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1. Getting started

This chapter builds a toolbox of basic narratological concepts and shows how to put it to work in the
analysis of fiction. The definitions are based on a number of classical introductions - specifically,
Genette (1980 [1972]; 1988 [1983], key terms: voice, homo- and heterodiegetic, focalization);
Chatman (1978, key terms: overtness, covertness), Lanser (1981; key terms: voice, human limitation,
omniscience); Stanzel (1982/1984, key terms: narrative situation, authorial, figural, reflector), Bal
(1985, key term: focalizer), Fludernik (1996, key term: natural narratology).

1.1. Normally, the literature department of a bookshop is subdivided into sections that reflect the
traditional genres — Poetry, Drama, and Fiction. The texts that one finds in the Fiction department are
novels and short stories (short stories are usually published in an anthology or a collection). In order
to facilitate comparison, all passages quoted in the following are taken from the first chapters of
novels. Thus, as a side effect, this section will also be a survey of incipits (beginnings). Hey, that's
one technical term out of the way already.

The foregoing decision to focus on fictional narratives is motivated by purely practical reasons. Many
theorists prefer to kick off by discussing more elementary forms, especially real-world 'natural’
narratives such as anecdotes, gossip, jokes etc, and then work their way up to fiction. Here,
acknowledging the natural foundation of all narratives, we will jump right into fiction. Novels are an
extremely rich and varied medium: everything you can find in other forms of narratives you find in the
novel; and most of what you find in the novel you can find in other narrative forms.

1.2. First, we need to define narrative itself. We do this by asking: What are the main ingredients of a
narrative? What must a narrative have for it to count as narrative? For a simple answer let us observe
that (i) all narratives have a story, and (ii) all stories are populated by characters. Stories can be told
in the modes of spoken or written text, film, picture, performance, or combinations thereof. In verbally
told stories, such as we are dealing with here, we also have a story-teller, a narrator. This Getting
Started section will mainly focus on narrators and characters. Let me repeat our first simple definitions
in the bullet format that will be used widely in this script:

¢ narrative: anything that tells or presents a story.
e story: a sequence of events involving characters.

e narrator: the teller of the narrative; the person who articulates ("speaks") the narrative text.

1.3. Let's go to the bookshelf, get out a few novels, open them on page 1, and see what we can do to
get an analytical grip on them. Note that in a real-life face-to-face story-telling situation
(conversational/natural narrative), the narrator is a flesh-and-blood person, somebody who sees us
and whom we can see and hear. But what do we know of a textual narrator when all we have is lines
of print? Can such a narrator have a voice, and if so, how can it become manifest in a text? Consider
our first excerpt, from the beginning of J.D. Salinger's Catcher in the Rye (first published 1951).

Chapter One

If you really want to hear about it, the first thing you'll probably want to know is where | was born, and what
my lousy childhood was like, and how my parents were occupied and all before they had me, and all that
David Copperfield kind of crap, but | don't feel like going into it. In the first place, that stuff bores me, and in
the second place, my parents would have about two haemorrhages apiece if | told anything pretty personal
about them. They are nice and all — I'm not saying that — but they are also touchy as hell. Besides, I'm not
going to tell you my whole goddamn autobiography or anything. I'll just tell you about this madman stuff that
happened to me around last Christmas before | got pretty run-down and had to come out here and take it easy.

Even though we cannot actually see or hear the narrator, the text contains a number of elements that
project the narrator's voice. It is not very hard to read it out loud and give it an appropriate intonation,
perhaps making it sound like the voice of a teenage boy. If you are familiar with the text you will know
that the narrator, Holden Caulfield, is actually seventeen. Much the same happens when you read an
email from a friend and her voice projects from some typical expressions - so that you can practically
"hear her speak”. A reader can hear a textual voice with his or her 'mind's ear', just as s/he will be
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able to see the story's action with his or her mind's eye. We will say that all novels project a
narrative voice, some more distinct, some less, some to a greater, some to a lesser degree. Because
a text can project a narrative voice we will also refer to the text as a narrative discourse. One of the
narratological key texts is Genette (1980 [1972]), a study entitled Narrative Discourse; another is
Chatman (1978), Story and Discourse. So, we are evidently on the right track. We focus our attention
on a novel's narrative voice by asking Who speaks the narrative discourse? Obviously, the more
information we have on a narrator, the more concrete will be our sense of the quality and
distinctiveness of his or her voice.

1.4. Which textual elements in particular project a narrative voice? Here is an (incomplete) list of the
kinds of 'voice markers' that one might look out for:

¢ Content matter: obviously, there are naturally and culturally appropriate voices for sad and
happy, comic and tragic subjects (though precise type of intonation never follows
automatically). It is clear, however, that the phrasing "my parents would have about two
haemorrhages apiece if 1 told anything pretty personal about them" (in the passage qtd above)
uses a characteristically vocal rhetoric of exaggeration.

¢ Subjective expressions: expressions that indicate the narrator's education, his/her beliefs,
convictions, interests, values, emotions, political and ideological orientation, attitude towards
people, events, and things. In Salinger's text, we do not only get an idea about the narrator's
age and background, his discourse is full of value judgments, terms of endearment,
disparagement, and expletives. In the passage quoted he calls his parents "nice and all" (the
word "nice" is rendered as italicized emphasis); he does not want to write a "goddamn
autobiography", he alludes to "all that crap" and the "madman stuff" that happened to him, and
S0 on.

¢ Pragmatic signals: expressions that signal the narrator's awareness of an audience and the
degree of his/her orientation towards it. Verbal storytelling, like speaking in general, takes
place in a communicative setting comprising a speaker and an audience (or, a bit more
generally, in order to account for written communication as well, an addresser and an
addressee).

1.5. In the Salinger passage, the narrator frequently addresses an addressee using the second person
pronoun you. Although this is exactly what we expect in ordinary conversational storytelling, if you
look (and listen) closely, you will notice that Holden treats his addressee more as an imagined entity
than as somebody who is bodily present. For instance, he is careful to say "if you really want to hear
about it [...] you'll probably want to know". This rather sounds as if he is addressing somebody whom
he does not know very closely. Nor does the addressee actually say anything. At this point, we cannot
tell whether Holden has a particular addressee in mind, or whether he addresses a more general,
perhaps merely hypothetical audience. "You" could be either singular or plural. Some critics assume
that Holden's addressee is a psychiatrist, and "here", the place where Holden can "take it easy" after
all that "madman stuff", might well refer to a mental hospital. Frankly, I have forgotten whether the
question is ever resolved in the novel. What is important at this point is that it can make a difference
in principle whether the narrative is uttered as a private or a public communication, to a present or an
absent audience.

