader is made to feel truly unwanted, ‘.e., the
eavesdropper that s/he is supposed to be according the UDIM
premise. This is done mainly through the al)omission of important
linking elements in the thinker's discourse and the b)absence of
key contextual information. As B. Fabrizzi points out. “Larbaud's
painstaking adherence to objective fact is rcalistically true: inner
thoughts are swiftmoving. far-reaching. unconnected,
wandering.”'® The key words here are “unconrected. wandering”
because in many instances ths reader has the impression that s/he
is not meant to follow the thinker’'s thought development and
understand the mechanism behind his associative links. In this way
Beaugrande’s and Dressler’s standards of coherence and

intentionality are violated in a very purposeful way: Francia’s

18p, Fabrizzi, pp. 25-26. The term “objective fact” in Fabrizzi’s
comment is probably not the best one, given that in UDIM we are
dealing not with the imitation of objective reality but rather a
aypothetical concept. Therefore, as we have pointed out, all
illusion-making devices in this genre are “realistically true” only in
as much as they make a given thinker’s discourse look different
from conventional narrative.
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monologue is not intended to be communicable.

J. L. Brown obscrves that “Larbaud, with his vast literary culture.
was constantly quoting, sometimes. indeed, without realizing it.”19
The use of quotations, as well as references to literary works and
figures constitute the main mechanism in the “unwanted reader”
effect of Amants, heureux amants... Francia’s quotations and other
literary/historical references--which are often in the or:ginal Latin.
ancient Greek and Italian--appear in such a poorly contextualized
and conceptually disjointed manner that even if the reader
manages to reconstruct their context, it appears incidental,
something taken for granted by the thinker and accidentally
overheard by the reader. Although this type of associative
referential incoherence is observed in lyric poetry--which,
according to I. I. Kovtunova. is related to inner speech and the
interior monologuezo——it is very unlikely to be present in
communicatively realistic conventional narrative (cf. Chapter 1).

For example, Francia begins to think of Homer and the Odyssey
associatively after hearing some Greek students taiking in the

streets of Montpellier:

195, L. Brcwn. p. 103.

207, 1. Kovtunova, “Poeticheskaia rech kak forma
kommunikatsii.,” Voprosy lazykoznaniia, 1 (1986), pp. 3-14.
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Je ne comprends pas trois mots sur dix. Quand je pense que
j’ai su les chants six et seize de /'Odyssée presque

enti€rement par cceur. Que m'en reste-il?  Dans le six. je
serais bien vite arrété. Les discours d'adieu du treize. et
quelques passages encore. Etonnants, ['arrivée a 'aurore et

ensuite le réveil sur le rivage, dans le brouillard. Il a bien vu
cet épais brouillard amer qui monte parfois de la
Méditerranée |[...] Tout le début de la conversation avee
Minerve déguisée en berger a lieu dans ce brouillard. sous
cette men;.-: d’un cataclys. e silencienx, d’'un commencement
de periode glaciaire. Et soudain la Déesse disperse la nuée, et
la terre apparait. telle qu’on I’a toujours connue, frappée de
soleil, et tout sur elle agité de vent. Le vent dans le jardin, cet
aprés-midi, au bord du Lez. (146-47)

I'rancia’s preliminary ren srks about passages from the Odyssey
that he can still quote from memory do not provide a context
explicit enough for the reader to situate the suhsequently
paraphrased snippets in a specific place in Homer’s text.  In other
words, even if the reader succeeds in identifying the thinker’s
musings as a reference to the vbeginning of Book '™ s/he still has
the impression of having done so on uer/his own, i.e., not with
Francia’s help but in spite of his communicative isolation. The
references to Odysseus’s return to Ithaca, the fog created by Athene

to fool him and his subsequent encounter with the disguised

goddess are all mentioned in such unclear terms that
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communication with anyone outside of Francia's mind is out of the
question. The thinker feels no need to mention Odysseus as the
referent of the Themeless nominal phrases “l’arrivée a 1’aurore™ and
“le réveil sur le rivage. dans le brouillard.” Neither does he make it
clear that Odysseus is Athene’s interlocutor in “tout le début de la
conversation avec Mincrve déguisée en berger a lieu dans ce
brouillard.” Forltermore. woe explicit referent is also missing in Il
a bien vu cet iz teo.pillard amer qui monte parfois de la
Méed:iterranée.” an. .ithough we may assume that “il” refers to
Sleiaer, the absence of the poet’s name from anywhere near this
wcnge indicates that the use of this seemingly contextless deictic
< 117) is part of a private communication process (cf. below).

As the last sentence in the above-cited passage indicates.
Francia’s ever-present associative drift leads him a ay from the
Odysse; * other matters, namely, the outing to a park on the
shore of tiic river Lez with Inga and Romana Tefore their departure
ter Nice. However, two pages later, as he recalls the graceful
physique of a shepherd-boy who waus also at this park, Francia
compares him to Athene (cf. above) and thereby returns to

thoughts about the Odyssey:

Minerve déguisée en berger. La description est sommaire;
mais il y a le détail: wWavamalos {[delicate/tender - V.T. (l.
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323)): le corps délicat et tendre comme !'ont les fils des
Princes. Et les fils des Princes étaient li. assis aux tables,
tandis que l'aéde chantait. [...] La description de lantre des
Naiades. obscure et belle comme ['antre lui-méme.” (1485

Only an implicit clue--the repetition of “Minerve déguisée en
bergei” from the first passage about the Odyssey (ci. above)--
indicates indirectly that Francia has returned to Book 13. The
associative references to the “fils des Princes” and to the cave of the
Naiades (viieie the Phaeacians deposit Odysseus at dawn) appear
as fragmer:s of a larger implicit discourse without an explicit
context, repeating the effect produced by the ftirst passage about
the Odyssey.

