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NAMING IN NARRATIVE

In narrative contexts. naming involves the use of
singular terms. a class of designators or referring
gxpressions functioning like individual constants in
a proposition, to label an entity or set of entities in
a *storyworld or any of its subdomains. Naming
practices are meant to ensure the identification of
the furniture of the storyworld and the continuity
of *reference to a given entity throughout the
*narration (see EXISTENT).

The terms used for naming can be classified into
proper names (or letters or numbers), pronouns and
demonstratives, and definite descriptions (see

. DESCRIPTION). While proper names are the major
- maming device in literature, they are not indis-

 pensable. A story with two or three *characters cani
make do with pronouns, and *novels have been
‘Written in which all characters are designated by
' 1hﬁmt.!’: descriptions. In autodiegetic narratives,
such as Dostoevskii's Notes from Underground, the
arrator-character’s name may never be men-
tioned, or occur just once in a *gquotation from an
' by another character (see NARRATOR)-

=0 t *authors show clear preference for partl >
Kinds of naming devices - for exampl
Tiption in Zola and proper NAMES in Flaube{rt,
contrastive use of names and definite descib
of a narrative Int®

chai ; S
lblill:::q ]C_ll']eiisil;r]\in?:::nu:sehc?herence and intellig-
by Catherine Em prom begn Py o
such as a ma:l j: ttl::}qm) b
: ‘ an— John — he = the
SINEEE, CIC. A semantic approach studies the role of
names in establishing a storyworld’s cast of char-
acters and how they enable readers to answer
questions such as: who is there, how many are
there. who is who. who did or was such and such,
and is it (still) the same individual? (see NARRATIVE
SEMANTICS). Cognitively viewed. singular terms are
names of mental files we keep on characters or an
anchor for our construction of mental models of
them (see COGNITIVE NARRATOLOGY: NARRATIVE
COMPREHENSION: SITUATION MODEL). In the course
of the narrative text. relations of co-reference,
temporary or permanent, are established between

different singular terms. A
tasn
Inside a stox:y\w{orld, proper names a‘i:ndi v,dfz
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: Nmatee, a coinage of classical, *structuralist
narratology, designates the addressee to vs(hom. a
L *narrator tells his/her tale. The narratee, like his/
her counterpart the narrator, is integral to a com-
munication model of narrative (see COMMUNICA-
TION 1IN NARRATIVE; FUNCTION (JAKOBSON);
NARRATIVE TRANSMISSION). This model is based
on a strict non-crossable ontological separation
between the double, two-partner transaction: an
‘external’ one between the ‘real’ *author and ‘real’
reader (e.g., respectively, Austen and anyone
reading her novels) (see AUDIENCE); an ‘internal’
transaction between the narrator and the narratee,
Who are part of the *fiction but not necessarily part
of ;the fictional world (where the *characters are),
oeing one level above it (Rimmon-Kenan 1983,

narration entails
narratees always occupy the
on (Genette 198() [1972]). Thus

atives (e.g, Shelley’s Franken-

same leve] of narratj

Ome strands of *
10 not subscribe

nodel of narrative, may omit the tepy, «
:;fodge:ther (Abbott 2002: 187_97) or may ::‘.e
convenient synonym for a‘uchtor,.d, :
strict  ontological ’.and hierarchical .immimmg\
explained above (‘insofar as a text i pog
 address a reader [or ﬂal'l"d[e,*ff] ) (HUderm‘k 1996,
Other postclassical strands focus not on idey| iy
constructs, but on an empirical study of .
nication and literary response (see Rgc
THEORY). Such work examines the relatiop
narrators and real as opposed to id.ea] reade,
(Bortolussi and Dixon 2003: 66-69); by implication
it either understands the narratee as Synonymoyg
with a listener, or has no need for the concept g
all. It also denies, in effect, the validity of the non-
crossable ontological boundaries of the communjg.
tion model outlined in structuralist narratology,