1.6. Oddly enough, there is one specific audience that neither Holden Caulfield nor any other narrator
in fiction can ever be concretely aware of, and that is us, the audience of real readers. We are reading
Salinger's novel, not Holden's; as a matter of fact, Holden isn't writing a novel at all, he is telling a tale
of personal experience (also called PEN for 'personal experience narrative'). The novel's text projects a
narrative voice, but the text's narrator is temporally, spatially, and ontologically distant from us.
Ontologically distant means he belongs to a different world, a fictional world. Fictional means invented,
imaginary, not real. The narrator, his/her addressee, the characters in the story - all are fictional
beings. Put slightly differently, Holden Caulfield is a 'paper being' (Barthes) invented by Salinger, the
novel's author. And again, Salinger's novel is a novel about somebody telling a story of personal
experience, while Holden's story is the story of that personal experience.

Just as it is a good idea not to confuse a narrator (Holden, a fictional being) with the author (Salinger,
the real person who actually wrote the novel and earned lots of money on it), we must not confuse a
fictional addressee (the text's "you") with ourselves, the real readers. Holden cannot possibly address
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us because he does not know we exist. Conversely, we cannot talk to Holden (unless we do it in our
imagination) because we know he does not exist. By contrast, the relationship between us and real-life
authors is real enough. We can write them a letter; we can ask them to sign our copy (supposing they
are still alive). Even when they are dead, readers who appreciate their work will talk about them and
ensure their lasting reputation. There are no such points of contact with Holden. The closest analogy to
a real-life scenario is when we read a message which was not intended for our eyes, or when we
overhear a conversation whose participants are unaware of the fact that we are (illicitly) listening in.
Thus, in a sense, novels offer us a socially acceptable way of eavesdropping.

1.7. What we have just established is the standard structure of fictional narrative communication.
Participants and levels are usually shown in a 'Chinese boxes' model. Basically, communicative contact
is possible between (1) author and reader on the level of nonfictional communication, (2) narrator and
audience or addressee(s) on the level of fictional communication or 'mediation’, and (3) characters on
the level of action. The first level is an 'extratextual level'; levels two and three are 'intratextual’.

(;mthor ————————————— -} reader
(-narrator ——————— -}‘ addrcsscc\

[character —_—P charactm]

level of action

level of fictional communication

\ level of nonfictional commumnication _/

Fig. 1. Levels of narrative communication.

1.8. The beginning of Salinger's novel projects quite a distinctive narrative voice. Other novels project
other kinds of voices, and sometimes it is quite difficult to pinpoint their exact quality. What, for
instance, do you make of the following incipit to James Gould Cozzens's A Cure of Flesh (first published

1933)?
ONE

THE snowstorm, which began at dawn on Tuesday, February 17th, and did not stop when darkness came,
extended all over New England. It covered the state of Connecticut with more than a foot of snow. As early as
noon, Tuesday, United States Highway No. 6W, passing through New Winton, had become practically
impassable. Wednesday morning the snow-ploughs were out. Thursday was warmer. The thin coat of snow
left by the big scrapers melted off. Thursday night the wind went around west while the surface dried. Friday,
under clear, intensely cold skies, US6W's three lane concrete was clear again from Long Island Sound to the
Massachusetts line.

Contrast this narrative discourse to the narrative discourse that we heard in Salinger's text. The
Salinger passage gave us plenty of information about the pragmatic parameters of the narrative
situation: there was an addressee (a "you") who was spoken to, and we had rich indications of the
narrator's language and emotional constitution. None of this is to be found in the present passage.
Knowing the rest of the novel, I can tell you that we will never learn the narrator's name, hel will
never use the first-person pronoun (that is, will never refer to himself), and he will never directly
speak to his addressee. Yet we can recognize well enough that this is a narrator who begins his
narrative with an exposition of the setting of the story. To do that he picks out a series of points both
in time and space, spanning a timeframe of Tuesday to Friday, ie four days, and spacewise touching on

1 Lanser's rule (3.1.3.) will be observed throughout - if the narrator is nameless, I will use a pronoun that is
appropriate for the real-life author. Cozzens is a male author; hence I refer to the covert narrator in the passage
as "he".



[5]

New England, Long Island Sound and the Massachusetts line, all in a matter of seven lines. But radical
as the summary is, we can easily connect the spatial and temporal dots to get a good initial picture.
Note, by the way, the camera-like 'shots' that pick out graphic detail such as the snowstorm, the
three-lane highway, and the snow ploughs. Later in this script we will assume that the narrator has
eyes (and a virtual camera) in addition to a voice. Indeed, the film-like incipit may offer a clue to the
narrator's voice - think of an actual film using a narrator's voiceover, and consider what this voice
might sound like.

It is difficult to imagine somebody speaking or writing without using any style at all (we will come to
such a case, however). In ordinary circumstances, one is required to speak 'co-operatively' (as
pragmaticists put it), that is to say, one selects expressions that are suitable to the purpose in hand,
and suitable expressions rely on assumptions about possible hearers and readers, their informative
needs, intellectual capabilities, interests, etc. Normally, we do that intuitively and habitually, or at any
rate ought to. Approaching the matter from this angle, one can see that Cozzens's narrator presents a
sequence of concise statements which very adequately serve a reader's needs. Reading the passage
out loud we'd probably give it a neutral and matter-of-fact voice. A matter-of-fact voice is definitely
more than no voice. At the same time, compared to Holden's voice, this narrator's voice is more
neutral, less emotional, slightly less distinctive.

1.9. Having established the foregoing difference in distinctiveness, the audibility of a narrative voice is
best understood as being a matter of degrees. Following Chatman (1978), narrative theorists often use
the oppositional terms overtness and covertness to characterize a narrative voice, adding whichever
qualification or gradation is needed. Narrators can be more or less overt and more or less covert. Both
Holden Caulfield and Cozzens' anonymous narrator are overt narrators, but Holden is the more overt
(or, if you want, less covert) one of the two.

Fully or near covert narrators, now, must have a largely indistinctive or indeterminable voice. Although
we have yet to meet fully covert narration as a phenomenon, let us briefly speculate on how it might
come about at all. Think of covertness as the opposite of overtness. Then, by simply inverting our
definition of overtness, we can say that a covert narrator must be an inconspicuous and indistinctive
narrator — a narrator who fades into the background, one who camouflages him- or herself, who goes
into hiding some other way. What hiding strategies are there? Obviously, one can try not to draw
attention to oneself — hence a narrator who wishes to stay covert will avoid talking about him- or
herself, will also avoid a loud or striking voice, and will also avoid any of the pragmatic or expressivity
markers mentioned in 1.4. One can also hide behind somebody - keep this in mind; it will get us
somewhere.