Even more private s. ...ding is a quotation from Book Il of
Vergil’'s Georgics in a passagc where Francia reflects on Romana's

mind-set:

Comme son esprit: tout fali, sans rien qui soit d’elle scule et
qu’on n’oublie pas Magna parens frugum [Great parent of the
fruit/grain - V.T.}: les fruits parfaits; les colonnes; «fragments
d’un torse de Diane trouvé a Herculanum»; les court2s i res
bises sur une coulée de blanc mat; 1’absence d’éclat et de ces
adorables défauts; et le voile de crépe au bas de¢ ' urne
d’or(130)
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Magna parens frugum (1. 173) is Vergil’s reference to Italy as a
source of agrnwculterai wealth, and it appears associatively in
Francia’s mind because Romana 1is Italian. The subsequent
connection with Diana may be attributable to her origins as a Cretan
fertility goddess: frugum-Diana. However, all these links are
absent, i.e.. taken for granted, leaving the reader with a disjointed
stream of private associations where Magna parens frugum,without
any reference to its source, appears unrelated to Romana and acts
as a pivotal but unclear self-comimunication mechanism. The
implicit outweighs the explicit, and, as a result. even the knowlrdge
of Latin on the rcader’s part may be insufficient to make up for the
all that is left unsaid in this passage.

A similar effect is achieved when Francia quotes from Ugo
Fos.olo.  As the thinker looks at the statues of the Three Graces at
the .. a1t (another name given to the F.ace de la Comédie in
Montgcilier), he associatively arrives at a passage from *“Venere”
(“Venus™)--the first of three poems, which constitute Foscolo’s “Le

Grazie” (“The Graces”) cycle:

Bienheureux cet homme-la {the sculptor of the Three Graces -
V.T.] d’avoir pu dresser sur la place publique, nues et sans
honte. les filles de son esprit. Quelle expérience, quelle longue
meditation du corps féminin... «lo. finché viva Ombra daranno
a Bellosguardo i lauri...» [As long as I live, laurels will cast
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their shadow on Bellosguardo - V.T.}J(141)2"

Although the thinker does mention the author of :ais excerpt, he
not only fails to transiate it. but he also gives no other information
as to its source. As a result., Francia's thought association--the
statues of the Three Graces in Montpellier on the one hand and
Foscolo’s poem cycle about the Three Graces--appears completely
private and obscure, since no attempt is made by the thinker to
make this associative link explicit. Thus, even a reader versed in
Italian would have to know the exact source of the guotation in
order understand why that particular passage comes to Francia’s
mind as he passes in front of the Three Graces group at the Place de
la Comédie. Howewver, whatever the reader manages to understand,
s’fhe is still very likely to feel “unwanted” in this self-
communicative process.

Exactly the same kind of seemingly missing associative link is
observed when Francia’s const: . ssociative drift leads him to a
passage taken not from literature but from a historical text. The

thinker’s recollection of the holiday spent in Sweden with Inga

21«venere,” 1l. 335-36. Bellosguardo is the area in Florence
where Foscolo wrote this poem, and at the same time it is a
reference to the poet’s sylvan temple to the Graces. Cf. D. Radcliff,
Ugo Foscolo (N.Y.: Twayne, 1970).
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brings him to various musings and imaginary scenes related to
Inga’s Viking ancestors, which in turn evokes a statement by Pope

Gregory I

"Fille et femme [Inga - V.T.] des Rois de la Mer: la méme race,
les mémes yeux farouches et tendres,--ses longs yeux clairs,--
que ces filles qu’ils emportaient dans leurs navires hérissées
de longues rames, a la proue en forme de téte de cheval ou de
dragon. [...] Et parfois il dut y avoir la rencontre d’une fille
d’Italie ou de la Narbonnaise avec une de ces grandes
paiennes toutes claires et dorées comme I’ancienne Aphrodite
d’or. La facon dont elles se considéraient sans rien dire; leus
é¢tonnement. Comme ce pape. au marché des esclaves & Rome:
«Non pas Angles mais Anges.»(119)

Given this passage as it appears, the connection between “«Non pas
Angles mais Anges»” und the preceding text is likely to appear
problematic for many readers. The preposition “comme” in “comme
ce pape, au marché des esclaves 4 Rome” makes it clear that this is

.

not a randomly inserted quotation, which means that “«Non pas

Angles mais Anges»” is definitely linked o its -ontext. Tae
question is how? The answer hides behind Francia's reference to
the blond hair of the “grandes paiennes” and the impression that

such a northern hair color would have made on a southern woman

in the Middle Ages. According to the English historian-monk Bede
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or the Venerable Bede (c673-735), Pope Gregory the Great--the
alleged originator of the Gregorian chant who is also known as
Gregory 1 or Saint Gregory (c540-604)--was very impressed by the
hlond hair of two captured English children for sale at a Roman
slave market. When he was told that they were Angles, he punned:
“Not Angles but Angels.”22  All this contextual information is
taken for granted by the thinker, which is in keeping with the
private-communication premise of UDIM. And even if the reader is
aware of this incident and Pope Gregory’s pun, s/he still does not
feel “wanted,” since there is a clear sense that Francia is leaving out
more than he is 2,” i.e., he is leaving out the kind of
contextual information that a conventional narrator would be
unlikely to omit.

