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The parratives of the world are without number. In the first place
the word "narrative" covers an enormous variety of genres waich are them-
selves divided up between different subjects, as if any material was suit-
able for the composition of the narrative: the narrative may incorporate
articulate language, spoken or written; pictures, still or moving; ges-
tures and the ordered arrangement of all these ingredients: it is present
in myth, legend, fable, short story, epic, history, tragedy, comedy,
pantomime, painting (Carpaccio's Saint Ursula, for exanple), stained
glass windows, cinema, comic siriss, journalism, conversaticn. In addi=-
tion, under this almost infinite number of forms, the narrative is present
at 211 times, in all places, in all societies; the history of the narra-
‘tive begins with the history of mankind; there does not exist, and never
has existed a pecple without narratives; all classes, all social groups
have their narratives and very often the taste for these narratives is
shared by men of different, even opoosing culturest The narrative scorns
division into categories of good and bad literature: transcending nation-
al, historical, cultural barriers, the narrative is there where life is.

. Should this universality ef the narrative lead one to conclude
that it is without significance? Is it so general that we can spy nothing
about it, only describe, specifically, a few of its variations, as do the
literary histories, from time to time? But these variations, how can
they be encompassed, on what basis can they be distinguished, recognised?
How can the short story be compared with the novel, the story with the
myth, drama with tragedy (it has been done a thousand times) without
reference to some standard? This standard is implied in any remark about
the most specific, the most historical of narrative forms. It is, there-
fore, quite legitimate, far from renouncing any claim to be able to dis-
cuss the narrative, that people should, periodically, have considered
the narrative form (since Aristotle); and it is not surprising that stu-
dents of structure should make of this form one of their first preoccu-
pations: is it not, for them, always a problem of encompassing the in-
finite number of Hnrﬁs in nrder to arrive at a description of the “tongue"
[1angue] of which they are the issue, and from which they can be engen-
dered? 1In the face of the infinite number of narratives, the multitude
of points of view from which they can be discussed (historical, psycho-
logical, sxioclogical, ethnological, aesthetic etc.), the analyst finds
himself in much the same position as Saussure in the face of the hetero-
clite nature of language and seeking to extract from the apparent anarchy
of the messages a principle of classification and basis of description.
To confine ourselves to the present, the Russian Formalists, Proop,
Levi-Strauss, have taught us to recognise the following problem: either
the narrative is simply a hotch potch of events, in which case it can
only be discussed by relying on the art, the tzlent or the genius of the
narrator (the author) - all mythical furms of chance®- or it shares
with other narratives & structure winich can}he analysed, however much
patience that may require; there is a ﬂ&ep gulf between the most complex
product of chance and the most simple conscious construction, and no one
can construct (produce) a narratlva, without reference to an 1np11n1t
Eystem of units and rulea. -

Where ﬂues one louk for the Etructure of the narratl?e? In
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narratives, of course.. All narratives? Hany commentators who admit

the idea of a narrative structure cannot reconcile themselves to follow=- 1
ing the example of the experiaental sciences in their literary analysis.
They boldly suzgest the application of a purely inductive method teo
study the narrative, beginning with all the narratives of one genre, one
period, or one society and thence proceeding to the outline of a general
pattern. This implies a Utopian view of man's interest. The science of
linguistics itself, which has only three thousand languages %o encompass,
does not attempt this; wisely, a deductive method h,s been adopted and
since then it has really established itself and forged zhead even suc-
.ceeding in predicting facts still to bz discovered.” What about narra-
tive analysis confronted by millions cf narratives? It must adopt a
Geductive process; first it must formulate a hypothetical pattern of
description (what American students of linguistics call a "theory™
[theorie}, and thence come down gradually, from the starting point of
this pattern, towards the exanples of narratives which at once conform
with and differ from the pattern: it is only at the level of these con-
formities and differences that it will rediscover, now provided with a
unique tocl of description, the multiplicity of narratives, their his-
torical, geographical, cultural diversity. .