1.10. So far we have been talking about a narrator's voice as projecting from textual expressions
signaling emotion, subjectivity, pragmatics, rhetoric, purpose etc. Let us now turn to the question of
the narrator's relationship to, or involvement in, his or her story. There are two basic options: (i) the
narrator tells a story about himself or herself (a first-person narrative, also called story of
personal experience), or (ii) the narrator tells a story about other people (a third-person
narrative). Very frequently, however, in modern narratological analysis you will note that these terms
are substituted by two terms invented by Genette (1980 [1972]), namely, homodiegetic narrative
(= roughly, first-person narrative) and heterodiegetic narrative (= third-person narrative). If it
helps, diegetic means 'pertaining to narrating'; homo means 'of the same nature', and hetero means
'of a different nature'. The detailed definitions are as follows:

¢ In a homodiegetic narrative the (homodiegetic) narrator tells a story of personal experience.
In other words, he or she is also one of story's acting characters. A homodiegetic narrator
therefore splits up into a narrating-I (telling the story on the level of fictional communication)
and an experiencing-I (on the level of action).

¢ In a heterodiegetic narrative, the story is told by a (heterodiegetic) narrator who is not
present as a character in the story. A heterodiegetic narrator can have a narrating-I (using the
first person on the level of fictional communication) but s/he cannot have an experiencing-I.

In other words (please verify), a homodiegetic narrative must have an experiencing-I, whereas a
heterodiegetic narrative must not have an experiencing-I.
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1.11. On the 'pronoun problem' in narrative texts - if you really want to hear about it, as Holden
would say, and if you do not feel free to jump forward to the next. Okay then, the unfortunate fact is,
pronouns can be deceptive. Usually, Genette's two types correlate with a text's use of first-person and
third-person pronouns - I, me, mine, we, us, our, etc, as opposed to he, she, him, her, they, their,
etc. In fact, it is tempting to say that:

e a text is homodiegetic if among its story-related action sentences there are some that contain
first-person pronouns (I did this; I saw this; this was what happened to me) indicating a
narrator's experiencing-I;

e a text is heterodiegetic if all of its story-related action sentences are third-person sentences
(She did this, this was what happened to him).

However, as you notice, all now hinges on "some" and "all" in these definitions, and on a proper
understanding of the term 'action sentence'. Action sentences present events involving one or more
characters. For instance, "He jumped from the bridge" (= willful action), and "She fell from the bridge"
(= involuntary action), and "I said, 'Hello'"" (= speech act) are action sentences. By contrast, "Here
comes the sad part of our story", and "It was a dark and stormy night" (ie, a comment and a
description, respectively) are not action sentences.

A novel is a type of text that makes use of many kinds of sentences, and not all of them are action
sentences - for instance, descriptions, quotations, comments, etc, are not. Indeed, as we have seen,
many novels begin with an exposition-oriented prologue (a 'block exposition'), introducing characters
and setting, often via descriptive statements. While such prologues tell us a lot about the quality of the
narrative voice (cp the Salinger and the Cozzens passages above), they do not necessarily tell us
whether the narrative is going to be homodiegetic or heterodiegetic. It is only when the story itself
gets going, employing proper action sentences as defined above, that we get into a position to judge
whether the narrator is present or absent as an acting character (ie, has or hasn't an experiencing-I).
Actually, sometimes we have to wait quite a while until we get the full picture of the narrator's
relationship to his or her story. In most novels, however, granting some exceptions, a narrator's
relation to the story will become reasonably clear very quickly.

1.12. We have, of course, already discussed a homodiegetic passage, namely Salinger's Catcher in the
Rye. If you recall, this is a story about "what happened to me", which already is a neat formula
definition of first-person storytelling. For another straightforward case, let us consider the beginning of
Margaret Drabble's The Millstone (published 1965).

My career has always been marked by a strange mixture of confidence and cowardice: almost, one might say,
made by it. Take for instance, the first time I tried spending a night with a man in a hotel. | was nineteen at the
time, an age appropriate for such adventures, and needless to say | was not married. | am still not married, a
fact of some significance, but more of that later. The name of the boy, if | remember rightly, was Hamish. | do
remember rightly. | really must try not to be deprecating. Confidence, not cowardice, is the part of myself
which | admire, after all.

Hamish and | had just come down from Cambridge at the end of the Christmas term: we had conceived our
plan well in advance.

For analysis, I will simply repeat the text, inserting some analytical annotations:

My career [aha, this looks like a story of personal experience, perhaps an autobiography] has always been
marked by a strange mixture of confidence and cowardice: almost, one might say, made by it [evidently a
topic sentence presumably spoken in the tone of reflective comment]. Take for instance [=You take ... the
narrator acknowledges an addressee and provides the first illustration to the foregoing generalization], the
first time I tried spending a night with a man [the narrator is likely to be female, so this is probably a female
voice] in a hotel. | was nineteen at the time [this is the age of the experiencing-I, the present narrating-1 is
clearly older, presumably wiser, more advanced on her "career'], an age appropriate for such adventures, and
needless to say | was not married. | am still not married [further self-characterization of the narrating-1], a
fact of some significance [narrator giving a pointer to what's going to be "significant"], but more of that later.
The name of the boy, if | remember rightly [note, narrator's main activity is remembering], was Hamish. | do
remember rightly [self-conscious correction]. | really must try not to be deprecating [evaluation and allusion
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to tone of voice]. Confidence, not cowardice, is the part of myself which | admire, after all. Hamish and | had
just come down from Cambridge at the end of the Christmas term: we had conceived our plan well in advance
... [this is still background action and therefore presented in the past perfect but the narrator will soon shift
into ordinary past-tense action presentation].

1.13. According to Genette, Drabble's novel is a homodiegetic narrative on the strength of the single
'relation’ criterion that the narrator is present as a character in her story. In order to assess the typical
implications of such a scenario, and put them to work in an interpretation, we will also make use of
Stanzel's theory of typical narrative situations. For this line of inquiry, it is important to remind
oneself, first of all, that a homodiegetic narrator always tells a story of personal experience, whereas a
heterodiegetic narrator tells a story about other people's experiences. According to Stanzel, Drabble's
text is a typical first-person narrative (in the context of narrative situations, we will prefer this term
over homodiegetic narrative) because the narrator tells an autobiographical story about a set of past
experiences - experiences that evidently shaped and changed her life and made her into what she is
today. Like other typical first-person narrators, she is subject to ordinary human limitations
(Lanser): she is restricted to a personal and subjective point of view; she has no direct access to (or
authority on) events she did not witness in person; she can't be in two places at the same time (this is
sometimes called the law against bilocation), and she has no way of knowing for certain what went on
in the minds of other characters (in philosophy, this restriction is called the "Other Minds" problem). It
is obvious that a narrator's handling of these limitations, and a text's relative closeness to, or distance
from, such typicality conditions (‘default conditions') can tell us a lot about the 'slant' or attitude of the
narrative voice as well as the motives for telling the story.