Narratees can be ranged along a scale of

more or less detailed characterisation: from total
absence (Maupassant, “The Necklace’), through
minimal characterisation (the out-of-town customer
of Whitey in Lardner’s ‘Haircut’), to fuller char-
acterisation (Victor as the monster’s narratee).
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The process of fictitious narrating is not acces-
sble to the reader unless reported either by the
parrator himself’ or herself or by a higher-level
narrator. These two cases are exemplified in
Conrad’s Heart of Darkness when, on the one
hand. Marlow as embedded first-person narrator
recounts his own narratorial activity as follows:
“When you have to attend to things of that sort. ..
the reality, I tell you — fades..., “Try to be civil,
Marlow”, growled a voice, and I knew there was at
least one listener awake beside myself’ (49); and
when, on the other hand, the frame narrator
reports: ‘[Marlow] was silent for a while.... He
paused again as if reflecting, then added. ..’ 39,
Not surprisingly, in narrative fiction, where only
the verbal signs are accessible to the reader, the
fictive narrating has no other way to present itself
except through being reported. And when it
becomes an object of narration, it either becomes
part of the story (when narrated by a higher-level
narrator) or part of the discourse (see STORY-
[?ls(Ol'RSE DISTINCTION). Generally speaking, apart
from the issue of temporal orientation (whether the
narraling is retrospective, simultaneous, or pro-
Speclive in relation to the narrated *events; se€
T[IME IN'NARRATIVE), there is no necessity for the
‘;{t;‘;\lng to be an explicit element of narrative.

‘vhen the fictive narrating is not mentioned as such
HA“ usually ‘considered have no duration’
Sace ::l;m ered to have n 0
OSoitet & 5 :i“ see also Sl}clw 2.()‘()1 i 11’1 the Llst:

. dCDCrs()n-c;;'O- *:iugeu-c m'\rra.lmn. 11‘1hc‘ nn(; l‘d-.wi,:,;
only gc{ dLN narrative msluncf:. lL‘l,'L'r‘\.:‘. 4
mbadia u.\s to \lhc words reported via a L;b‘
Words for 1;“?&'&’.}1 l_‘cadcrs try to look.bchuluirt “i
the V\’l‘ilcr\];]l}d}“mng process, they will only lin¢

2 S writing hand.

l‘s:v]riflfhc real process of nzu"l'u'livng lies bcynnd
Not 'dCccg:l‘:\-,;‘)m-“mvc and the llcmmus-‘pmu.s%'lf
sSible unless narrated, many nari atologists

have refrained from making narrating amm S
category in their classification of the dimensions of
written narrative. % e

SEE ALSO: communication in narrative; narrative
transmission e ek
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NARRATING-I

The *narrator in a first-person narrative; specifi-
cally, in retrospective first-person *narration, the
older self who recounts the experiences undergone
by the earlier ‘experiencing-I". See¢ NARRATIVE
SITUATIONS (also PERSON; TIME IN NARRATIVE),

NARRATION

‘Narration’ can be synonymous with *narrative’
when referring to individual narrated texts, as for
example in the narration or narrative of a life (see
LIFE STORY). But in most analytic discussion of
narrative, narration is more closely synonymous
with *narrating’ or the production of narrative,
and thus is subsumed within the larger category of
narrative. Genette, for example, identifies narra-
tion as one of the three levels of narrative, along
with story (histoire) and narrative dls :
(see STORY-DISCOURSE DISTINCTIO! |
opinions vary regarding the qp;?hoa on ¢
term, ranging from a tight restriction to
verbal narration by a *narrator to usa
broad as to encompass the entirety: of
discourse. = VR
Even in its narrowest Sense,
complex subject, containing wit
number of narratological
analepsis (se¢ TEMPORAL (
view. *voice, *suspense and
omniscience, and others too 1
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Narration can also be a formal attribute of
augmented reflexive attention in fiction, particu-
larly as *thematised in *modernist and *post-
modernist fiction. A considerable body of later-
twentieth-century commentary on narrative has
drawn attention to the ways in which, in certain
texts, narration can absorb a great deal of the
reader’s or *audience's attention, often at the
expense of the story itself (see REFLEXIVITY).

Verbal narration, quotation,
monologue, and interior monologue

The term ‘narration’ has been traditionally
restricted to the verbal (oral or written) production
of narrative by a *narrator (Cohn: Genette;
Prince). At times. the term has been further
reduced from a global to a local concept by dis-
tinguishing it from *quotation or monologue,
which are set off in some way by quotation marks
and/or by phrases like “he said’ and ‘she said’ (see
SPEECH REPRESENTATION). The argument for this
position turns on the fact that quotation, insofar as
it occurs within the story, is more mimetic than
diegetic, in that 1 s directly presented rather than
ingirectly represented through the narration (see
DIEGESKS: MIMESIS). Bal n addiion to stressing
parration’s difference from ‘embedded texts lhike
dalogues and monologues. draws attention to
those RUmerous segments of almost any ‘parrative’
mxt (22 segmenls imvolving *descmption of
e taRArTalve comment) that do not parucpals
i the marrabon of the story.