In order to describe and classify the infinite number of narra-
tives, therefore, it is necessary to have a "theory" (in the pragmatic ,
sense mentioned apcve) and the first task is to search for and to out-
line this theory.” The elaboration of this theory can be greatly faci- '
litated if one follows a pattern which will provide one with first terms
‘and first Erinciples. £t the present stage of research it would seem
reasonable” to adopt as a basic pattern for the structural analysis of
the narrative the science of linguistics iiself. 2

1. THE LANGUAGE [LANGUE] OF THE NARRATIVE

1. Beyond the Sentence

It is a well known fact that linguistics stops at the sentence:
it is the last unit which it feels qual_fied to deal with; if, in fact,
the sentence, being an orderly crrangement and not a series, cannot be
reduced to the sum of the words of which it i& composed, and thereby
constitutes a primary unit, an utterance, on the other hand, is just th:
sum of the sentences of which it is composed: from the point of view of
linguistics there is nothing in discourse which is not found in the sen-
tence: "“The sentence’, says Martinet, "is the smallest segment which
is perf ectly and integrally representative of the discourse", Linguis-
.tics, therefore, would never deal with &an object superior to the sentence
. for beyond the sentence there are only othpr sentences: when he has
described the flower, the botanist does no¥ go on to describe the bouguet.

e It is, however, evident that the discourse itself (as a set of I
_sentences)-is organised and as a result of this organisation appears as
the message of another higher language than that studied in;}i;guistics:a

the discourse has its units, its rules, its "grammar": beyond the sen-

tence, and composed solely of sentences, the discourse could easily be
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the cobject of a second linguistic science. This linguistics of the dis-
course has long been possessed of a resounding name: Rhetoric; but, due
to a historical trick, as rhetoric passed into the field of belles-
lettres, and the study of belles-letires bzcanme divorced from the study
of language, it has recently become necessary to look at the problem
afresh: the new linguistics of discourse has not yet been developed, but
it has, at least, been postulated by the studentis of linguistics them-
selves. Thiz fact is noi without significance: although it constitutes,
in itself, an autonomous study the discourse must be examined using lin-
guistics as the starting point; there must be fermulated a working hypo-
thesis for an analysis waich is a tremendcus task and has to deal with
an infinite amount of material. The most reasonable idea would be %o
postulate a homolegical relationship between sentence and discourse,
insofar as it is likely that thc same formal organisation goverms all
semiotic systems, whatever their content and their dimensions: the dis-
course would be regarded as a Dig ugentence” (the units of which need
not necessarily be sentences), just as the sentence in certain respects,
is a little "discourse". This hypothesis fits in well with certain pro-
positions of contemporary anthropology: Jakobsen and Levi-5trauss have
pointed out that the human race can be recognised by the ability to create
secondary sysiems, ipropagating systens" [&emultiplicataurs], (tools used
to make other tools, dual articulaticon of language, taboos on incest to

allow the proliferation of families) and the Soviet student of linguistics,

Ivanov, assumes that artificial languages could only be acquired after a
paturzl lansuage: the important tihing for man being the ability to use
several systems of meaning, the natural language helps in the elaboration
of the artificial languages. It is, therefore, quite permissible to
postulate a igecondary” relationsnlp between sentence and discourse - a
relationship which we will describe as homological, in order to respect
the purely formal nature of the interchanges.

‘The general lanzuige of the narrative is obviously only one of the
idioms offered to the linguistics of discourse10, waich, in consequence,
is subjected to the homological hypothesis: structurally the narrative
has some of the characteristics of sentences without ever being reduced
to bein; the sum of a number of sentences: the narrative is a big sen-
tence just as every statement [Ey:&se constative| is in some sense the
outline of a little narrative. ilthough they possess certain important
unique features, thore are found in the marrative, enlarged and altered
in proportiom, the c jef features of the verb: tense, aspects, moods,
persons; MOTEOVET, the “subjects" themseclves, which are put in opposition
to the verbal predicates, do not f2i1 to follow a sentence pattern
[modele shrastigque]: the typology of actants proposed by A.J. Greimas
finds in the multitude of characters of the narrative the elementary
functions of grammatical analysis. The homplogy suggested here does not
have a purely heuristic value: it implies i@Entificatiun between language
and literature (insofar as it is a sort of vprivileged vehicle for the
parrative): it is now hardly possible to conceive of literature as an art
totally divorced from any relations:ip with language, 2aS soon as 1t
has been used to express an idea, passion or beauty;

(continued)
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language walks hand in hand with the discourse reflecting its own
structure: does noi literature, tad&g conspicuously, make a language
of the very conditions of language?’