1.14. Let us now turn to an example of heterodiegetic narration and consider the beginning of George
Eliot's Adam Bede (first published 1859). This time, I am directly adding various annotations.

CHAPTER I
THE WORKSHOP

With a single drop of ink for a mirror, the Egyptian sorcerer undertakes to reveal to any chance comer far-
reaching visions of the past. This is what | undertake to do for you, reader. [Self-reference of an overt
narrator, and acknowledgment of a reader-addressee, also a 'metanarrative comment’, ie a reflection on the
nature of storytelling itself.] With this drop of ink at the end of my pen I will show you the roomy workshop
of Mr. Jonathan Burge, carpenter and builder in the village of Hayslope, as it appeared on the eighteenth of
June, in the year of our Lord 1799. [Deliberate, addressee-conscious exposition of time and place of action
(already alluded to in chapter subheading).]

The afternoon sun was warm on the five workmen there, busy upon doors and window-frames and
wainscoting. A scent of pine-wood from a tent-like pile of planks outside the open door mingled itself with
the scent of the elder-bushes which were spreading their summer snow close to the open window opposite
[...]. [A] rough grey shepherd-dog [...] was lying with his nose between his forepaws, occasionally wrinkling
his brows to cast a glance at the tallest of the five workmen, who was carving a shield in the centre of a
wooden mantelpiece. It was to this workman that the strong baritone belonged which was heard above the
sound of plane and hammer [...].

Conceivably, you may be puzzled why this has been classified as a heterodiegetic text. After all, aren't
there three first-person pronouns (two "I"s, one "my") in the first paragraph? True enough, but
nothing follows from it because any narrator can refer to him- or herself using the first-person
pronoun. Looking at first-person pronouns and overlooking the context in which they occur is just like
walking into a trap - the notorious "first-person pronoun trap". Re-check the definitions above to
ensure that the only thing that is relevant for determining whether a text is homodiegetic or
heterodiegetic is the relation of the narrator to his or her story - if they are present in the action, they
are homodiegetic, if they are absent from it they are heterodiegetic. The first paragraph of Eliot's novel
gives us the background setting of the story, uttered by a highly overt narrator. In this respect the
three first-person pronouns are relevant, but they project a narratorial identity and a vocal quality, but
not a relation. We are listening to a narrating-I, an overt narrator, but whether this is going to be a
story of personal experience or not is still an open question. At the same time one can already sense
that the exposition is presented by someone who is above and beyond all the people and things in the
story. This is not really a remembering voice as in the Drabble excerpt. Apparently the narrator knows
all the facts, yet nobody is going to ask her how she came by her knowledge. When the story gets
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going in the second paragraph, all characters in it — so far, at any rate - are third-person characters.
Any first-person identifying an acting or speaking character in the action itself would be significant
indeed because it would signal an experiencing-I. But nothing like that happens. As a matter of fact,
we'd all be a bit surprised, I suppose, if the second paragraph began with the words "The afternoon
sun was warm on the five workmen there, and I was one of them".

1.15. Remember, a heterodiegetic narrator is somebody who is not, and never was, a character in the
world of the story. The fact that a heterodiegetic narrator has a position outside the world of the story
makes it easy for us to accept what we would never accept in real life - that somebody should have
unlimited knowledge and authority. Heterodiegetic narrators typically assume the power of
omniscience - knowing everything - as if this were the most natural thing in the world. When inclined
to speak overtly, heterodiegetic narrators can speak directly to their addressees, and they can liberally
comment on action, characters, and storytelling itself (as happens in the Eliot excerpt above).
Homodiegetic narrators can do that too, of course, but owing to their human limitations, especially
their lack of omniscience, their limited knowledge, and their always selective memory, style and
content tend to be quite different. In practice, following Stanzel, we will call a heterodiegetic narrative
with a highly overt narrator (as in Eliot's text) an authorial narrative situation, or just plain
authorial narration. Of course, an authorial narrator's comprehensive and authoritative world-view is
particularly suited to reveal the moral strengths and weaknesses of the characters. Typical authorial
texts are the 19C novels of 'social realism' by authors such as George Eliot, Charlotte Bronté&, Charles
Dickens, and Thomas Hardy.

1.16. As pointed out above, Genette's categorical distinctions (homo- and heterodiegetic), which are
based on a clear-cut 'relation' condition (narrator present or absent in the story), can be fruitfully
complemented by considering the typicality conditions, expectations, and implications that come with
Stanzel's narrative situations (first-person and authorial narration, so far). Things get a bit more
complicated now because Stanzel's model allows yet another typical narrative situation. Because it is a
difficult type, and comes with traps of its own, I will approach it with due caution. But you can
probably guess what is coming.

Recall that in the preceding paragraph authorial narration was tied to a heterodiegetic and overt, ie,
distinctively voiced narrator. We are now going to refocus our attention on the question of overtness
and covertness. All set? Brace yourself, then, and consider this beginning of Ernest Hemingway's For
Whom the Bell Tolls (first published 1943).

CHAPTER ONE

He lay flat on the brown, pine-needled floor of the forest, his chin on his folded arms, and high overhead the
wind blew in the tops of the pine trees. The mountainside sloped gently where he lay; but below it was steep
and he could see the dark of the oiled road winding through the pass. There was a stream alongside the road
and far down the pass he saw a mill beside the stream and the falling water of the dam, white in the summer

sunlight.
"Is that the mill?" he asked.
"Yes." 2

11.17. In the Hemingway passage, the narrator's voice is much harder to determine than in all of the
excerpts quoted so far, including the Cozzens passage. There are three reasons for this:

1. We do not get any of the expressivity markers that normally project a distinctive voice - no
first-person self-reference, no value judgments, no italicized emphasis, no indications of a
moral agenda, point of interest or purpose, nothing of the sort.