Discussion of parraboa and quotanioa has also
been mpacted by the common confusion between
Williane James's concept of Stresm of comsSCI0usS-
Edouard Dujardin’s term WO

mopologue’ (e STREAM OF CONSCIOUSNESS AND
EXTERIOR MONOLOGUE. THOC GET AND CONSCHOUS-
NESS REPRESENTATION (urrERaTUREN: The former
i meant 3s 3 desmphon of the moment-O¥-
prooment How ami testuwe of COMSTHIGSEESS. The
Wﬁlm\i of seprescninng £ For James.

powewer. 0 sopenny of COMSOOUSIESS mciudes

more than language and therefore more {
be directly represented in a monologue. Moreoye,
as Cohn points out, the term:«*inteﬁet?'mmlﬂf; -
itself has been used to designate two very differen;
things with two very different modes of narratiye
production, the one a technique of ‘presenting 4
character’s consciousness by direct quotation of
his thoughts in a surrounding narrative contexy’
and the other ‘a narrative genre constituted in itg
entirety by the silent self-communion of a fictio-
nal mind’ (15) (see GENRE THEORY IN NARRATIVE
stupIES). Thus Joyce deploys frequent passages of
interior monologue in Ulysses, but with the
exception of the ‘Penelope’ chapter these passages
are contained within and mediated by narration in
the third-person. Dujardin’s Les lauriers sont
coupés, by contrast, is interior monologue in its
entirety and therefore essentially ‘direct’ first-per-
son discourse. As Cohn points out, where the genre
is a comparatively recent development, the tech-
nique is a natural outgrowth of a long tradition of
representing consciousness by quotation within
third-person narration.

The validity, or at least usefulness, of the dis-
tinction between quotation and narration is com-
plicated by the fact that narration can be and
frequently is found embedded within monologues
or quoted discourse, and much of this ‘embedded
narration’ conveys events of the story within which
the quotation occurs (see EMBEDDING FRAMED
NARRATIVES). Correlatively, entire *novels nar-
rated in the first-person are in essence long quo-
tations. The tension involved in maintaining the
distinction between quotation and narration can
be seen in 2 narrative fike Hearr of Darkness m
which. within 2 few pages, the anonymous third-
person narrator who begins the narration in cffect
hands over the discourse to a character, Mariow,
whose words, though technically bemg quoted,
narrate the rest of the novel with few mterruptions.
The distinction between narTation and quotation s
made even more difficult by the very common
novelistic practice of *free mdirect discourse,
whichk as Cobm oDserves occupies "2 position
astride parration and guOtation’ (14). fosmg as &t
does third-person BArration With the language.
mtosation. and mamner of 2 *character ®ithin the
parrative {see DUAL-WOICE HYPOTHESIS) Omne could
srgue. however. that I WIEeR rexrs thers @ m fact
o dirert discourse. SmCe. S Banfieid contends.
cven quotation is mediated by comventoRs that
separate L from oral AsCourse.





[image: image5.jpg]= Whether for these reasons of oOthers or g;

to expand the framework for ilmvcsl;galils’:nply
production of narrative, recent studies of n'lr]: 'lhe
have broadened the focus of inquiry o “(1(: ation
where narration no longer strictly denotes n'u.rl‘)::'mt
production by a narrator. arrative

Classification by tense

i ol ndestood s presin
: %y Y happened by the *time of
‘t.he narra.txon (either ac.lual, as in historical narra-
tive, or mvemeq. as In *fiction) (see HisTORIO.
GRAPH\.(). Narration, in other words. is understood
to mediate a story, either true or fictional, that in
some way 'precedes the narrative. For this reason,
narration 1s rendered most commonly in the past
tense (‘Margaret picked up the scissors and ran at
her accuser’). Not infrequently, however, novelists
have deployed the present tense to narrate action
i the past. Usually referred to as the ‘historical
present’, this move is thought to heighten the
immediacy and dramatic impact of the narration
(*Margaret picks up the scissors and runs at her
accuser’). Casparis argues that such narration
diminishes reader-awareness of narration alto-
gether, throwing the stress on perception: ‘Plot,
character development, logical causal framework
are relinquished in favour of the act of perceiving’
(74). The device is also common in narration that
occurs naturally in the ordinary course of con-
versation (‘So I'm heading for the train station
when suddenly this thunderstorm comes out of
nowhere’; see CONVERSATIONAL STORYTELLING:
NATURAL NARRATOLOGY).
~ Narration in an actual, rather than a historical,
present raises the issue of when what we read or
witness is no longer narration but rather the
unfolding of events as they happen. Cohn (1978)
- and Fludernik (1996) both note that one cannot at
~ the same time live a story and narrate it. Whether
one agrees with this or not, art forms like Fole:
~ playing games, theatrical improv, or ‘happenings
: wmgﬂw to be as unmediated as life 1tse1'f
~ and therefore not examples of narration until
SR mmeat(seeDRAMAANDNARRATI\,’E:
ATIVE, GAMES, AND PLAY). ‘Current report: —
ssent-tense reporting of events as they hap-
rts. on-the-scene news; see¢ SPORTS
though a mediated presenta-
to be so tied to the
uably) not to qualify as