2e The Levels of Meaning

From the outset lingvistics provides the structural analysis
of the narrative with a decisive concent, for, taking intc sccount
straight away what is essentiz) in any system of meaning, that is its
organisati.omn, it allows ons to, at the same time, state how a narra-
tive is not a simple sum of propositions and to classify the huge
mass of elements which go to make up a narrative. This concept is
that of a level of description [nivean de description].13

It is a well-kn wn fact that a sentence can be described,
linguistically, at several levels (phonetic, phonoleogical, grammati-
cal, contextual); these levels are related hierarchically, for, if
each has its own units and its own correlations, necessitating an
independent description for each one, no level can, on iis own, be
meaningful: each unit which belongs to a certain level only takes on
a meaning if it is integrated into a higher level: a phoneme, although
it is perfectly possible to describe it, is meaningless in itself; it
only shares in a meaning if it is integrated_jinto 2 word; and the word
itself must be integrated into the sentence. | 'The theory of levels
(as set out by Benveniste) provides two trpes of relationships:
distributional (if the relationships are on the same level), inte-
grative (if they are taken from one level to ancther). It follows
from this that the distributional relationships are not sufficient
to give meaning. In order to carry out a structural analysis it is
nedessary, first of all, to distinguish several modes of decription
and to place these modes in a hierarchical (integratory) perspective.

These levels are working prncesses.151t is natural, there-
fore, that as it proceeds, the science of linpguistics tends to mul-
tiply them. The analysis of speech can, as yet, work omly on the
most rudimentary levels. According to its rules, rhetoric had
assigned to ﬁigcaurﬁe at least twoP -D°Sgf description: dispositio
and elocutio.] Nowadays, in Ris analysis of the structure of the
myth, Levi-Strauss has already specified that the urnits which con-
stitute the mythic discourse (mythenmes [mythemes]] only take on
meaning becaunse they are collected into groups and these groups
thenselves combine with each nther;1? and T. Todorov, taking up
the distinction made by the Russian Formzlists, proposes working on
two main levels, themselves subdivided: the story (the plot), com-
prising a logical system of actions and a ‘isyntax" of characters,
and the discourse, comprising the tenses, dgpects and the moods of
the narrative. !9%Whatever the number of levels proposed and however
one defines them it is beyond doubt that the narrative is a hierarchy
of modes. Understanding a narrative is not just following the thread
of the story, it is also recognising the "stages', projecting the
horizontal sequences of the narrative "thread" on its own implied
vertical axis; to read (listen to) a narrative is not just to pass
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from one word to another, it also mcans passing from one level to
another. If the reader will excuse a form of apologue here: in
Poe's The Stolen Letter, he analysed precisely the failure of the
Chief of Police who was powerless to recover the letfer: his inves-
tigations were perfect, he said, "within the bounds of his own
special function®: he searched everywhere, he completely "gaturated”
the level of the "search®; but, in order to find the letter, which
was protected by his crudity of action, he needed to pass to another
level, to substitute the mind of the concealer for that of the
policeman. In the same way, the "search” carriasd cut om a horizontal

. collection of narrative relationships, no matter how completely, is

valueless unless it is combined with a "vertical® examination: the
meaning is not at the end of the narrative, it cuts through it in
cross section: potentially as easy to find as The Stolen Letter,
the meaning will equally eslude a purely unilateral search.

¥uch more exploration will still be necessary before it is
possible to fix the levels of the narrative. ‘hose which will be
proposed here constitute a provisicnal outline, the advantage of
which is, as yet, almost exclusively didactic: they allow one to
locate and to group the problems without conflicting with the few
analyses which have already been carried out.'? It is proposed
that one should distinguish in the narrative three levels of de-
scription: the level of the “functions" (in the sense of the word
as it is used by Propp and Eremandﬁ, the level of the "actions"
(in the sense in which Greimas uses the word when he speaks of char-
acters as actants [those who perform actions]) and the level of the
"pnarration® (which is, loosely, the level of the "discourse''in
Todorov). It should be remembered that these three levels are
linked together according to a progressive nethod of integration:
a function only has meaning when it is placed in the general aciion
of an actant; and this action itself receives its ultimate signi-
ficance from the fact that it is narr,ted, placed in a discourse
which has its own code.

I1 THE FUNCTIONS

T To Determine the Units

Since all systems consist of a combination of units, the
categories of which are known, the first essential is to divide up
the narrative and to deiermine the sections of the discourse which
can be assigned to a small number of categories; in a ‘word, the
smallest narrative units must be defined.