Such missing or partial contextualization--which keeps
reminding the reade- that s/he is an cavesdropper, a mental
interloper, privy to little “islands” of reference with much of the
message submerged by the internal communication process--is also
present when the thinker’s inner discourse is brought associatively
to thoughts of the painter Fabre and his biography. Francia’s

decision to reread Lucian of Samostata brings him to the idea of

22R. McCrum, W. Cran and R. MacNeil, The Story of English
(N.Y.: Viking Press, 1986), p. 64.
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going to the Fabre Library:

I [Lucian - V.T.] sera sans doute dans ia bibliothéque de
Fabre: 1’amant de 1’Albany devait avoir un Lucien. [...]
L’Albany... [...] Et Fabre: cet homme jeune dans cet illustre
vieux ménage. Mais Alfieri savait-il? Indifférent peut-étre.
Tenant a ses habitudes et, pour le monde, la nécessité de
continuer a étre le pocte amant d'une reine. Et toute cette
histoire qui finit & Montpellier. Oh, oui, indifférent. Ses
promenades, seul, le soir, au bord de 1l'Arno, ruminant les vers
d'Homeére. Pieno il capo... [head full of... - V.T.]” (138)

As with the above-mentioned story abcut Pope Gregory I, we have
the :impression of glimpsing pieces of a larger picture that would be
made available if this were a form of public discourse, such as
conventional narrative. This hypothetical “narrative” would yield
the following information: “La bibliothéque de Fabre” is located at
the Musée Fabre in Montpellier. “L’Albany” is Countess Louise of
Albany. wife of Charles-Edouard Stuart, Count of Albany, who, upon
her husband’s death in 1788, joined the Italian poet Vitiorio Alfieri
(1749-1803). Later, without separating from the agzing Alfieri,
Louise of Albany became involved with Frangois-Xavier Pascal
Fabre (1766-1837), a Montpellier-born painter, hence: “Mais Alfieri

savait-il? Indifférent peut-étre.” Al cequeaties ¢ o: o oart
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collection to “d’Albany” from whom Fab:r inherited it and in his
turn bequeathed it to the city of hi . -a: Montpellier. This
reconstruction illustrates the number -7 contextual gaps. i.e..
information taken for granted by a <cif-communicating character
ignorant of the reader’s presence. “i:c self-communication illusion
is reinforced here by such devices as the unfinished *“Pieno il

k4

capo...” and Themeless phrases like “Indifférent peut-étre. Tenant i
ses habitudes et, pour le monde, la nécessité de continuer a étre le
poéete amant d'une reine” (cf. above).

Therefore, J. L. Brown is quite right in saying that “Larbaud,
willingly enigmatic, demands much more ‘reader participation’ than
the majority of his contemporaries.”?3 M. Raimond, on the other
hand, is only partially correct when, comparing Amants, heureux
amarnts... to Ulysses, he argues that "l'intelligibilité, chez Larbaud,
n'est pas a conquérir, elle est donnée par l'auteur [...] Chez Larbaud

le lecteur ne perd jamais le fil, dans cet entremélement voulu du

présent, du passé, de l'avenir, du réel et de la réveric."2 4

23). L. Brown, p. 104.

24M. Raimond, pp. 285-86. Similarly, although F. Weissman is
correct to say that “comparé 4 celui de Joyce, qui demande au
lecteur un vrai travail de critique pour étre compris, le monologue
tniérieur larbaldien parait le comble d’intelligibilité,” the phrase “le
comble d’intelligibilité” is perhaps not the best choice of words in
light of the above-cited private quotations and literary references
from Francia’s discourse. F. Weissman, p. 297.
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Although Joyce's text is undeniably far more difficult to decode
than 1is Larbaud's, Francia’s private quotations and literary
references not only underscore the privacy of the thinker's UDIM,
but pose a real challenge to the reader. The information gaps
created in this way constitute a major difference between Garshin,
Dujardin and Schnitzler on the onec hand, and Larbaud on the other.
While the first three authors make the entire UDIM of their
respective protagonists perfectly intelligiblec--a situation suggeutive
of public communication, such as conventional narrative--the
author of Amants, heureux amants... is much closer to the UDIM
premise. After all, it makes perfect sense that, when cavesdropping

on private discourse, we should not be able to understand

everything.

Unnaming

As the above-cited literarv allusions and quotations
demonstrate, the “unwanted reader” effect is based in part on
private reference, i.e., the thinker seems to be implying that he
knows to whom or to what he is referring, and that is all that
counts. And one of the most innovative forms of referential privacy

is observed throughout the text where Francia frequently refers to
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a mistress whom he never names; instead her refers to her as “celle
a qui je pense.” The peculiar way in which the thinker uses “celle a
qui je pense” to designate his mysterious friend is especially
noticeable because it is in contrast with his maaner of referring to
the three other women at the center of his attention: Inga, Romana
and the prim Pauline. Because he names the latter thrce and

k4

consistently avoids naming “celle 4 qui je pense,” her absent name
suggests perhaps that this woman appears in Francia’s mind as a
pure Iimage, i.e., in the form of non-verbal thought. It is as if he
does not *“say” her but simply *sees” her in his mind, which may
very well mean that this is a symbolic way of suggesting that the
reader would hear a blank in the discourse instead of “celle a qui je
pense” if s/he were eavesdropping on this UDIM. For example:
“Trés bien, ce pyjama. Havane et créme. Frais et souple. Acheté le

jour ou celle a qui je pense... Cerri. Chérrie Cerri (difficile a

prononcer).” (123)25 The reference to the phonic aspects of the

25Here the unfinished construction “acheté le jour ou celle a
qui je pense...” results when the association of ‘““celle & qui je pense”
with Romana Cerri interrupts Francia’s thought process. This type
of interruption is an illusion-making device that we have already
seen in Dujardin’s and Schnitzler’s respective texts. As E. van der
Staay points out. “le caractére ‘continu’ de la structure syntaxique
est une méthode souvent appliquée au monologue intérieur pour
marquer. au moyen de points de suspension, une interruption réelle
dans le flux mental du locuteur.” E. van der Staay, p. 121
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word “Cerri” stresses the specifically verbal nature of Romana Cerri
in Francia’s UDIM, which is set off against the seemingly “wordless™
representation of the other woman whose image seems to be
merely thought into existence, as the verb “penser” may be
suggesting.