NARRATION 341

tion 1s multi-functional and can substitute ‘for all

lenses except the present
1 s perfect and th 3
(Fludernik 1996: 254), Wi

towlifijw:}:nﬁ er‘ na}rrqtive theory"s tra.ditional bias
i s pds.l-fdcuve-completlve triplet’ and the
12;3::3;11““0{%1 hzioll(ljf;(rjzti;? of gvent-rep‘resentational
» Margolin has used the tense-
aspect-modality (TAM) approach to try to shar-
pen theoretical discriminations between kinds of
narration on the basis of temporal features and
‘reality status’, For Margolin, any adequate ana-
lysis of narration in one of the three commonly
recognisable types — in his terms, retrospective
narration (past), concurrent narration (present),
and prospective narration (future) — requires fur-
ther discrimination of a multitude of potential
meaningful differences within these types depend-
ing on whether the action is completed or in pro-
gress and whether the world invoked is ‘actual,
non-actual, hypothetical, indeterminate, counter-
factual, wished for, ordered into being’ (143; see
MODALITY). Naturally, the probabilities of one or
the other of these modal variants depends to some
degree on the temporal position of the event in
relation to the narration (e.g., the ratio of actual
to non-actual modalities is usually higher in ret-
ronarration than in concurrent or prospective

narration).

Classification by person; homodiegetic
and heterodiegetic narration; reliability

In addition to classification by tense, !(iqu of
narration have traditionally been discriminated
according to the grammatical person of the nar-
rating voice. Far and away the c.:ommc?nest types
are first- and third-person narration, vmh second-
person narration forming a comparanvely.s‘»mall.
though growing body of t.exts..As the basxsi qf 'a;
useful system of classnﬁcanon,. gramrpanc;
person is fraught with difﬁculty, begmnmg with the
fact that third-person narration is so frequently
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Stanzel deve kinds of marration according (o

: f the
paradigm © ‘mediacy’ (see NARRATIVE SITUA-

heir degree of * : TU/
lno;{s). All elements of the paradlgm fall within
three major modes of narration: first-person nar-

ation (internal to the story), a‘uthoriatl Bl
(external to the story), and figural’ narration
(conveyed largely through the unspoken percep-
tions of a character operating as a ‘reflector’).
Genette similarly promoted a distinction between
homodiegetic and heterodiegetic narration, the one
emanating from a character inside the diegesis, the
other from a voice or character outside the dieg-
esis. But Genette did not adopt the concept of an
unspeaking narrator, developing instead the
subsidiary concept of *focalization in place of
Stanzel's reflector-mediated figural narration.
Another notable reaction to the inadequacy of a
system based on grammatical person is Booth’s
stress on the *reliability of the narrator. An author’s
ftrateglc choices, for example, of ‘dramatised’ or
unfiramatised’ narrators, of ‘observer narrators’
0; narrgtor agents’, affect the narration’s degree
z(i)ctieon:\m;or:jal and perspectiyal distance from the

nd hence the reliability of the views

e 3 ;
‘bedded In the narration (see EMOTION [N
NARRATIVE; PERSPECTIVE)

Locati
ating second-person narration n any com

.

: natical second I
- . “ - 7 erS
mmplicit concomitant of narratio e il

anq instructional modes. Yet g
ration is also arguably g

n1n the imperatiye
econd-person nar-

For those who w
the production of n
presented in drama,
*media are non-narratio
these media often contain
characters who address the aud
through *voice-over technique, s
ration is rarely sustained, most 0O
action being freighted by perforr
visual and aural elements. Yet the
has been widely applied to non-ve
static pictorial media like paintings
NARRATIVITY; VISUAL NARRATIVITY).
course on film especially, narration ce
broad concept, referring at times to th
effects of all the elements, verbal and
that generate the narrative as it 1
SOUNDTRACK). Bordwell, for exam
within the concept of narration both *
style, a combination that is close to what
American narratological thought is refe
‘narrative discourse’. o
The issue of whether or not narrati

matel_y to the effort to distihguishé
showing or presenting from repr
SHOWINQ VS. TELLING). These in turn
ambiguities in the classical distin}