In accordance with the integratjve perspective defined
above, the analysis cannot be satisfied with a purely distributional
definition of the units: from the outside the meaning must be the
criterion of the unit: it is the functional nature of certain sec-
tions of the story which make them units: from this comes the name
"functions" which we have given to these primary units. Since the
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Tussian Farmalistszﬂany section of the story which appears as the

of a correlation has been recognised as a unit. The essence of any
function is its seminal quality which enables it to plant in the narra-
tive an clement which will develop later, cn the same level or even

on another level: if, in Un Coeur Simple, Flaubert informs us at a cer-
tain moment, apparently casually, that the daughters of the sous-prefet
of Pont-1'Evequc had a parrot, it is because the parrot is now to assume
an important role in the life of Felicite; the utterance of this cdetail
(whatever its linguistic form) constitutes a function, or narrative
unit. -

Is everything in a narrative functional? Does everything, down to

the smallest detail, have a meaning? Can the whole narrative be divided?

up into functional units? It will be seen, there are probably several
types of function, since there are several t:pes of correlation. This
does not alter the fact that a narrative is naver composed only of
functions: everything in a narrative, tc a grezter or lesser dezree,
has significance. This is not a question of art (on the part of the
narrative), it is a question of structure: what is noted in the order
of the discourse is, by definition, of note: even when a detail appears
utterly without significance, devoid of any function, it still must
have a function, if only to establish absurdity: everything ismeaningful
or nothing is. In other words it could be said that art does not re-
cognise simple noise [bruit] (in the informational sense of the word)2l:
it is a pure system, there is never a lost unit22, however long, loose,
thin the thread which links it to one of the levels of the story.23

The function is obviously, from the linguistic point of view,

a unit of content: it is ''what i5, meant by" an utterance which distin-
guishes it as a unit of function g Dot the way in which it is said.
If T am told (in Goldfinger) that James Bond saw o man of about fifty
etc., the information includes two functions at one, two functions of
different degrees of importance: on the one hand the age of the char-
acter is integrated into a portrait (the “usefulness" of which, for
the rest of the story, is not nil, but Giffuse znd delayed) anc on the
other hand thec immediate meaning of the utterance is that Bond does
not know his future interlocutor: the unit implies therefore a very
strong correlation (beginning of a threat and need to identify)., In
order to determine the primary narrative units it is, therefore, neces-
sary never to losc sight of the functional nature of the sections being
examined, and to admit in advance that this functional nature will not
conflict hopelessly with the forms which we recognise traditionally in
the different parts of the narrative discourse, (actions, scenes, para-
graphs, dialogues, interior wmonologues etc.), still less with the
"pesychological” categories (behaviour, feelings, intentions, motivations,
rationalisations of characters). .

L&

In the same way, since the [“1angué“] of the narrative is not the
["langue"] of articulated language - although often accompanied by it =
the narrative units will be largely independent of the linguistic units:
of course it is possible fo? .them to coincide but only occasionally, not .

systematically, the functions will be represented sometimes by higher unit1
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than the sentence (groups of sentences of different sizes, as far
as the whole work) scmetimes lower (the Egntagm, the word, and even,
in the word, certain literary elements); “when we are told that
when Bond is on guzrd in his office at M15 and the telephone.rings,
“Bond picked up one of the four receivers', the four consti-
tutes a2 wuoole functiomal unit in itself, since it refers to an
essential concept on which thes whole story is based (that of devel-
oped bureaucratic techmique); in fact the narrative unit is not
here the linguistic unit (the word) but only its connoted valte
(linguistically, the word four never means ~four?; this explains
how certain functional units can be of a lower order than the
sentence, without czasin: to belong to the discourse: they exceed
the limits not of the sentence, to whick they remain materially
inferior, but the level of denotation, which, like the sentence,
belongs specifically to the domain of linguistics.