“Celle a 7qui je pense” appears again and again in Francia’s UDIM,
and usually it is as a result of parallels associatively drawn by the
thinker between ‘“*his women.” For example, as Francia goes over the
above-mentioned imaginary composite “jealous lover” scene from
Inga’s life, Inga’s feigned humility (cf. above) reminds him of “cellc
a qui je pense” and her false piety: “Comme moi la premiere {ois
que j'ai accompagné celle 4 qui je pense dans une église: refuse la
chaise et s’agenouille sur le pavé, comme le font, sans doute, les
femmes du plus bas peuple de son pays.” (126) Later on Francia
associates Inga with “celle 4 qui je pense” again, as he considers

Inga’s passionate nature:

Elle [Inga - V.T.], ce n’est pas ainsi qu’elle aime; Ia passion et
non la vanité la méne, et rien au monde ne I’empécherait, clle,
de rejoindre ce qu’elle aime. Celle a4 qui je pense, le jour ou je
lui ai dit cette pauvreté: que je I’aimais autant que moi-
méme.--«Alors tu m’aimes bien peu.» [...] Elle [Inga - V.T.] a ce
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qu’elle aime. Tant pis pour moi si.. Mais j'ai celle a4 qui je
pense, et dont je ne lui parlerai pas. (128-29)

It could be further argued that by denying “celle 4 qui je pense”
a name, the author, however symbolically, appears to be
distancing his thinker from a key element of conventional narration:
conventional characterization. The importance of some kind of
concrete verbal marker, which is usually a prcper name, for
unifying all the traits of a particular character into an intelligible
whole in narrative is stressed by S. Cohan and L. Shires:
“Characterization assembles traits at a proper name so that the
name can serve as a substitution for those traits [...].”2(’ J. Culiler,
drawing on R. Barthes’s theory, also points out that *“‘the proper
name provides a kind of cover; an assurance that these qualities,
gathered from throughout the text, can be related to one another
and form a whcle that is greater than the sum of its parts.”27
Therefore, if we assume that “celle 2 qui je pense” does not have
any verbal representation in Francia’s discourse, then it is as if this

“blank space™ could not be used as Barthes’s “cover” in order gather

26S. Cohan & L. Shires, Telling Stories: A Theoretical Analysis
of Narrative Fiction (Routledge: 1988), p. 75.

27). Culler. Structuralist Poetics: Structuralist Linguistics
and the Study of Literature (London: Routledge, 1975), pp. 236-37.
Also cf. R. Barthes. §/Z (Paris: Seuil, 1970, pp. 98-99. 197.
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this woman’s character traits into a single entity. And even though
“celle 3 qui je pense” effectively replaces a proper name. making
Francia’s absent mistress just as easy to naturalize as it would be if
she were actually named, the non-narratorial nature of Francia's
UDIM appears to be suggested by this symbolic namelessness and
the illusion of self-communication is =nhanced.

The link between this device and the unwanted reader” cffect--
the idea that what matters is that Francia knows the name of “celle
a qui je pense,” while the reader’s needs are simply not an issuc--
appears to be thematized at one point when Francia compares the
“well-behaved” conventional Pauline to another unnamed ‘“honnéte
femme”: “Elle [Pauline - V.T.] se croit sage, et on I’étonnerait bicn si
on lui disait qu’avec ces yeux-li, et malgré la bouche et le menton
un peu séveres, elle fera, elle aussi, des sottises, comme tant
d’autres.  Ainsi Madame..., oui je sais qui je veux dire.” (135).
Similarly, while on the topic of the typical bourgeois woman’s
seeming social conservatism, Francia recalls another case of sudden
“bohemianization” without finding it necessary to name his
referent: “Et encore Madame... Celle-la une vecuve. [...] Elle
découvrait les amusements de la ville, et les jours du ménage

n’étaient plus qu’un souvenir [...]” (136)
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The thinker’s *‘je sais qui je veux dire” is reminiscent of one
instance in Dujardin’s text where Daniel, while thinking about a
book, finds himself unable to remember its author and easily
replaces his name with something like “celle a qui je pense™ *[...]
oui; j'emporterai un livre: justement le roman de chose, le
Journaliste; je ne sais pourquoi je 1’ai acheté l'autre soir[...]{42-3)
This unwillingness to make an effort in order to recall a particular
name on the part of Larbaud’s and Dujardin’s respective thinkers
stresses their communicative isolation in a way that does not make
their DIM’s any more difficult to read. Although the reader needs
neither the journalist’s name in Daniel’s monologue nor the names
of the two “honnétes femmes” in Francia’s discourse to make sense
of the text, s/he still feels like the “‘odd man out” in the silent world

of a self-communicating thinker.

Pronominal Privacy

Related to Francia’s failure to name certain characters is
pronominal privacy, i.e.. the use of pronouns with unclear referents
or referents for which the context is not made explicit. As
Beaugrande points out. the larger the distance between a pronoun

and its referent. the greater is the potential for the violation of



Unframed Direct Interior Monologue in European Fiction 287
Viadimir Tumanov Chapter 6: V. Larbaud Amants, heureux amants...

cohesion (cf. standards of textuality in Chapter 1).28 1 have

7.

already quoted a passage where Francia muses about Odysscus’

arrival at Ithaca in Book 13 of the Odyssey: “Etonnants. l'arrivée

o’