2 On a subsequent reading of this script, you might consider the following experiment: suppose the last sentence
were "Yes," I said. What would be the consequences (a) with respect to narrative type according to Genette and
(b) with respect to narrative situation according to Stanzel? Answer: (a) the text would change from
heterodiegetic to homodiegetic because of the appearance of an experiencing-I, (b) the text would change from
figural narrative situation to a first-person narrative situation. However, in both cases it would be difficult to
process it as a coherent incipit.
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2. The narrator is not a co-operative storyteller. He does not acknowledge any actual or
hypothetical addressee(s); quite the contrary, he conspicuously flouts the maxim of addressee-
oriented (reader-friendly) exposition normally expected at the beginning of a novel. After all,
setting and characters have to be introduced somehow. Thus far into the text, however, we
don't know where we are, we don't know who the characters are, how many there are, or what
they are doing there. And, incidentally, if you think they are talking in English (as you are
bound to do, what choice have you got?) you are dead wrong. The only thing one knows at this
point is that the scene opens in some exterior natural setting, a hilly terrain, evidently; it is
daytime, and there are at least two characters talking to each other.

3. The main point, however, is that the narrator seems to withdraw or hide behind the main
character whom we encounter even in the first word of the text. Minutely, from moment to
moment, the text seems to follow this character's perceptual processes - the things he sees,
feels, and hears (note how cleverly this is suggested by terms such as the "pine-needled floor",
the "gently sloping" ground, the wind blowing "overhead"). It won't take long and the text will
also render this character's thoughts, plans, and memories, in short, the whole subjective
landscape of his consciousness. Then we will also - but always incidentally, as it were - learn
more about the story's background - that it is set in the Spanish civil war, that the two
characters are engaged in reconnoitering enemy territory, etc. Note how easy it would have
been for a co-operative narrator to indicate that the characters are communicating in Spanish -
a simple "Si" instead of a "Yes" would have been an excellent pointer, for instance. But no, he
does not do it. And yet you can be dead certain that Hemingway knows exactly what he is doing
by using such a narrator. Certainly no critic would be silly enough to say this is a bad story
incipit. In fact, it was not until the twentieth century that novelists realized the potential of the
figural narrative situation.

How does the passage work? Clearly, it is both heterodiegetic (narrator not present as a character in
the story) and covert (indistinctive, inconspicuous, neutral narrator's voice). In addition, one of the
story's characters - the central character, in fact - acts as a 'central consciousness' (as Henry James
fittingly put it). The reading experience created by such a text is quite remarkable. (1) Because the
narrator is so covert, the text conveys a sense of 'directness' and 'immediacy' - which is quite logical,
if one reflects on the meanings of 'direct' and 'immediate' (ie, without intercession of a middleman).
(2) Because the text is so strictly aligned with one central character's spatio-temporal co-ordinates of
perception, the reader is drawn into the story and invited to co-experience what it is like to be a
participant - this particular participant - in the unfolding events.

1.18. Here are the technical terms that further describe the phenomena discussed above. The
technique of presenting something from the point of view of a story-internal character is called
internal focalization. The character through whose eyes the action is presented is called an internal
focalizer (some theorists prefer the term reflector, see 3.2 for more detailed definitions). A focalizer
is somebody who focuses his/her attention and perception on something. Note that the Hemingway
passage has two occurrences of the verb see, and more seeing and other perception is implied by
various other expressions and constructions ('perception indicators'). Even though there are two
characters in the action, the subject of the various acts of perception is only one of the two. Finally,
the reader's imaginative adoption of a reflector's point of view is usually called 'immersion' or (a bit
quaintly) 'transposition to the phantasm' (Bihler 1990 [1934]).

Just as we asked Who speaks? in order to identify a text's narrative voice, we can now use the
question Who sees? as a shorthand formula to alert us to the possible presence of an internal focalizer
or reflector, the 'prism' (as some narratologists say) through which we witness the story's events. And,
again following Stanzel, we will call the specific configuration of a heterodiegetic-covert narrative plus
a prominent internal focalization a figural narrative. The Hemingway passage quoted above is a
figural passage, and the narrative situation underlying it is a figural narrative situation. The
Cozzens passage quoted in 1.8 is not a figural passage because there is no reflector figure and no
internal focalization in it. If you need a mnemonic, link reflector figure to figural narration. No reflector
figure, no figural narration. For good measure, here is the more general definition:

« figural narrative A narrative which presents the story's events as seen through the eyes of
(or: from the point of view of) a third-person internal focalizer. The narrator of a figural
narrative is a covert heterodiegetic narrator presenting an internal focalizer's consciousness,
especially his/her perceptions and thoughts. Because the narrator's discourse will preferably
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mimic the focalizer's perceptions and conceptualizations the narrator's own voice quality will
remain largely indistinct. One of the main effects of internal focalization is to attract attention to
the mind of the reflector-character and away from the narrator and the process of narratorial
mediation.

The full extent of figural techniques was first explored in the novels and short stories of 20C authors
such as Henry James, Franz Kafka, Dorothy Richardson, Katherine Mansfield, Virginia Woolf, James
Joyce, and many others. Subduing the 19C overt narrator's intrusive presence, these authors opened
the door to an unmediated access to a character's mind, and through this prism or filter, to the story's
events. Logically enough, the most radical reduction of narrative voice comes when the text presents
nothing but a direct quotation of a reflector's thoughts - as in the form of an 'interior monologue'
(8.9). Incidentally, the filmic device of the 'POV shot' (= point-of-view shot) is the direct equivalent of
the technique of internal focalization described here. (Jump to F4.2.4 for a graphic illustration.)

1.19. To recapitulate: in addition to Genette's two basic types of narratives (homodiegetic and
heterodiegetic) our toolbox now also stocks Stanzel's three typical narrative situations: first-person,
authorial (heterodiegetic-overt) and figural (heterodiegetic-covert plus internal focalization).

You will be relieved to learn that most prose narratives establish their narrative situation quickly,
sometimes (as we have seen) in the very first sentence, and then stick to it throughout the whole text.
Be forewarned, however, that there are (i) texts that switch narrative situation from one chapter to the
next (eg, Joyce, Ulysses; Dickens, Bleak House), (ii) texts that switch narrative situations from one
passage to another, and (iii) texts that present a mix or blend of (usually) an authorial and a figural
narrative situation.

1.20. Suppose somebody asked you whether narrative theory has anything of interest to offer on
"How to write a novel". What you could say - after duly pointing out that narrative theory is more
concerned with how narrative texts work than with how to write them - is this. The history of the novel
shows us that there are three tried and tested recipes. Recipe no. 1 gives you what narratologists call
a homodiegetic narrative: You select one of the story's characters and let her/him tell it as a tale of
personal experience. Recipe no. 2 gives you an authorial narrative: You use an overt and
heterodiegetic narrator who does not belong to the cast of characters, invest him/her with far-ranging
knowledge privileges (up to omniscience), and let him/her tell a story of (for instance) social realism.
Finally, recipe no. 3 creates a figural narrative: You use an entirely covert narrator and present the
story as if seen through the eyes of an internal focalizer. (See Abbiati 2012 for more detailed creative
writing tips grounded on precisely these narratological basics.)