diegesis and mimesis, first introduced

ki PIC poetry) and perform
e P(,m' 5 ODE). Shortly thereafter, A
¢ ies subsumed Plato’s distineti
e I:Sucl; broader, concept of min
fomxinl; steh the subcategories of telling ¢
ks ether following Aristotle’s lead:
Bt i:ones of narration have stres :
Ol can be a matter of *performan
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:l r:hcr proadened and complicated the whole

dmuﬂlf‘“ by including within the concept of

iion, not only formal narrational elements of
b qs and diegesis, but also the *agency of the
m?ﬁ:‘tor While Branigan insists on the distinction
hl;:wcen narrative discourse (the complete textual
system as objec) and narration (the implied or
L\pllt!‘ activity of a subject in grasping elements
of that system), he nonetheless greatly extends
the direction Stanzel took when he introduced the
idea of unspoken narration. Branigan’s complex
understanding  of narration allows for multiple
kinds of knowing, including the shifting under-
sandings of both characters and spectators. In
Bordwell's ‘constructivist’ account, narration is the
process of eliciting the spectator’s construction of
the film by a complex stream of cues designed to
trigger schemata that pre-exist in the spectator’s
consciousness (see SCRIPTS AND SCHEMATA). Encom-
passing and transcending not only voice-over but
also the information produced by the camera eye,
this is narration without a narrator. Indeed, on this
view, a narrator is simply another among a mul-
titude of schemata that may or may not be cued by
the narration.

Foregrounding narration

In much twentieth-century fiction, narration itself
has become a point of focus and in the process has
lended to keep the reader from an *immersion in
the story untroubled by questions regarding its
lransmission  (see  NARRATIVE TRANSMISSION).
Th(’“’oh this development is one of the common
slumlurcs of modernist and postmodernist fiction,
I can be found in earlier narratives like Sterne's
Life and Opinions of Tristram Shandy (1759-1767)
< Diderot's Jacques le fataliste et son maitre
(1796). The twentieth-century increase of novels
Lll:)l(;]: ;:m”"‘ of the narrative present (Fludernik
In focy l)‘Wou[q appear to be a part of this switeh
the op,. S drawing attention, as Casparis argues, (o
“2oing production of the narrative,
'Lﬂuhth Shift of focus has been frequently seen (o
a crisis of epistemology in which doubt is

1mposs1bi11ty' of original s
places emphasis of the tal
tion itself” (262). Where Bro:
a modernist exhaustion of
Hutcheon and McHale, fol
Barthes, stress the way postmode
invitation to the reader to p:
the world-making process of narratior
WORLDS THEORY; READER-RESPONSE TH
WORLD). The optional and transposable
some forms of hypertext fiction (see DIG
NARRRATIVE) can be seen as variants of
trend. The collaborative products of *i

fiction would seem to carry this process even fi
yet they also raise again the question di
above: whether or not ‘narration’ is an F
term for projects (like role-playing games
theatrical improv) that invent themselves as the
go along.

SEE ALSO: evolution of narrative forms;
modernist narrative; novel, the. postmoderrn
narrative
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est in the phenomenon that forms the

neyclopedia dates back to a couple
oth in Western and non-Western
ly in the past fifty years that the
ive has emerged as an autono-
quiry. From Aristotle to Vladimir
ercy Lubbock to Wayne Booth,
»sophers who are regarded
neers of narrative theory were
ith narrative proper but with
es, such as *epic poetry,
 the *novel or more generally
rative literary fiction’. It was
structuralism, more particu-
1d Claude Bremond, to

- comparable to the overt working of narrative 1

accompanied by a semantic broadem,,g they
liberated narrative not only from litcrary for
but also from any kind of textual support, A decis
influence on the current uses of narrative wag Jean
Francois Lyotard’s concept of ‘Grand Narrativc:
(see MASTER NARRATIVE), as outlined in Tp, Pogy
modern Condition. Lyotard contrasts g ‘“a"ative’
type of knowledge, typical of ancient SOCieties
where *truth is guaranteed by the special stagyg of
the storyteller within the community, with 4 *sci.
entific type in which *authors are supposed 5
provide proof of their claims. But scientific dis-
course is unable to guarantee its own validity, since
it rejects authority. During the nineteenth-century
science sought legitimation in what Lyotard calls,
‘Grand Narratives’: sweeping explanations thy
present scientific knowledge as the instrument of
the historical self-realisation of an allegorica]
*hero variously named Reason, Freedom, the
State, or the Human Spirit (see ALLEGORY), Three
features distinguish ‘Grand Narratives’ from the
little stories that we exchange in daily life: they
concern abstract entities rather than concrete
individuals (see CHARACTER: EXISTENT); they may
exist as collective beliefs rather than as the message
of particular texts; and they inherit the founda-
tional role of *myth with respect to society rather
than being told for their *anecdotal or entertain-
ment value. Little stories and Grand Narratives
share a temporal dimension, but while the former
simply recount historical (or pseudo-historical)
*events, the latter deal directly with a capitalised
History. The tacit existence of the Grand Narra-
tives, as well as their explanatory and abstract
nature, paved the way toward the ‘Narratives of
Race, Class, and Gender’ or the ‘Narratives of
Identity’ of contemporary cultural studies (s¢¢
CULTURAL STUDIES APPROACHES TO NARRATIVE
NARRATIVE EXPLANATION).