IS
I’aurore et ensuite le réveil sur le rivage. dans le¢ brouillard. 11 a
bien vu cet épais brouillard amer qui monte partois de la
Méditerranée [...]” (146) Just as this reference to Homer--"il" in “il a
bien vu’--is wholly contextually based, since the bard’s name docs
not appear anywhere near the pronoun, so are the following
references to Pauline, Inga and Cerri: “Pauline et Madame Mére qui
entrent dans la boutique de Meuton. Elle m’a wvu sans me
reconnaitre. J’ai bien fait de les mener chez Meuton: elles ne
trouveront pas d’aussi bons chocolats, a Nice.” (144) The ambiguous
referent of “elle” in “Elle m’a vu sans me reconnaitre” is most likely
Pauline, but we assume this only because of Francia’s keen interest
in this woman, which 1is suggested by the repeated references to
Pauline a considerable number of pages before this passage.
However, without this rather removed context, Pauline’s mother
could just as easily be the referent. As for the pronoun “les” in *““j’ai
bien fait de les mener chez Meuton,” it too appears very far away

from its referent--Inga and Cerri--but can be attributed to them

28R.-A. de Beaugrande and W. U. Dressler, pp. 60-61 and pp.
64-65.
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because twenty-three pages earlier (121) Francia mentions Nice as
their destination. The fact that the thinker does not appear at all
worried that the reader might mistakenly view Pauline and her
mother as the referents of the pronoun *“les” in *j’ai bien fait de les
mener chez Meuton™ is especially suggestive of the reader’s
irrelevance in Francia’s mind.

Because this text is largely about love, and because the thinker is
a heterosexual male, the pronoun “elle” or “elles” tends to dominate
his thoughts about those around him and those who play some kind
of role in his life. This makes Francia’s pronominal privacy that
much more private, since “il” or “ils’ are rarely available to make
the protagonist’s referents more easily distinguishable. For
example., while observing Pauline at the hotel lobby, Francia goes
through his mail and realizes that “celle a qui je pense” has not

written anything again:

Madame Meére 1'a appelée Pauline. Joli nom pour une fille de
la Province romaine. Lui trouver un nom de famille. Rien au
courier! je m’en doutais. Cela fait dix jours qu’elle ne m’écrit
pas. «Ca ne fait rien», ma belle. Un nom de famille pour
mademoiselle Pauline de Septimanie. Consolat. Oui, ¢a va.
Consolat; en pronongant légérement le t.” (131)
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The thinker’s clear insouciance about any possible ambiguity
resulting from such “loose”™ use of proncuns is a very  effective
means of creating the “unwanted reader™ c1i=ct characterizing  so
much of this text. E. van der Staay sums u,. .1c mechanism at work
with respect to pronnminal privacy, stressing the illusion of

eavesdropping v. .  vate conversation

Un symptéme, peut-étre le plus révélateur, de ce qui oppose
le discours monologique a celui du récit classique, et méme a
toute communication, réside dans la profusion des pronoins et
dans l'instabilité de leur référence. Ce systéme pronominal
peut étre tout a fait déroutant au début d’un monologue
intérieur, lorsqu’il place le lecteur dans une siiuation qui est
un peu celle de quelqu’un qui surprendrait une conversation
entre des amis intimes, portant sur des personnes et des

événements dont il ignore tout [...]2°

Let us sum up by saying that pronominal privacy and Francia's
unwillingness to name “celle 3 qui je pense” in Amants, heureux
amants... is indicative of how much further Larbaud was willing to
go in his attempts to create the illusion of self-communication than
did Garshin, Dujardin or Schnitzler. And in this respect, Joyce’s

influence is the most likely source of inspiration for the author of

29E. van der Staay, p. 187. Also cf. T. Givon’s discussion of
anaphoric pronouns and sentence topics in Topic Continuity in
Discourse: A Quantitative Cross-Linguistic Study, T. Givon, cd.,
(Amsterdam: John Benjamins, 1983), p. 17.
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this UDIM.

Passe Compose v. Passé Simple

I would like to conclude by turning to a specifically French
phenomenon observed in Larbaud’s and Dujardin’s respective texts.
Unlike English or Russian, the French language places at the UDIM
author’s disposal a very natural and easily applicable means of
distancing a thinker’s discourse from conventional narrative
practice and incrcasing its self-communicative dimension by
associating it with elements of oral discourse: the use of the passé
composé (indéfini) instead of the narratorial passé simple (défini)
in the recall ot past events.

As is evident from a letter that Larbaud wrote to Jacques Riviére
Just before completing Amants, heureux amants..., he was quite
conscious of the need to avoid making his text look like a narrative
(récit):  "Amants, heureux amants... ne sera pas prét avant la
rentrée.  Mais c'est si peu «récit» que je ne crois pas que ca puisse
passer en revue.">0  And one of the elements that contribute to

the fact that Amants, heureux amants... indeed does appear '"si peu

3OQuoted by G. Moix. Poésie et monologue intérieur:
problémes de [I'écriture dans I'ceuvre de Valéry Larbaud (Fribourg:
Editions universitaires de Fribourg, 1989). p. 20.
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«récit»" is Francia's consistent use of the passé composéeé during
recall and other retrospectively-oriented discourse. For example,

this is how he recreates the seduction of Romana the night before:

A ce moment-l3, c'était un défi, et je l'ai accepté. Et quand jai
senti ses mains se poser sur mes cheveux (ce geste siotendre,
comme pour constater qu'on est bien 1d), jai compris qu'elle
cédait. Mais elle s'est reprise aussitot. Comme eclle s'est jetée
en pleurant de colére, dans les bras d'Inga, qui riait. Pas un
baiser 4 moi.(130)

Francia also uses the passé composé for more remote memories, as

for example in his recollection of an incident from his adolescence:

Un jour, j’avais seize ou dix-sept ans et je lui ai dit, comme un
collégien, pour I’étonner, ou pour voir si eile me prendrait au
s€érieux, que c’était par timidité et par faiblesse de caractére.
et non par amour, que la plupart des femmes étaient fidéles.
L’effet, formidable. M’a fait peur. Je crois méme qu'etle I'a
répété a son mari [...](136)