2+ Classification of Units

Thnese functionmal units must be divided up into a small
nunber of categories. If one wants to determine these categories
without recourse to the material of the contents (psychological
material for exaaple), it is necessary tec again consider the dif-
ferent levels of meaning: some units have as corrzlates units of
the same level; but, in order to cover others it is necessary to
proceed to another level. Thus, fro.. the beginning, one finds
two main categories of functions, some distributional, the others
integrative. The former correspond to Propp's functiomns, which
have been notably taken up by Bremond, but wnich we are examining
here in much greater detail than these authors; it i1is for these
that the name *function® will be resarved (although the other
units are also functional [comnected with functions]); the exauple
is a classic one since Tomachevski's zunalysis: the purchasing of
a revelver has as its correlate the mozment when it will be used
(and, if it is not used, the notation becomes a sign of an impulsive
action etc.); picking up the telephone has as its correlate the
moment of hanging up: the entry of thie parrot into Felicite's house
has as its corrzlate the episodes when it is stuffed and when it
is worshipped etc. The second main categor: of units , those which
are integrative in y coaprises allcthe indications [indices]
(in the very general sense of thes word)“ ; the unit refers, there-
fore, not to a complementary and consequent zct, but to a more or
less diffuse concept, which is, howewer, essential to the meaning
of the story: indications of personality concerning the characters,
information relating to their identity, notations of ™atmosphere",
etc.; the relationship between the unit and its correlate is not,
therefore, distributional (often several igdications refer to the
same signified fezture and their order of ai?earance in the discourse
is not necessarily relevant), but integrative; in order to understand
Wwhat purpose is served” by a notation of indication [notation in-
dicielle] it is necessary to pass to a higher level (actions of




the charzcters or marration), for it is only there that the indication
is fulfilled; the power of the administration which is behind Bord,
indicated by the nusmber of telephones, indicates nothing about the
sequence of actione in wiich Bond engages in receiving the communi-
cation; it only takes on its significance at the leval of a general
typology of the actants (Bond is on the side of order); the indica-
tions, as a result of the, to some extent, vertical nature of their
relationships, are trul; semantic units, for, in contrast witlh the
ifunctions", properly speaking, they refer to a signified feature,

not to an "operation"; thc sanction of the Indications is "higher",
sometimes even outside the explicit syntcgas (the “personality® of

a character can never be named but is continually being indicated),

it is a paradigmatic sanction; in contrast, the sanction of the
"Functions" is always ohly “"further omn", it is a syntagmatic sanc=-
tion.27 Functions and indications recall, therefore, another classical
distinction: the Functions imnly metonymic relata, the Indicatioms
metaphoric relata; one corresponds o a functionality of doing, the
other to a functionality of being.?

These two main categories of units, Functions and Indica-
tions, should make possible a certain classification of narratives.
Some narratives are strongly functional (for example, folk tales)
and some others are strongly indicational (for example, ‘“psycholo-
gical"novels); between these two extremes there exists a whole range
of intermediate exaaplcs depending on their historical background,
society, genre. But this is not all: within cach of these main
categories it is immediately possible to recognise two sub-divisions
of narrative units. To return to the category of Functions, its
units are not all of the same “importance'"; some constitute real
hinges in the narrative (or parts of the narrative); others only
"fill up* the narrative space between the function hinges: let us
call the former cardinal functions (or nuclei) and the latter, be-
czuse of their complezentary nature, catalysises. For 5 function
to be cardinal it is sufficient Tor the action te which it refers
to open (or maintain, or clese) an alternative route on which the
progress of the story depends, that is, to introduce or terminate
some uncertainty; if, in a part of the narrstive, the phone rings,
it is equally possible that it might or might not be answered,
either of which occurrences would take the story along a different
path. Between twocardinal functions it is alwayspossible to distri-
bute secondary notations which will collect around one nucleus or
another without modifyinz the cssential nature of the alternative
course: the space wiich separates *the phone rang" and “Bond picked
up the receiver® can be saturated with a multitude of tiny incidenis
or pieccs of aescription: "Bond went towardtihe desk, lifted a re-
ceiver, put down his cigarette', etc. Thes® catalysises remain
functional, insoiar as they are correlated with a nucleus, but their

-
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functionality is diminshed, unilatersl, parasitic: the fact is

that here it is a matter of a purely chronolozical functionality

(what is being described is what separates two moments in the story)
while the link whick unites two cardinal functiuns is invested with

a double functionality, at the same time chronological and legical:
the catalysts are only consecutive units, the cardinal functions

=Te at once consecutive and dependent. Everything leads to the
thought that, in fact, the mainspring of narrative activity is the
confusion of the consecutive and the dependent [cnnsequence]; what
comes after being read in the narrative as if it is caused by; if this