The increasing popularity of the term nar
tive’ also reflects the epistemological crisis of con-
temporary culture. ‘Narrative’ is what is left Whe
belief in the possibility of knowledge is eroded: T
frequently heard phrase ‘the narratives of scieic’
popular in the new field of science studies, a1
the implication that scientific discourse do¢s nOt
reflect but covertly constructs reality, do¢ nfo
discover truths but fabricates them accordin ”
the rules of its own game in a process djsturb:‘gc_
n. Calling a discourse ‘a narrative’ or ‘4 ﬁggs

order to question its claim to truth
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ries to Capture the
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RUMENT); harrative allows human
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ll]inkin[lvll};): Narrative is a particylar mode of

Parlicul%’ ¢ mode that refates 1o the concrete and
ar as opposed to the abstract and general

beliefs that define cultyra] *

: s €€ DISCOURSE ANALYSIS
( F()U(J/? ULT); IDEOLOGY AND NARRATIVE); narrative
18 an instrument of self-creation; narrative is 2
repository of practical knowledge, especially in *oral
cultures (this view reminds us of the etymology of
the word ‘narrative’, the Latin verb gnare, ‘to
know’); narrative is a mold in which we shape and
preserve memories; narrative, in its fictional form,
widens our mental universe beyond the actual and
the familiar and provides a playfield for thought
experiments (Schaeffer 1999); narrative is an inex-
haustible and varied source of *education and
entertainment; narrative is a mirror in which we
discover what it means to be human.

While descriptive observations such as these
can live in peace with each other, dgﬁnitional
approaches tend to provide cc_)nﬂlctmg views of tl}e
nature of narrative, since different scholars will
single out different features as constitutive ct)f
#narrativity. The follo“qng dllgmmas illustrate
some of the more contentious points.

identities; narrative 154

e vary according to culture and
do the fundamental conditions

. 0 : .
of narrativity constitute cognitive universals (

‘ 2 That narrative was slow
RATIVE UNIVERSAI'.S). b
e erge as a theoretical concept, and only anoz’o
o 'fion withi ic culture, seems ;
rspeawoin'l favour of a relativistic approach, bmsto;
uitu ‘v:: ific feature could be the' awarenes
1lture-spe
fﬁc concept, rather than th;l: prfape
i The relativistic approac
L ity: if narrative takes ra

Jture, where S

(1) Does narrativ
historical period. of

the common
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o i hese
denominator that justifies the labelling of t

forms as narrative? If one opts for the cultucl‘:;
universal approach, the obvious dn'iTerel:l .
between the narratives of difTerent.Pef_‘Ods p r
cultures are a matter of thematic filling in and =
variations on a common basic structure. Slmllarl?,.
the *epic plot and the dramatic *plot can be seen 1IN
Western cultures as different realisations of a
common scheme.

(2) Does narrative presuppose a verbal act of
*narration by an anthropomorphic creature called
a *narrator. or can a story be told without the
mediation of a narratorial consciousness? Gerald
Prince (2003: 58) defines narrative as the repre-
sentation of real or fictive events by one or mqre
narrators to one or more *narratees. The opp051}e
position is represented by the film scholar David
Bordwell, who argues that film narration does not
require a narratorial figure (see NO-NARRATOR
THEORY). Some scholars have attempted to
reconcile the narrator-based definition with the
possibility of non-verbal narration by analysing
drama and movie as presupposing the utterance of
a narratorial figure, even when the film or the play
does not make use of *voice-over narration
(Chatman 1990).