Dujardin had also availed himself of this simple device in his
UDIM. In Daniel's recall of any event from his past, the passé
compose is always used in those places where a conventional
narrator would rely on the passé simple. As in Larbaud’s text, this

is the case whether the events in question are very recent--as in
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this reference to the thinker's last platonic encounter with Léa: "Elle
m'a tendu sa main; moi, j'ai baisé son front; trés chastement: sur
mon ¢paule clle s'est penchée, et un instant nous sommes restés
sans bouger..."(36)--or more remote, as in this passage about Léa's

illness when Daniel gets to "play" at caring:

Qu'y a-t-il encore eu ce soir?... Le soir ol elle a été malade: la
nuit que j'ai passée a la soigner. Comme elle était meurtrie,
froissée et affaissée, suffocante! je I'avais attendue longtemps;
elle est arrivée toute défaite; elle s'est couchée et je suis
demecuré auprés de son lit: nous lui mettions des compresses
sur le front: elle a renvoyé sa femme de chambre: je l'ai
soignée; j'ai ainsi passé la nuit, dans un fauteuii...(77)

Given that Larbaud had not read Les Lauriers sont coupes
before writing his novella (cf. above), the use of the passé composé
in both texts appears to be suggested by the conventions of the
French language itself in light of the communicative situation
implied by the UDIM genre: unwritten private discourse. And, as
D. Cohn points out. this “unwrittenness™ is a key element in the
creation of the UDIM illusion: *[autonomous monologue] can create
the illusion that it renders an unrolling thought only if it effaces the

tllusion of a causal link between this language and written text.”3!

3D, Cohn, Transparent Minds, p. 175.
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The fact that in UDIM we are dealing with written discourse that
pretends to be unwritten, i.c., literature that pretends not to be
literature, is of utmost importance when the effect of the passé
composé is considered. As A. Banfield points out, "the passé
simple is for the French speaker the single most striking mark of
literature [...] In French the border between speech and writing is
clearly signaled by the existence of this verbal tense which is
confined to the written language."32 Therefore, for distancing
UDIM from nanative and for making it sound private by
associating it with elements of oral discourse, the use of the passé

compose is the most easily applicable illusion-making device

conceivable. While the passé simple is the classic tense for

narrative because by convention it is not used in ordinary
conversation, because it is predominantly found in written accounts
of past events, and because it tends to detach the narrator frem the
narrated events, the passé composé does exactly the opposite.

This question is addressed at length by M. Grevisse in Le Bon
Usage where he stresses the link between the passé simple and

narration on the one hand, and the passé composé and oral

32A. Banfield, "Ecriture, Narration and the Grammar of French”
in Narrative: From Malory to Motion Pictures, J. Hawthorn ecd.
(London: Edward Arnold, 1985). p. 4. Cf. J. Culler’s remark that “the
passé¢ simple itself serves as the formal sign of the literary (in that
it is generally excluded from speech).” p. 199.
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communication on the other:

[...]1 le pass¢ simple (passé défini) exprime un fait
complétement achevé a un moment déterminé du passé, sans
considération «¢'1 contact avec le présent... Le passé simple... a
presque totalernent disparu de la langue parlée, qui I'a
remplacé par l'imparfait et surtout par le passé composé...
Quand il s'agit d'actions multiples, le passé simple les présente
comme successives; c'est pourquoi 1l convient

particuliérement a la narration...83

While Grevisse adds that the passé composé "indique un fait [...]
que l'on considére comme étant en contact avec le présent,"34 A.
Banfield points out that "the notion of distance in time associated
with the passé simple is precisely defined as an absolute distance
from the moment of the speech act, this 'aujourd'hui' which is
deictically referred to the speaking subject; hence it is a time
absolutely cut off from the experiential time of subjectivity, of /a
durée."35  Therefore, in UDIM the passé composé creates the
kind of link between the thinker's present moment and the events
being recalled that is absent from the detached position of the

writer-narrator who uses the passé simple. The events recalled

33M. Grevisse. Le Bon Usage (Paris: Duclot. 1980), pp. 837-38
34M. Grevisse. p. 839.
33 A. Banfield. p- 7.

h
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by Francia and Daniel are still not part of "history"--whether they
are recent or more remote--and the two UDIM thinkers appear to
visualize their respective memories in a very personal way
instead of giving a public account of the past.

This absence of narratorial detachment from the events in UDIM
becomes especially clear if Larbaud’s tense usage in Amants,
heureux amants... is compared to what occurs in one of his carlier
texts: a personal narrative entitled Journal de A. O. Barnabooth
(1913). A. O. Barnabooth, the narrator/protagonist of this journal
intime relies on the passé composé only in reference to the most
recent events (usually of the same day). bui as soon as he turns to

something more remote, the narratorial passé simple emerges:

J’ai vécu de nouveau ma fuite de I’ambassade, un matin de
septembre, lorsque j'allai rejoindre Tassoula au Phanar, pour
I’enlever [...] A Ortakoei, je croisai un groupe d’eunuques i
cheval. Ils étaient vé€tus de redingotes noires et portaient des
chapeaux hauts de forme étincelants. J’apercus leurs visages
plats et glabres; j'entendis leurs voix, et quand je me
retournai, je vis leurs grands chevaux brillants passer dans
’ombre d’un bosquet de cédres.3®

Furthermore, even when the same day’s events are evoked. the

36V . Larbaud, CEuvres (Paris: Gallimard, 1958), pp- 109-110.
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passé composé is used only in the beginning of a sequence. As
soon as a given recollection of the day’s events is extended into a

narrative, the narratorial passé simple reemerges:

Ce matin, rentrant sur la rive gauche de la Néva par le pont
Troitsky, ma voiture a heurté et renversé, au coin du Champ-
de-Mars et de la Millionnaia, un fiacre ol se trouvaient un
moujik et une femme du peuple [...] Je descendis: mais que
pouvais-je faire? Je vis ’homme ‘e relever, aider la femme i
se dégager des coussins qui étaient tombés sur elle [...] Le
moujik s’approcha aussitét de la boite, qui avait été projetée
contre le mur du palais; et au moment ou il Ia prit, je vis
qu’elle s’était cassée, et qu’elle contenait le cadavre d’un petit

enfant.37

The fact that the passé composé is used at all in Barnabouth's
discourse is attributable to the nature of the diary form, which, as
mentioned in Chapter 1, is a relative of UDIM in terms of the
communicative situation involved. If we consider tense usage in
most other forms of conventional personal narrative in French--
especially narratives contemporary with Dujardin's and Larbaud's
texts respectively--it becomes clear that the above-mentioned
remarks by Grevisse and Banfield are quite accurate. For example,
here is a typical passage from A. Daudet's Le Petit Chose, a

personal narrative written in 1868 and recounting the trials and

37v. Larbaud. CEuvres,pp. 279-80.
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tribulations of a young man who comes to Paris to make his fortune

with his brother Jacques:

Alors je baisai la petite rose rouge et je la mis dans ma

poitrine. Ce soir-la, quand Jacques revint. il me trouva
comme a l'ordinaire penché sur ['établi aux rimes et je lui
laissai croire que je n'étais pas sorti de la journée. Par

malheur, en me déshabillant, la petite rose rouge que javais
gardée dans ma poitrine roula par terre au pied du lit: toutes
ces fées sont pleines de malice. Jacques la vit, la ramassa, et

la regarda longuement.38

The same typical reliance on the passé simple is observed in G.
Duhamel's Le Jardin des Bétes Sauvages, a personal narrative

written closer to Larbaud's time--in 1933:

Au réveil, j'entendis que mon pére était chez nous. Je fis,
pour ne pas le rencontrer, des efforts non médiocres et que
I'on peut imaginer réels, puisque toute notre vie brilait sur
quelques pieds carrés. Je l'entendis se laver, s'habiller. siffler
ses airs familiers, raconi -, non sans beaux détails, la
cérémonie de la veille. Quand je sentis qu'il allait partir, pour
ne pas avoir a le saluer, je me glissai dans le vestibule et fis
semblant de monter chez Valdemar.39

38A. Daudet, Le Petit Chose (Paris: Le Livre de poche, 1966),
p- 175.

39G. Duhamel, Le Jardin des Bétes Sauvages (Paris: Mercure
de France, 1933), p. 215.
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This is why the appearance in 1942 of A. Camus's L'Etranger, a
personal narrative written in the passé compose, was such an

innovation. To quote A. Banfield:

What made L'Etranger appear to a French reading public as a
kind of writing unexampled not simply in content but in form
as well was quite obvious from the start and quite simple to
isolate. The special strangeness of this novel was due above
all else to a grammatical quality which would have been
remarked by any French reader from its very first lines: not
only was L'Etranger recounted in the first person (after all,
Sartre's Les Mots is, Proust is), but its tense is not the passé

simple, as theirs is.20

Whereas Camus’s text may have appeared as a bold experiment in
narrative to a reader used to the passe simple and all its
communicative implications, in Amants, heureux amants... and in
Les Lauriers sont coupés the use of the passé composé fits in
perfectly with the UDIM premise. If the passé composé is not
normally used 1in written narrative, then these DIM's must
represent not written but spoken discourse, and since the speakers
in both texts clearly have no external interlocutors (except for a

few instances of embedded external dialogue in Dujardin's text),

40 Bunfield . p. 15.



Unframed Direct interior Mongologue in European Fiction 299
Viadimir Tumanov Chapter 6: V. Larbaud Amants, heureux amants...

they must be addressing themselves. i.e.. we are dealing with inner
speech.

Even after Camus's text the passé simple has remained the
norm in most written narratives, as is demonstrated by the two
following examples from P. Daninos's Les Carnets du Major
Thompson (1973) and M. Yourcenar's Mémoires d'Hadrien (1974).

Daninos:

La fréquentation du désert m'ayant accoutumé aux mirages,
Je n'en crus d'abord pas mes yeux. Discrétement, je me
rapprochai. Je vis alors M. Taupin reculer de quelques pas,
lever les bras en l'air et revenir d'un air menagant sur M.
Charnelet, qu'il saisit par le revers de son manteau ect
commeng¢a a secouer d'avant en arriére.4’

Yourcenar: "J'écrivis a Attianus d'agir vite. Ce vieillard frappa
comme le foudre. Il outrepassa mes ordres, et me débarrassa d'un
seul coup de tout ce qui me restait d'ennemis déclarés."42 W ¢
may thus conclude that it is especially in contrast with
conventional narratives, such as those cited above, that Francia's

and Daniel's reliance on the passé composé during recall

41p. Daninos, Les Carnets du Major Thompson (Paris: Le Livre
de poche, 1973), p. 83.

