LANGUAGE AND CULTURE (HPFY3015)
Story, Text, and Narration

INTRODUCTION

1. What is narrative?
a. Narrative is composed of events, of things that happen. Narrative is not reducible to the events of which it is composed, but there can be no narrative without events. 
b. These events must also be organised into a sequence, a story. 
c. A list of simultaneous events, without precedence or succession would not constitute a narrative, because in a narrative events must precede or succeed other events.
d. Narrative requires text. The ‘text is the only [aspect so far] directly available to the reader.[footnoteRef:1] We have no unmediated access to the story of events described by a narrative text; we must construct it from the text itself. But the story is no less an indispensable aspect of narrative for ‘unless [the text] told a story it would not be a narrative’.[footnoteRef:2] [1:  Shlomith Rimmon-Kenan, Narrative Fiction: Contemporary Poetics, New Accents series (London: Routledge, 1983; repr.1994), p.4.]  [2:  Rimmon-Kenan, p. 4.] 

e. In order that the text tell a story, a teller of the story is required; a voice, a narrator and ofcourse a writer. The narration is also indispensable to the construction of a narrative. Although ‘text is the only [aspect] directly available to the reader', 'unless [the text] told a story it would not be a narrative, and without being narrated or written it would not be a text’.[footnoteRef:3] [3:  Rimmon-Kenan, p.4.] 


Narrative is the narration in a text of a succession of events.
Narrative fiction is the narration in a text of a succession of fictional events.


I.
STORY

1. The order of the narration of events, which is called the plot, frequently differs from the order of those events in the story reconstructed by the reader.

2. Story: ‘the narrated events, abstracted from their disposition in the text and reconstructed in their chronological order’.[footnoteRef:4] [4:  Rimmon-Kenan, p.4.] 


3. Fictional narrators do not always tell events in chronological order; they withhold knowledge of certain events from the reader, such as the identity of the murderer in a detection novel, in order to produce a variety of effects, such as the reader’s suspenseful involvement in the detection in the detective novel. The order of the narration of events, which is called the plot, frequently differs from the order of those events in the story reconstructed by the reader. 

4. The construction of story from plot involves the rearrangement of events according to how they must have occurred in the fictional world of the novel. 
a. When, as readers, we tell to ourselves or to others the story of the novel we have just finished reading, what we do is abstractly construct the temporal axis or dimension of the fictional world represented by the novel. 
b. This is a reconstruction rather than a construction because the chronology of events which constitutes the story is presented by the novel, even if those events are not narrated in the order they are supposed to have occurred. 
c. The detective's final narration of the events surrounding the murder implies that the murder took place before the investigation, even though the reader has been in ignorance of these events until the denouement or ending of the novel. 

5. Rimmon-Kenan: although characters are only ‘nodes in the verbal design’ of the text, they are much more than this in the story: ‘in the story they are - by definition - non (or pre-) verbal abstractions, constructs. Although these constructs are by no means human beings in the literal sense of the word, they are partly modelled on the reader's conception of people and in this they are person-like.’[footnoteRef:5] [5:  Rimmon-Kenan, p. 33.] 


6. A differentiated model of character is one which ranges between flat characters, structured around a single idea or type of action, and characters which are constructed around several qualities, actions and ideas.

7. The interdependence of character and action: Henry James: ‘What is character but the determination of incident? What is incident but the illustration of character?’[footnoteRef:6] [6:  Henry James, 'The art of fiction', in Morris Shapira, ed., Henry James: Selected Literary Criticism (Harmondsworth: Penguin, 1963; originally published 1884), cited in Rimmon-Kenan, p.35.] 



II.
TEXT

8. The order of events in the text, which is called the plot, and the order of events in the story:

a. The steps of the reconstruction of story from the order of signs in the text can be outlined as follows:

1. The spatial succession of the signs in a narrative text is: 'the king wept; the queen died'.

2. The plot, which is the order of events in the text, introduces causality and temporality to a, but it remains directly dependent upon the order of signs in a. Thus, the plot is: 'the king wept; he wept because the queen had died'.