(3) Can the feature of narrativity be i1solated as
a layer or dimension of meaning, or is it a global
effect toward which every element of the text
makes a contribution? The first position makes it
legitimate to divide the text into narrative parts
that move the plot forward and non-narrative
parts where time stands still, such as digressions,
philosophical considerations, or the moral of a
*fable (see STORY-DISCOURSE DISTINCTION). But
this analysis runs into difficulties in the case of
descriptions: while extensive *descriptions can be
skipped without causing the reader to lose track of
the plot, *characters, and settings could not be
identified without descriptive statements (see SPACE
IN NARRATIVE). If the purpose of narrative is to
evoke not just a sequence of events but the worlds
in which these events take place (see STORY-
WORLD), then descriptions cannot be excluded
from the narrative layer, and the distinction
between narrative and non-narrative elements is
blurred. Literary theorists, who generally adhere to
the dogma of the inseparability of form and con-
tent, tend to favour the second possibility: narra-
tivity as a global effect. Among them is the critic
Philip Sturgess, who writes: ‘Narrativity is the
enabling force of narrative, a force that is present

ive’ inevitabl
i e narrativeé (29). The ine able
atevery PO fe position is that narrativity

: o
consequence . . ishable from aesthetlc.: tele
.- ts it, from the consistency

t uses its devices (36). Smc:e
s que to each text, so 1s

undefinable.

ology. or. as gturgess pU

g Lt o -
with which s
aesthetic teleology 15 U

: es
narrativity, and 1t becri’]zter of form or a matter of
. parrativity @
(4) Is narra

arrativity as form
content? The proponen(t)sF)o:“aEicalise i
(see REALISM. THEORIES es that a given i
Havden White, WhOmEE resented either as an
of historical events can be repa +chronicleiobeying
unstructured list (*annal_S)- ?;Sut lacking a compre-
certain principles of upnc}il le. or as a fully formed
hensive explanatory .pnvr;hi;éh .events axe apieiieg
plot (= narrative), In But if historical
according to a global teleo]og}’- 1 T
events can be made into stories as well as mt
something else (for instance 1nto diplomacy tex,-
books relying on historical examples), dogsnrt)
narrative require specific types of raw materlgls.
Can one turn Einstein’s famous equation,
E — MC2. into a story without adding anything to
it? One way to resolve the dilemma of form vs.
content is to invoke the linguist Louis Hjelmslev’s
distinction between form and substance, a dis-
tinction that applies to both the content plane and
the expression plane of a text, i.e. to signifieds and
signifiers. Narrativity in this perspective would
reside on the content plane, not on the expression
plane, but it would consist of both a certain form
(expressed by concepts such as plot, *story arc, or
*Freytag’s triangle) and a certain substance
(characters, settings, events, but not general laws
or abstract concepts).

(5) Should a definition of narrative give equal
status to all works of literary fiction, or should
it regard certain t'ypes of postmodern novels
tings, and eveﬁts but refers = Charact.ers, i
contents into a .deterr:': 'uses 0 “organiss i

o : mnate story expand the
meaning of narrative, making it historicall
variable, ot :dona it simply demonstrat e
s . e the
sep.drdblllly of the concepts of ‘literature’. *
rative’, and ‘fiction™ e
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when I get home. The narrative potential of life can
be accounted for by making a distinction between
‘being a narrative’, and ‘possessing narrativity’. The
property of ‘being’ a narrative can be predicated of
any semiotic object, whatever the medium, produced
with the intent to create a response involving
the construction of a story. More precisely, it is the
receiver’s recognition of this intent that leads to the
judgment that a given semiotic object is a narrative
(see INTENTIONALITY; PRAGMATICS), even though
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border between narrativity and tellability is

sometimes fuzzy, there are nevertheless principles
that fall clearly on one side or the othgr.

By loosening some of the conditions of t’hc
above definition, we can account for narrative
forms exhibiting less cohesion than canoplcal
stories, such as *diaries, *annals and *chronlc}esz
as well as for the extensions of the term ‘narrative
mentioned at the beginning of this entry. The
flouting of condition 3 explains for instance the
narrative deficiency of some postmodern novels:
while they create a world, populate it with char-
acters, and make something happen (though they
often take liberties with condition 2), these novels
do not allow the reader to reconstruct the network
that motivates the actions of characters and binds
the events into an intelligible and determinate
sequence (see INDETERMINACY). But they compen-
sate for the subversion of story with an extra-
ordinary inventiveness on the level of discourse.
The lifting of condition 1 describes the ‘Grand
Narratives’ and their relatives. These constructs
are not about individuated beings but about col-
lective entities, and they display general laws rather
than a concrete world to the imagination. But they
retain a temporal dimension, and they provide
global explanations of history. Condition 2 is the
hardest to ignore, but its lifting occurs when we
speak of ‘the narrative of white superiority’, or of
‘the narrative of the vitality of the Soviet system’.
What happens here is that the label narrative has
been *metonymically transferred from the stories
propagated by colonialist literature or party-
controlled media to the a-temporal propositions
that form their ideological message. The label
remains attached to the ideological statement even
after its emancipation from particular stories.