420\, Yourcenar, Mémoires d'Hadrien (Paris: Gallimard, 1974),
p.- 113.
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denarratorializes their discourse and makes it sound private.
Finally, I would like to illustrate the advantage of the passé
composé/simple dichotomy in French when it comes to distancing
a UDIM thinker’s discourse from narrative, by considering a
passage from Garshin’s ““Four Days” where the protagonist recalls

the circumstances of his wounding:

I recall that I fired my gun a few times, already having
emerged from the woods: in the clearing. Suddenly the
‘hurray’ sounded louder, and we moved forward immediately.
That is not we but our men, because I stayed. 1 thought this
strange. Even stranger was the fact that everything suddenly

dicappeared; the screams and firing ceased.43

Since there is only one past tense in Russian, this passage lacks the
naturally oral/ quality found in the recollections of Larbaud’s and
Dujardin’s thinkers who remember in the passé composd. In this
respect Ivanov’s verbalized inner recall appears cl..er o wriften

narrative than do the two above-mentioned French text:z. and only

43-MomH0 § cAefan HECKOABKO BHICTPEJIOB, YyMe BhHAA H3
flecy, Ha noasiHe. Bapyr «ypa» paszganoch rpomye, H MH cpasy
ABHHYANHCh BhNepea. To eCTp He MBI, a HaAWH, NOTOMY 4YTO 4
ocTancss. MHe 23TO NoKazanoch CTpaHHBIM. Elle cTpaHHee 65lao

TOo. 4YTO BApPYI BCe H34Ye340; BCE€ KPHKH H BBEICTpPeNbl CMOAKH.” V.
M. Garshin. p. 27.
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the self-correction in “suddenly the ‘hurray’ sounded louder, and
we moved forward immediately. That is not we but our men,
because I stayed” is suggestive of unplanned and thercfore

unwritten discourse.

Conclusion

M. Friedman hypothesizes that “without the <curious interest
Larbaud cultivated for Ulysses, and the meeting with the Irish
writer, he might have continued writing semiconventional stories
about childhood infatuations and adolescent love. 44 Joyce
perfected and enlarged Dujardin’s innovations and passed them on
to Larbaud in a much more subtle and refined form than what we
find in Les Lauriers sont coupes. When this influence was
combined with Larbaud’s impressive erudition, his superior
anderstanding of the UDIM premise, his approach to the
communicative situation characterizing inner discourse and his
grasp of the differences between self-communication and narrative,
the result was Amants, heureux amants...

Larbaud, probably with Joyce’s help, realized something that
Dujardin clearly did not: the reader must not only feel

unaddressed, but also clearly unwanted . hen deualing with what is

44M. Friedman, Stream of Consciousness, p. 166.
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supposed to *“imitate” discourse intended for no one outside the
speaker’s cranium. This is why we find that in Amants, heureux
amants..., in addition to the apparent violation of Beaugrande’s and
Dressler’s standard of cohesion through various syntactic means (cf.
Chapters 4 and 5), the standards of coherence and intentionality
2is0 appear to be violated, which results in the “unwanted reader”
effect. Although, as many critics have pointed out, this story is, by
and large, not a challenge to decipher--at least not in the way
Ulysses is--it tries to balance the two goals of UDIM with great
care. Readability (informatory goal) and the creation of a
convincing illusion of private communication (quasi-mimetic goal)
were clearly both on Larbaud’s mind when he wrote Amants,
heureux amants... And with respect to this dual purpose, Amants,

heureux amants... is clearly a success.
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The time has come to conclude the present study of “realistic”
UDIM by summing up the key features of this difficult genre. [t is
characterized first and foremost by constant tension between two
potentially contradictory goals: the quasi-mimetic, i.c.. the
creation of the illusion of self-communication. and the
informatory, i.e., the effective communication of g fabula by an
author to a reader. As a result, the degree of communicative
vraisemblance, which can be achieved in UDIM, is unlikely to
match that of narrative genres based on observable modes  of
communication. And this makes any instance of “realistic” fictional
inner disccuarse all the more impressive.

As we have seen, the “realism” of internal communication is
defincd in UDIM primarily in contrast to realistic, standard, public
literary personal narrative, which means that UDIM is nothing but a
conventionally accepted illusion of inner speech.  Therefore, it
requires a tolerant snd patient reader on the one hand, and a very
resourceful author on the other. I have offered the controlled
violation of Beaugrande’s and Dressler’s standards of textuality (cf.
Chapter 1) as a possible scheme for the process of distancing UDIM
from conventional nparrative, ie., of avoiding discourse modeled on
planned public communication.

The “minus” device defined by the avoidance of the written
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narrative model in UDIM is counterbalanced by the imitation of the
only observable form of private communication: spontaneous oral
discourse. Thus. fictional vraisemblance in UDIM is not the
mirroring of some kind of communicative reality, but rather a
combination of anti-parrative and conversational tendencies. The
major devicer responsite for the self-communication illusion and
stemming from the anii-narrative and conversational features of
UDIM include: Theme-dropping, Rheme-modification, marked word
order, repetition. awkward constructions, pronominal privacy,
interior dialogue, incomplete contextualization, the synchronization
of discourse and experience, self-correction, the avoidance of the
declarative mode, associative drift and the absence of verba
dicendi. Taken together, they achieve the effect of disorganized,
spontaneous and hesitant emerging thought, i.e., the kind of thought
that is presumably intended for no one but one’'s own self.

On the other hand, any similarities between data about real
inner speech and fictional inner speech have only an indirect basis.
UDIM often does not and cannot resemble what is known or
assumed about real inner speech because the author must
communicate with an external addressee (the reader) and is
therefore taced with the communicative obstacles typical of

conventional written narrative: the absence of extensive
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extralinguistic contexts, such as shared sensory perception: the
addresser’s inability to communicate via facial expressions. gestures
and intonation: the addressee’s inability to ask for clarifications etc.

In the final analysis. no matter how masterfully the illusion of
silent self-communication is achieved, there remains one element in
the process, which cannot be realistically motivated, namely. the

written text. The very fact of reading something, which could noi

have been recorded de facto, and which is being presented to us

without any explanation, foregrounds the inherent
artificiality/literariness of UDIM. No matter how Unframed and

Direct is a given Interior Monologue, the written text remains a
mediator, which <aunnot be hidden from view. Thus, the UDIM
genre consists of a compounded paradox, which can be resolved

only by the reader’s willing and active suspension of disbelief.
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