3. The story reconstructs from b the chronological order of events. In this case, in the absence of any other reference to time, the chronology can be inferred from the causal link between the two events. Thus the story is: 'Because the queen had died, the king wept'.

b. Analepsis is 'a narration of a story-event at a point in the text after later events have been told', and prolepsis is 'a narration of a story-event at a point in the text before earlier events have been mentioned'.[footnoteRef:7] Either analepsis or prolepsis may be either homodiegetic or heterodiegetic. Homodiegesis is the provision of information about character, event or story at that point in the text, whereas heterodiegesis is the provision of information about any of these at another point in the text. Even further qualification is possible. An analepsis or a prolepsis is external if it refers beyond the scope (in story-time) of the main story of the text, and internal if it refers within this scope. [7:  Rimmon-Kenan, p. 46.] 


c. Once the events of the plot are arranged in story-order, which is chronological, it frequently remains difficult to find the sequence of all the events. Some events clearly precede or succeed other events either because they cause or are caused by those others. But in some cases it remains unclear to us which events precede or succeed others. The plot fails to provide us with sufficient information with which we could construct the temporal succession of story from the plot. The concept of story here, as the narrated events, abstracted from their disposition in the text and reconstructed in their chronological order cannot be fully applied, because in such cases as this no story can confidently be produced from the plot.

9. Duration and pace : No reliable relation can be drawn between story-time and the duration of reading, but a different kind of correspondence may exist between the temporal duration of an event in the story and the length of text devoted to it. This is a correspondence between a temporal quantity of story duration and a spatial quantity of text-length. 

d. A constant pace, or relative uniformity between the duration of events and the length of text devoted to them, provides the ‘norm’, from which all deviation is regarded as a modification. 
e. A brief summary of events of long duration is called acceleration. The logical extreme of acceleration is complete omission. 
f. Deceleration is what occurs in a descriptive pause, when no or little story-time is assumed to be passing.

10. Frequency : ‘the relation between the number of times an event appears in the story and the number of times it is narrated (or mentioned) in the text’.[footnoteRef:8] [8:  Rimmon-Kenan, p. 56.] 

g. Singulative: where the frequency of events in the story reflects the frequency of the same events in the plot.
h. Repetitive: where events which occur in the story only once are narrated or referred to in the plot more than once.
i. Iterative: where an event which takes place several times in the story is narrated or referred to only once in the plot.

11. Characterization in a narrative text is the assimilation of textual indicators of character traits:
j. Direct definition (naming the trait by an adjective, or by an abstract noun; e.g. her tenacity)
k. Indirect presentation (displaying and exemplifying the trait without actually naming it): 
i) Actions: these may be acts of commission or omission
ii) Speech: style, content, dialect
iii) External appearance and environment:
1. Causal: untidy dress or an untidy office being caused by a slovenly, neglectful, or abstracted cast of mind
2. Metonymic: the reader infers character from physiognomy
3. Synechdochial: an aspect of appearance is described directly in terms of a trait of character: 'her intelligent eyes'.

l. Analogy: a relation of parallelism or similarity between two terms, which here are the character trait and its analogue in the text. Analogy is metaphorical rather than metonymic, and it is a purely textual link, independent of story-causality. Analogies between character trait and textual indicator may take several forms:

i) Sometimes character names self-referentially tell us of the character's traits. The ways in which names do this are several: 
1. the link may be visual, as it is between the Smallweed family in Dickens's Bleak House and their diminuitive physical size and smallness of minds. 
2. It may also be acoustic, articulatory, or morphological. Vindice's role in Middleton's Revenger's Tragedy is morphologically linked to his name, which means revenge. 
ii) In addition to names, landscapes may also be analogous, an example being the Yorkshire moor of Wuthering Heights which is similar to some of the characters who live in it. 

m. Finally, as in Shakespeare and Fletcher's The Two Noble Kinsmen, two characters (Palamon and Arcite) may be presented as analogous to each other, via the parallelism of their responses to the same or similar situations.


III.
NARRATION

LEVELS OF NARRATION


	Real Author		Real Reader

		Narration



	Implied Author		Implied Reader

		Narration

Extradiegetic	
Level	Narrator		Narratee

		Narration


Diegetic Level	Character A		Character B

		Narration

Hypodiegetic
Level	Character C		Character D

		Narration
12. 
The theory of levels of narration was first proposed by Wayne Booth. 

a. The 'real author' of a narrative fiction is its writer, although if you look back to the schematic representation of Roland Barthes's structural analysis of narratives, you can see that on the level of narration he makes a three-fold distinction:

i. the narrator 'who speaks' in the narrative, 
ii. the writer who is only so when s/he is actually in the process of writing, 
iii. the person who is also the writer, but who possesses a distinguishable identity when not writing. 

The 'real author' in the levels of narration must be assumed at least potentially to refer to both 'who writes' and 'who is', because biographical material may be relevant to an interpretation of the narrative fiction. 