1.21. Applying the technical terms defined above, see what you make of the following passage from
Crome Yellow by Aldous Huxley (first published 1921):

Chapter One

Along this particular stretch of line no express had ever passed. All the trains — the few that there were —
stopped at all the stations. Denis knew the names of those stations by heart. Bole, Tritton, Spavin Delawarr,
Knipswich for Timpany, West Bowlby, and, finally, Camlet-on-the-Water. Camlet was where he always got
out, leaving the train to creep indolently onward, goodness only knew whither, into the green heart of
England.

They were snorting out of West Bowlby now. It was the next station, thank Heaven.

Can you say whether this a homodiegetic or a heterodiegetic narrative? Personally, I can't see any
first-person pronoun referring to somebody involved in the action. This isn't what a homodiegetic
narrator remembers, is it? The only story-internal character present at all is somebody called Denis,
and he is referred to by the third person singular pronoun. Is it likely that a first-person character - an
experiencing-I — would suddenly join him out of the blue? I guess not; most likely this is a
heterodiegetic narrative. (And so it is.)

1.22. But now allow me to pose some challenging questions. First, what can one say about the quality
of the narrative voice? Before you answer, compare this current excerpt to the three other
heterodiegetic incipits that we discussed earlier - Cozzens (1.8), Eliot (1.14), Hemingway (1.16).
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Which of these is stylistically closest to the current Huxley incipit? Let me tentatively pursue, just for
fun, two outrageously false tracks in order to show where one might go wrong.

Well then, in the first two sentences, at least, we seem to be getting some background information on
setting and railway lines, right? Is this then like what we had in the Cozzens excerpt, an addressee-
conscious narratorial exposition in a neutral tone of voice? - I do hope you say no because it's plain
wrong. For, unlike the Cozzens incipit, this one has plenty of emotional and subjective expressions in it
- expressions like "goodness only knew", "the green heart of England", "thank Heaven" - and since
these are strong voice markers they suggest a highly overt rather than a neutrally overt voice. So, can
I tempt you to say this is heterodiegetic-overt narration just like in the Eliot incipit? In other words, is
the voice we are hearing the voice of the narrator? - No, of course not, don't let me trap you again.
You will have noted, I am reasonably certain, that the third sentence begins with the words "Denis
knew", and this is a powerful clue. Once we recognize that Denis could be the text's reflector or
internal focalizer — the character through whose eyes we see the action - then the text is rather close
to the figural style of the Hemingway excerpt (1.12). And that is what it is, a figural narrative situation
just like we had in the Hemingway incipit. Let us try to prove our point, if possible beyond any
reasonable doubt.

1.23. Although this is not really a difficult text, the questions raised by it are difficult to answer on a
theoretical level. Any strategy that helps explain how readers process such texts is therefore most
welcome.

One such strategy is the 'FID test' originally proposed by Michael Toolan (2001: 132). FID is a common
abbreviation for free indirect discourse - a term which I am sure you have come across hundreds of
times already in your studies (we'll get to it later, section 8). Put simply, FID is a technique for
rendering a character's speech or thought. FID does this indirectly in the sense that it transposes
pronouns and tenses into the pronoun/tense system of the narrative's ordinary narrative sentences
(for instance, it may shift a first person into a third person, and the present tense into the past). But
there are no quotation marks, and often any identification of speaker, thinker, or perceiver (he
said/thought/noticed etc) is also dropped. As a consequence, there is often no formal difference
between FID (reporting a character's speech or thought) and a plain narratorial statement. Now, it
may not be very important whether a sentence is the one thing or the other - for instance, nothing
may hinge on whether It was twelve o'clock; he had plenty of time to catch the plane is just the
rendering of a character's thought or a piece of information given by the narrator, or even both. Then
again, it may make all the difference: suppose the clock is slow (a fact not known by the charactrer),
the character therefore misses his plane, the plane crashes ... you see what I mean.

In light of this, consider "It was the next station, thank Heaven". If we take that to be a representation
of a thought going through Denis's head, then we construe the sentence as FID. Read as a narratorial
statement, the sentence might express the narrator's relief - "thank heaven" - to have finally come to,
I don't know, this part of the exposition perhaps. Of course, this second reading is an entirely far-
fetched one. In order to test whether a sentence is FID or a narratorial statement, Toolan suggests to
construct two unambiguous and fully explicit versions — one which explicitly binds the sentence to the
point of view of the character, and another which explicitly binds it to the point of view of the narrator.
The next step is to assess, on the strength of content and context, which version has the better "fit".
Contrast these two versions, then:

I, the narrator, can tell you, the reader, that it was the next station, thank Heaven.
It was the next station, thank Heaven, Denis thought.

As might be expected, given the context of the sentence and the general content of the passage, the
second construction is much more plausible than the first one. Hence we conclude that the original
sentence is indeed a FID representation of Denis's thought. We can even 'backshift' it to recover its
putative original form - "It is the next station, thank Heaven" is what Denis very likely thinks, and we
see at once that it fits well. We could say that the FID test registers positively on the sentence in
question. The upshot of this is that we can now claim that the emotional tone projected from "thank
Heaven" is not the narrator's but Denis's.
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1.24. Let us now extend the FID test and turn it into an 'IF test' (this is not a common term), a test of
internal focalization. Internal focalization is mainly concerned with what is present or goes on in a
character's consciousness - thoughts as well as perceptions, feelings, emotions, memories. For
instance, that list of oddly named train stations - is that some kind of information that the narrator
provides for our benefit, or is it something that Denis rehearses in his mind? Again we should use
context and content in order to decide this question. We note, then, that the sentence preceding the
sentence in question actually tells us that Denis knows the names of the stations "by heart". Don't
write this off as an accident; rather, take it as contextual evidence supporting the interpretation that
he is now rehearsing them.

1.25. Huxley's text really requires us to make many similar decisions, and basically they all work out
in the same way. For instance, who is more likely to conceptualize the train's further progress as
"creeping indolently onward" and "snorting out of West Bowlby", the narrator or Denis? Who does not
really know (or perhaps care) where the train goes ultimately - "goodness only knew whither" - the
narrator or Denis? And who is the originator of the image of "the green heart of England"? Recall that a
standard authorial narrator normally has a huge knowledge privilege — up to omniscience, we said.
Well, I trust the pieces of the puzzle have long fallen into place. Yes, it seems we can easily ascribe all
judgments and expressivity markers in this passage to Denis, the internal focalizer. And, somewhat
surprisingly, the FID/IF test even works for the very first sentence, the sentence that may have looked
like plain narratorial exposition at first glance. Compare:

I, the narrator, can tell you, reader, that along this particular stretch of line no express had
ever passed.