-were the case the narrative would be a systematic application of the

logical fallacy of post hoc erge propter hoc, wiich could even be the
sotto of Destiny, of which the narrative is only the "language";

and this “ecrushing" of logic and temporality is accomplished by the
framework of the cardinal functions. These functions may, at first
sight, appear quite insignificant; they are distinguished not by the
spectacular (the importance, size, variety or strength of the stated
sction) but by their quality of risk: the cardinal functions are the
moments of risk in the narrative; between these points of alternatives,
these "despatchers', the catalysises form zones of safety, rest, luxury:
this luxury is not without use however: from the point of view of the
story, it must be repeated, the catalysises can have a weak but not a
non-cxistent function: were it completely redundant (in reclation to

its nucleus) it would not share any the less in the economy of the
message, but tiis is not the case: an apparently expletive notation
always has a discursive functiom: it accelerates, delays, restarts

the discourse, it summarises, anticipates, even sends off course™-;
what is noted always appearing of note, the catalysisis is constantly
arousing thc semantic tension of the discourse, is always saying:

therc has been, there will be =meaning; the constant function of the

cat lyst therefore, whatever the circumstances, is a Phatic one (to use
Jakobsen's term): it maintains the contact between the parrator and the
narratory [narrataire]. One might say that a nucleus cannot be
suopressed without altering the story, but nor gam a catalysisis be
suppressed without altering the discourse. As for the second main
category of narrative units (the indications), an integrative category,
the units found in it have in comzdon the feature that they cannot be
saturated (completed) except at the level of the characters or of the
narration; they are, therefcre, part of a parametric relationship,

the second implicit form of which is continuous, extended to an
episode, a charzcter er a complete work; however, it is possiblz to
gistinguish in it indications pr perly speaking, by reference to a
personality, a feeling, an atmcsphere (suspicion, for example),

a philosovhy and pieces of information which serve to identify, to
Jocate in time and space. To say that Bomd is on guard in ap office,
the open window of which reveals the moonwamidst great rolling clouds,
is to indicate a stormy summer night, and this deduction itself forms
an indication of aimcsphere which relates to the heavy climate, giving
warning of an action as yet unknown. The indications, therefore,
always include these implicit signified features; the pieces. of
information on the other hand do not, at least om the level of the-
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story: they are purely picces of data, the significance of “hich

is irmediately apparent. The indications imply a decighering _rocass:
for the reader it is a oatter of learning to recegnise 2 marcooality,

an atmosshere; the pieces of information | informants | provide ready made
¥nowledge; their functionality, like that of the catalysisgs, is thercefore
wea't but not non-existent: whatever its "deadness" in raiztien to the
rest of the story, the information (for exanple the excct 222 of a
character) serves te authonticate the reslity of the reforeat (chjcet
refered ts)}, to anchor the ficticn in reality: it is an epzration for
rezlism | cperateur realise ] ancd by this tcken, possesses an
incontzstable fung}?nality, not at the level of the story bui a2t that

- of the discourse. |

Nuclei and catalysisas,indications and infcrmations (agcain the names |
scarcely matter), such it se=as, are the primery categories into which
+will be cdivided the units of the level of functions. Twe remarls are
necessary to complete this classification. In the first Slace, a
unit nay belong to two different categorics at once: to drink a vhisky
(in 2n airport departurc hall) is an action which can zct 2= 2 catalyst
to the (ecardinal) motation of waiting but it is alseo, at the some time,
the indication of a certain atmoschere (oeodern, relazed, renenbered etc.):
in other words, certain units can be mixed. As a result of fthis a
whole game can be played with the economy of the narrativej in the
nevel Goldifin , Bond, beforc searching his adversary's rocs, iz given
a master key by his colleague: the notation is a purc (cerdinel}
functionj in the fild this detail is altered: Bond, with z jol=, takes
& bunch of keys frou an  unprotesoting chamber-maid; the netotion is
nc leager purely functional but also indicaticnal, relatiag tc Zond's
porconality (his casualness and his appeal to Uouen). In the cccond
place, it cust be pointed out (something which will be talen v 2zein
later) that the four categorics just discusscd may be divided v in a
cdifferent way, following more clesely the pattern of lincuicties.

The catalysisis indications and inforoations have, in foei, a comoon
characteristic: they are ex jons, in relation tc the nuclzi: the nuclei
(as will be shown shortly) form complete groups of a small smber of
finite entities, they are governed by a systeno of logic, thoy =zre
at once necessary and self sufficient: given this framework, the cthar
units cooe in to £ill it ocut according to a method of prslifzraticn,
which is, in theory, infinite; this is just like the sentence 2acde up
of simole propositions infinitely complicated bry cezns of rezetitionm,
padding etc. Like the sentence the narative czn be subjectzd to an
infinite process of catalysis. Hzallarme attached such iz—ortance
tc this type of structure that he used it for his poes "Jooaisc un coup de
des" which can be considered with its "lmots" and #bellizs", its "imot
words" and "lace words" as the coat of arms of any narrative - any
language.
3., The Syntax of the Functions. o5