Similarly, on the same level of narration, the 'real reader' is both the actual person who reads the narrative, and the identity assumed by that person in the act of reading.

b. Unlike the real author, the implied author has no existence independent of the text. 

i. According to Wayne Booth the implied author is however more than a textual stance and appears to be an anthropomorphic entity, the author's second self. 
ii. Booth's work suggests that 'implied authors are often far superior in intelligence and moral standards to the actual men and women who are real authors'.[footnoteRef:9]  [9:  Rimmon-Kenan, p. 87.] 

iii. The implied author is who we imagine is responsible for the composition of the work, which is distinguishable from the real author who actually did write the work. 
iv. The implied reader is that reader implied by the text who has the kind of knowledge, sympathies, and beliefs the text requires its reader to have.
v. The implied author has no voice but is an effect on the reader. This effect happens when the composition of the whole narrative fiction leads a reader to infer its overall design. 
vi. Whereas a narrator has only his or her voice, the implied author is the imaginary origin of all the narrators, characters, story-lines and events of the fictional narrative. 
vii. Some critics think that 'if it is to be consistently distinguished from the real author and the narrator, the notion of the implied author must be de-personified, and is best considered as a set of implicit norms [which seem to govern the text] rather than as a speaker or a voice (i.e. a subject)'.[footnoteRef:10] [10:  Rimmon-Kenan, p.88.] 


13. In written narratives, the one 'who speaks' is not the author, either implied or real, but the narrator. 
c. The narrator may be defined as 'the agent which at the very least narrates or engages in some activity serving the needs of narration'.[footnoteRef:11]  [11:  Rimmon-Kenan, p.88.] 


d. The narratee is the one who is implicitly addressed by the narrator.

e. The narrator-narratee level of narration may be related in two ways to the story. These two ways are temporal and subordinative:

i. Temporal Relations: 
1. In the vast majority of narratives events are narrated, as it were, after they happen in the story. This is why the past tenses dominate narration, and this kind of narration is called ulterior. 
2. But occasionally, as in biblical prophecies, events may be narrated before they occur, and in the future tense. This is called anterior narration and it may occur in, and be confused with, prolepsis.

ii. Subordinative Relations:
1. A narrator on the extradiegetic level, immediately above or superior to the level of the first narrative and concerned with its narration, is called an extradiegetic narrator. 
2. An extradiegetic narrator who is also a character on the diegetic level is called an intradiegetic narrator. 
3. A diegetic narrator is one who narrates on the diegetic level. 
4. A hypodiegetic narrator is one who narrates on the hypodiegetic level.

f. Narrators and narratees may be either absent or present in the story they narrate, or which is narrated to them; and the degree of a narrator's or narratee's participation in the story s/he tells or hears varies considerably. 

i. Nineteenth-century classic realist novels characteristically have what may be called 'omniscient narrators', who are absent from, and above the story they narrate. Because of their lack of participation in the story they have access to knowledge unknown to narrators who are more involved in, or actually participate as characters in, the stories they narrate. 

ii. The narrator of Things Fall Apart does not participate as a character in the story, and yet appears not to gain sufficient distance on the story to be omniscient. 

g. A narrator and narratee may be varyingly perceptible in a narration. 

i. A reader is often more aware of a narrator who is explicit and about whom the reader has knowledge. 
ii. A reader is also made aware of the narrator’s presence when the narrator directly communicates to the reader knowledge about a character or a place.

h. Narrators may also be varyingly reliable. 

i. Unreliability of the narrator may result from the narrator’s personal involvement in the story, limited knowledge, or a problematic value-scheme. 
ii. It is also possible to envisage a narrate being unreliable when the values of the implied reader evoked by the implied author are at odds with those of the narratee evoked by the narrator.



DIRECTIONS FOR THE EXERCISE

[bookmark: _GoBack]The exercise asks you to examine Chapter 1 of Things Fall Apart by Chinua Achebe, which is available on Moodle. You are asked to analyse the relationship that exists between the order of events in the text, which we call the plot, and the order of events as they must have occurred in the story; you should do this by identifying in the Chapter the narrator’s use of the two main ways in which narrators may disrupt the story-order of events when they narrate the story as plot. These are analepsis and prolepsis. The lecture explained how analepses and prolepses may be either internal or external to the scope of the story and their purpose or function may be either homodiegetic or heterodiegetic. You are advised to proceed with this exercise firstly by identifying the places in the narration where the narrator uses either analepsis or prolepsis to disrupt the story-order of events. Then think about whether the analepsis or prolepsis is internal or external, and whether it is homodiegetic or heterodiegetic. There are no right or wrong answers to these questions. Whether they are homodiegetic or heterodiegetic depends on what you think is the function of the analepsis or prolepsis; in other words, why do you think the narrator uses this technique at this point in the text? You may wish to bear in mind two further things. Firstly, an analepsis may occur over several pages of text. Secondly, an analepsis may contain another analepsis inside it, if it refers the reader further back to events that happened even earlier than those in the original analepsis. There is only one prolepsis in Chapter 1.