SEE ALSO: ancient theories of narrative
(non-Western); ancient theories of narrative
(Western)
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MARIE-LAURE RYAN

NARRATIVE AS ARGUMENT

To the extent that argument is about something
it depends upon a context, a cause, and an occa-
sion (see CAUSALITY). The purposive character of
argument is most obvious in the progressive
structure of public discourse: argument is variously
persuasive, performative, or in the lexicon of law it
constitutes an action or more technically a cause of
action (see¢ PERFORMATIVITY). The relation of nar-
rative to argument is thus variable and depends
amongst other things upon rhetorical *genre and
the topic of *address. At a formal level, narrative
governs argument in that arrangement, the order-
ing or internal progression of a discourse, depends
upon a *narrative structure in which a premise
is claborated, developed, proved, or refuted.
Narrative as arrangement is in this sense intrinsic
to logic as well as to dialectic and rhetoric. In
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Research by Da .
I (199l)ybols?;fs (tl}?cgsc)famm:;,(tl 97’8), and
%ﬂan:l;lr:ztlve explanations of *actions and eventf,

110 suggests that narrative accounts of hap-
penings are needed to bridge the gap between
general world-knowledge (e.g., that water freezes
at zero degrees centigrade) and knowledge of how
something in particular unfolded as part of the
history of (a fragment of) the world (e.g., that a
frozen patch of water caused me to slip and fall
down yesterday) (1985: 238). Analogously, Mink
distinguishes between the brute particularity of
experience and the theoretical understanding of
occurrences as instances of abstract schemata,
positioning narrative between these extremes
(1978: 132; see SCRIPTS AND SCHEMATA). For Mink,
furthermore, narrative alone can identify aspects
of the world in a way that malfes c;onstant and
necessary reference (O their location 11 sorr;; pro;
cess of development (146). Meapwhlle, ’r:Lr:e-
characterises stories as 2 ‘SY;ﬂfO;fllzg;Ler?e ﬂfe
porting & particular domain of kn :

i i ofs and procedures (versus
e - so?wtlidbvililtfsthe behr;viours of phys?cal
oot 1991: 21). More than just
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ping those proper-

enabled or organised
‘her-

s must be

, figurations of
- whereas "bulldfng up
"v;};fconﬁguratxons in turn





[image: image14.jpg]' AS COGNITIVE INSTRUMENT

king sense of individual events (see
sNEUTICS). Analogously, humans construe
sarticular behaviours of social actors by situating
them in a wider context of assumptions about
~ *identity, while also using the specific behaviours
» monitor the validity of those same interpretive

_ Although its original formulation predates the
~ body of research just mentioned, the “activity the-
~ ory developed by the early twentieth century
~ Soviet psychologist Lev Vygotsky (1978; cf.
Wertsch 1998) has come to have an especially vital
influence on the many fields concerned with

~ cognitive functions of narrative, from *socio-
~linguistics, *discourse analysis, and *ethnography
~ to *psychology, *education, and media studies
ee, e.g., Lyle 2000; Rowe er al. 2002). For
‘ygotsky, intelligence needs to be re-described in
of modes of activity within given environ-
: cognition itself is thus ‘de-localised’, i.e.,
ross all the components of activities
as systems at once exhibiting and enabling

for cognitive narratologists
‘narratively organised systems
:at range from the practice of
elling to the performance of
s eulogies — both embody and
also help constitute such

example, *framed narra-
h’s The Ruined Cottage,

- Creating Lives in Everyday Storytelling,

will be no framing narratorial act, and no refere
to situations and events making up the fra
narrative. In turn, the gestalt formed by 4, :n;d
tions among these and other components (inClud‘% o
the tellers and interlocutors located at differm
narrative levels, as well as the interprete iy

: : IS of
framed narrative as a whole) will lose deﬁniti:)he
n

decreasing the system’s ability to generate know.
edge about multiple experiential frames. I Othe.
words, there will be a net decrease in the Capacitr
of the system to communicate repreSentatiOnz
originating from sources potentially quite widely
separated in space and time. Narrative embeddip
thus increases the distributional reach of a frameg
tale, enhancing the overall power of the knowledge.
generating system to which it contributes.
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