Along this particular stretch of line (Denis thought) no express had ever passed.

While the IF test is never absolutely conclusive, it allows us to argue for or against a particular option.
In this case, we see that the internally focalized reading is quite an appropriate one. (Admittedly,
however, the story's first sentence could also be the incipit of an authorial narrative.)

1.26. To confirm our previous intuition, see how the text, as it progresses, jells into a plain case of
figural narration with all that's implied by it:

Denis took his chattels off the rack and piled them neatly in the corner opposite his own. A futile
proceeding. But one must have something to do. When he had finished, he sank back into his seat and closed
his eyes. It was extremely hot.

Oh, this journey! It was two hours cut clean out of his life; two hours in which he might have done so
much, so much — written the perfect poem, for example, or read the one illuminating book. Instead of which —
his gorge rose at the smell of the dusty cushions against which he was leaning.

Two hours. One hundred and twenty minutes. Anything might be done in that time. Anything. Nothing.
Oh, he had had hundreds of hours, and what had he done with them? Wasted them, spilt the precious minutes
as though his reservoir were inexhaustible. Denis groaned in the spirit, condemned himself utterly with all his
works. What right had he to sit in the sunshine, to occupy corner seats in third-class carriages, to be alive?
None, none, none.

Misery and a nameless nostalgic distress possessed him. He was twenty-three, and oh! so agonizingly
conscious of the fact. The train came bumpingly to a halt. Here was Camlet at last.

For an exercise, test your own intuitions by selectively applying the FID/IF test in this passage. Again,
all distinct voice-indicating emotional expressions will attach more plausibly to the internal focalizer
than to the narrator. This confirms what we found earlier, namely that any vocal quality of this text
belongs to the character, not the narrator. Ultimately, we can say very little about the narrator's voice
because the narrator effectively hides (himself and his voice) behind the presentation of the internal
focalizer's voice (and perception and consciousness). One could also say he hides his own voice by
imitating the character's voice.

1.27. Let's try another turn of the screw. As we are coming to the end of this section, I want to test
our present toolbox by looking at two further examples. The first is the incipit of Jane Austen's Emma
first published in 1816). For a fair division of labor, I propose to do most of the work at first, answering
the simple questions, and then you get a chance to have a go at the hard ones.
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CHAPTER 1

EMMA WOODHOUSE, handsome, clever, and rich, with a comfortable home and happy disposition, seemed
to unite some of the best blessings of existence; and had lived nearly twenty-one years in the world with very
little to distress or vex her.

This is clearly an overt narratorial voice engaged in giving concise and reader-conscious expository
information on the main character (a block characterization, as we will say later in this script). The
paragraphs that follow present additional background information on the Woodhouse family. The
narrator introduces a governess, summarizes Emma's childhood and adolescence, and comments on
the developing friendship between the two women thus:

She [Emma] was the youngest of the two daughters of a most affectionate, indulgent father, and had, in
consequence of her sister's marriage, been mistress of his house from a very early period. Her mother had died
too long ago for her to have more than an indistinct remembrance of her caresses, and her place had been
supplied by an excellent woman as governess, who had fallen little short of a mother in affection.

Sixteen years had Miss Taylor been in Mr Woodhouse's family less as a governess than a friend, very fond
of both daughters, but particularly of Emma. Between them it was more the intimacy of sisters. Even before
Miss Taylor had ceased to hold the nominal office of governess, the mildness of her temper had hardly
allowed her to impose any restraint; and the shadow of authority being now long passed away, they had been
living together as friend and friend very mutually attached, and Emma doing just what she liked; highly
esteeming Miss Taylor's judgment, but directed chiefly by her own.

Some of character traits attributed to Emma are obviously wholly conventional, others strike one as
slightly unexpected, perhaps deserving careful attention (and intonation!). Observe the projected tone
of voice in "and Emma doing just what she liked", for instance. At any rate, in the following paragraph,
the narrator gets down to a crucial point - the heroine's personality — more directly.

The real evils indeed of Emma'’s situation were the power of having rather too much her own way, and a
disposition to think a little too well of herself; these were the disadvantages which threatened alloy [=
impairment] to her many enjoyments. The danger, however, was at present so unperceived, that they did not
by any means rank as misfortunes with her.

Clearly, this is said in a judgmental tone, and whatever else may be entailed by the summary
characterization of Emma it is not an entirely positive one. Note that the narrator contrasts Emma's
conscious thoughts and views with something she is not conscious of.

1.28. (Emma, continued.) The paragraphs following the preceding passage now move from plain
exposition of background information (often using sentences cast in the past perfect tense) to a
presentation of more concrete events and action (cast in the simple past, the novel's basic narrative
tense). The novel's action proper begins on the evening of Miss Taylor's wedding day, an event which
causes a major change of state in the affairs of the protagonists.

Sorrow came — a gentle sorrow — but not at all in the shape of any disagreeable consciousness — Miss
Taylor married. It was Miss Taylor's loss which first brought grief. It was on the wedding-day of this beloved
friend that Emma first sat in mournful thought of any continuance. The wedding over and the bride-people
gone, her father and herself were left to dine together, with no prospect of a third to cheer a long evening. Her
father composed himself to sleep after dinner, as usual, and she had then only to sit and think of what she had
lost.

The event had every promise of happiness for her friend. Mr Weston was a man of unexceptionable
character, easy fortune, suitable age and pleasant manners; and there was some satisfaction in considering
with what self-denying, generous friendship she had always wished and promoted the match; but it was a
black morning's work for her. The want of Miss Taylor would be felt every hour of every day. She recalled
her past kindness — the kindness, the affection of sixteen years — how she had taught and how she had played
with her from five years old — how she had devoted all her powers to attach and amuse her in health — and
how nursed her through the various illnesses of childhood. A large debt of gratitude was owing here; but the
intercourse of the last seven years, the equal footing and perfect unreserve which had soon followed Isabella's
marriage on their being left to each other, was yet a dearer, tenderer recollection. It had been a friend and
companion such as few possessed, intelligent, well-informed, useful, gentle, knowing all the ways of the
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family, interested in all its concerns, and peculiarly interested in herself, in every pleasure, every scheme of
her's; — one to whom she could speak every thought as it arose, and who had such an affection for her as could
never find fault.