¥
in what way, according to what "grammatical structura® are these
different units linked together through the course of the narrative
-+-ta-2 What are the rules which govern the combination of the
functicns 7 The informations and the indications can be freely put
into combination among themselves; this is illustrated for exarle,

by the portrait which juxtaposes civil status and traits of chzracter.
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A siaple relationship of izplication unites these catalysises and
nuclei: a catalysisis necessarily implies the existence of a
cardinzl functiecn towhich te attach itself, but not in a reciproczl
attachment. As for the cardinal functions, they are united in a
relationship of joint respeonsibility: a function of this sort depends
on another of the szse sort, znd the relationship is interdependent.
This last relationsii: must be examined for = sioment: first because
it defines the very frauework of the narrative (&ny expansions can be
supprecsed, but not the nuclei); secondly beccuse it is the pfinciple
concern of anyone trring to establ-sh the facts about narrative
structure.

It 2as already been pointed out that, by its very struciure,
the narrative institutes a confusion bstween consecutive and con-
sequent [dependent], time and legic. It is this ambiguity which
constitutes the central sroblea of the syntax of narrative structure,.
Is there, behind the tize pattern of the narrative, a losgic that is
outside time? Even recently this poirnt divided researchers. Propp,
whose analysis opened up the way to present studies, holds sbsolutely
to the unshakeable principle of chrenoleogical crder: in his view time
is reality, and for this reason it seems to him essential te establish
the story in time. However, Aristotle himself, in contrasting
tragedy :(defined by the unity of action) and history (defined by the
plurality of the actions and the upity of time) was already assuning the
primacy of logic over chronoclogy. This is what is being done by
contemporary researcher (Levi-Strauss, Sreimas, Bremond, Todorov)
who would doubtless subscribe (~owever much they might differ or other
points) to Levi-Strauss's propositicn “The order of chronological
successi--n is absorbed into an atemporal aatrix structure“jf The
present analysis in fact tends to ""dechronologise" the continuity of
the narrative, to “relogify" it, to subject it to what kallarme, t%&king
about the French language, called "“the primitive moulds of logic.”
Or, more exactly - at lszast we hoope so - the task is that of trying to
give & structural description of the chronolugical illusion; the logic
of the narrative must ,ccount for the time sequence of the narrative.
It could be scid, in other words, that the temporality [timﬂ structurej
iz only a category of structure in the narrative (discourse), just as
in langunge, time only exists in the form of a system; from the point
of view of the narrative, what we czll time does not exisi, or at least
only exists in a functional way, as an element of a semiotic systeam:
time does not belong to the discourse, properly speaking, but to the
referent; the narrative and language only recognise & scmiological time
structure; the “real” time is only a ‘realistic?, referential illusion,
as is shown by Propp's commentary, and it is thus thot structural des-
cription saould treat it o2

What then is tiis logic which .binds fhe prirciple functions of
the narrative? This is what researchers haye been tryinz to establish
and what has caused, up to now, the most argument. lie shall return
therefore to the contributions of A.J. Greimas, Cl. Breiiond and 7. Tod-
orov, which are published in this edition, and whicii deal with ‘the
logic of the functions. A1l the chief directions which research
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has tuken appear, set out below by Todorov. The first (Bremond) is

the most properly logical: it invelves reconstituting the syntox of the
hunan behaviour set in action by the narrative, retracing the path of
the “‘choices" to whigg, at eaca peoint in the story, = certain character
is fatally subjected”’®ané thereby to oxose what one migiht call a logic
of energy37since it takes possessicn of the characters at the moment
they choose to act. The second direction is linguistic (Levi-Strauss,
Greinas): the essential preoccup-ti n of this method is %o find, in

the functions, paradigmatic conirasts, these contrasts co forming to
the Jakobsenian principle cf the Ypoetich [poetique], being “stretched
out throughout the fabric of the narraiive (we shall see here the mew

-developnents with witich Greimas corrects or ceapletes the paradizmatism

of the functions). The third direction, outlined by Todorov is some-
what different since it sets the aruzlysis at the lewvel of the ¥actiosns™
(that is, the characters), attespting to establish rules by which the
narrative combines, varies and alters a certain nuaber of basic pre-
dicates, .