How was she to bear the change? — It was true that her friend was going only half a mile from them; but
Emma was aware that great must be the difference between a Mrs Weston only half a mile from them, and a
Miss Taylor in the house; and with all her advantages, natural and domestic, she was now in great danger of
suffering from intellectual solitude. She dearly loved her father, but he was no companion for her. He could
not meet her in conversation, rational or playful.

First of all, the knowledge privilege now exhibited by the narrator confirms that this is a heterodiegetic
narrative situated in a typical authorial narrative situation (as you surely suspected from the
beginning). There is no experiencing-I in the action, and a first-person narrator would have no way of
knowing how Emma spent her time on the evening of that particular day.

1.29. More importantly, however, as you go through the text, you will (hopefully) notice a gradual
development and shift in narrative orientation. Try to put your finger on it. First of all, the text begins
to focus on single, concrete events. Whereas at the beginning of the novel we were given summary
accounts of large-scale events (Emma's mother's death etc), we are now situated in the middle of an
ongoing action sequence. Does this development go hand in hand with what we have previously
identified as 'internal focalization'? Of course, we could easily apply Toolan's FID/IF test questions. Is it
the narrator who, reader-friendly and duty-bound as she is, informs us of the fact that "The event had
every promise of happiness for [Miss Taylor]"? In other words, is this an important piece of factual
information she wants us to know? Or is there an alternative reading? Next, who is the source of the
text's reference to "all her [Emma's] advantages, natural and domestic" - the narrator? (Remember
the narrator's earlier comment about the "unperceived" disadvantages and dangers of Emma's
situation, and that Emma had a tendency to think "a little too well of herself".) Again, who is a likely
source for the judgment that "her father [...] was no companion for her. He could not meet her in
conversation, rational or playful" - the narrator? And what difference does it make if it were not the
narrator?

We can sum up the whole of the previous line of questioning by asking, how many voices does
Austen's text project? And what are the consequences? Watch out, these are loaded questions, and
they come with a host of interpretive implications (which is, of course, exactly what we need).

"Emma is the climax of Jane Austen's genius and the Parthenon of fiction" (Ronald Blythe, Introduction
to the Penguin edition). OTT as it is, support Blythe's judgment by showing two things: (1) that the
text is entirely modern in its anticipation of a modern narrative technique; (2) that the global narrative
design of the novel is effectively implied and established right at the beginning (you'll have to
speculate a bit on what the novel is going to be about).

Hopefully you are tending towards the following answers. We are beginning to hear two voices, that of
an authorial narrator and that of Emma, often both in one sentence. The figural elements of the text
show the beginnings of the historical move towards the figural narrative situation, to be properly
invented roughly 100 years later. In the novel, Emma will learn, from experience and mistakes, how to
acquire better judgment and how to make better decisions. Have a look at David Lodge's skillful
disentangling of the two voices (Lodge 1992: 5-6):

Jane Austen's opening is classical: lucid, measured, objective, with ironic implication concealed beneath
the elegant velvet glove of the style. How subtly the first sentence sets up the heroine for a fall. . .
"Handsome" (rather than conventionally pretty or beautiful . . .), "clever" (an ambiguous term for
intelligence, sometimes applied derogatively, as in "too clever for her own good") and "rich", with all its
biblical and proverbial associations of the moral dangers of wealth; these three adjectives, so elegantly
combined (a matter of stress and phonology - try rearranging them) encapsulate the deceptiveness of
Emma's "seeming" contentment. . . [I]nterestingly enough, we begin to hear the voice of Emma herself in
the discourse, as well as the judicious, objective voice of the narrator. . . we seem to hear Emma's own,
rather self-satisfied description of her relationship with her governess, one which allowed her to do "just
what she liked".

1.30. Finally, here is another incipit, this time from Raymond Chandler's The High Window, first
published 1943. Write down a protocol of your reading experience; pay particular attention to your
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understanding (or non-understanding) of the narrative situation as it evolves from sentence to
sentence. The bracketed note numbers in the text refer to the "questions and hints" section below.

Chapter One

THE house was on Dresden Avenue in the Oak Knoll section of Pasadena, a big solid cool-looking[1] house
with burgundy brick walls, a terra-cotta tile roof, and a white stone trim. The front windows were leaded
downstairs. Upstairs windows were of the cottage type and had a lot of rococo imitation stonework trimming
around them.

From the front wall and its attendant flowering bushes a half-acre or so of fine green lawn[2] drifted in a
gentle slope down to the street, passing on the way an enormous deodar[3] around which it flowed like a cool
green tide around a rock. [...] There was a heavy scent of summer on the morning and everything that grew
was perfectly still in the breathless air they get over there on what they call a nice cool day.[4]

All I knew about the people[5] was that they were a Mrs Elizabeth Bright Murdock and family and that she
wanted to hire a nice clean private detective who wouldn't drop cigar ashes on the floor and never carried
more than one gun.[6] And I knew she was the widow of an old coot with whiskers named Jasper Murdock
who had made a lot of money helping out the community, and got his photograph in the Pasadena paper every
year on his anniversary, with the years of his birth and death underneath, and the legend: His Life Was His
Service.[7]

I left my car on the street and walked over a few dozen stumbler stones set into the green lawn, and rang
the bell in the brick portico under a peaked roof.[8]

Questions and hints:

1. "Cool-looking", it might be argued, is part of a textual isotopy (a network of semantically
related concepts, see P3.6 if you want). Underline the other occurrences, repetitions, phrases
related in meaning.

2. What note is struck by indicating the size of somebody's lawn in acres?

"Deodar" - had to look it up, it's an "East Indian cedar", Webster's Collegiate says. What does
that tell you, I mean, not about me, about the narrator?

4. "They" - as in "us and them"?

5. What is your intuition here - narrating-I, experiencing-I, or self-reference of an authorial
narrator?

6. That may be what she wanted, but was it what she got?
7. Any comment on projected attitude, tone, etc?

8. It certainly took a while, but now the text's narrative situation is finally firmly established. Why
did the narrator do it the way he did? By way of experiment, what would one have to do to
transpose ("transvocalize", Genette would say) this passage into a figural narrative? It is
absurdly simple: change four words and it is done... [A. change the first-person pronouns to third.]

1.31. Here is a survey of the main features of the incipits discussed in this section.

Text Overtness | Type Narrative Situation
(Genette) (Stanzel)

Salinger: "If you really | highly homodiegetic | first-person

want to hear about it overt

Cozzens: "The neutrally heterodiegetic | neutral (unobtrusively

snow