It is not a m-tter of chcosing these working hypotheses; they are
not in competition but concurrent, moreover fully elevated. The only
additior wuich we will sugzost here concerns the dinensions of the
analysis. Ewen if one sets asidn the indic~tions, informations and
catalysises, there sti’l remains in a narrative (especially if one is
dealing with a novel, and not a siort story) a large number of cardinal
functions; many of these connot be contralled by the analyses quoted,
wiich have so far worked on the main articulations of the narrative.
However, it is necessary to presume a sufficiently detailed descrintion
to account for all the units of the narrative. - Of its smallest segments,
the cardinal functions, let us re.eaber, cannot be determined by their
“importance”, but only by the (doubly iuplicative) nature of their
relations.ips: a "telephone call’, “owever trivial it seens, on one
hand comprises, in itself, several card:nal functions (ringing, lifting
the receiver, geaking, hanging upj, and on the cther hand, teking it as
a whole, it must be possible to connect i1t, at least by degrees, to
the main articulatiops of the ancedo.e. The function covering of the
narrative imposes an organisation of stages of wiich the basic unit
can only be a small group of functions whic will be called here
(after Cl. Bremond) a sequence.

A sequence is a logical succession of nuclei linked to each other
br interdependent relati nshinc:38the sequence opens when one of its
terms has no dependent anteccndent and closes when another of its terms
has no dependent successor. To take a trivial exa.ple, ordering a
drink, receiving it, drinking it, paying for it: these different
functions form what is obviously a closed sequence, since it is
impossible to have someihing preceding the order or following the
payuent without stepping outside the nomogeneous whole of “Drink®,

The sequence in fact ¢pn always be ncoed. beterminin4 the main
functions of the shert story, Propp, then Bremond, have already been
led to name theam (Deceit, Betrayal, Struzgle, Contract, Seduction etc.);
the naming process is equally inevitable for trivial sequences, what

one might call “micro-sequences”, those which form the finest ‘threads

of the narrative fcbric. Are these nalings solely in the province of the
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analyst. In other words are they purely meta-lin-uistic? It

would seem so, for they deal with the code of ths aarrative, but it

is possible to see then forming part of a metalancucce rithin the reader
(listener) himself, who grasps each logical succcssion cf actions as

& noainal whele: to read is te nape, to listen is not only to perceive
a language but also to construct it. The seguence titlas are guite
anclagous to the cover words of translating machines wixich cover
acceptably a great variety of meanings and nuances. Thz laonguage of

the narrative, which is in us, immciiately comprises these =zssential
Pubrics: the closed logic which forms the structure of a segusnce is
indissolubly linked teo its name: any function which inviglates a
seduction imposes, from the moment of its arpearsnce, in the name which
it causes to emcrge, the whola process of the seduction, suck as we know
it from all the narratives which have formulated within vs the language
of the narrative.

However slight its inmportance, being compossd cf & soell mumber of
nuclei (that is, in fact, of "dispatchers"), tha scguanc:z aliays comprises
mcments of risk, and it is this which justifies its analysis: it might
secm derisory to call - seguence the logical succession of minute acts
which form the offer of a cigarette (offering, accepting, lichting,
smoking); but what is impcrtant is that at eack of ihesz points , an
alternative, and therefore a freedom of choice of diroctica | liberte de sens]
is possible: du Pont, James Bond's colleague offers his a licht from
his cigarette-lighter, but Fond refuses, the me=nin; of thisjzjafmal
is that Bond instinctively fears the gadget is booby=trzzged™ .

The sequence is therefore, one might say, a logicsl tarsat wmit

wnite logigue menacee|: this is what justifies it a pininc, It is
alsc based = maxim’: enclcsed in these functicns, subsuncd under a
nzne, the sequence itself censtitutes a now unit, ready to Ffunction
simply as another, larger seguence. Here is a unive-seguesnco: Held out
one's hand, shake it, let go; this grecting beccs2zs 2 siomls function:
on one hand it has the role of an indieation (¢u Foat's sciftness and
3ond's repugnance), and on the other hand it is the term of 2 vido
sequence, dcnotod by Meeting, the other terms of which (agoroach, pause,
challenge, grecting, consclidation) can, themselwves, be micro-seguences.
A whole network of subrogations thus gives a structore to the narrative,
the smallest matrices to the largest :Ei.rr_l.r:tiuns. It is a metter hore of
course, of a hierarchy which remains withing the level of functions:

It is only when the narrative has been ables to expand gracdually, from
du Font's cigarrette to the fight between Bond and Geldfinger, that the
analysis of functicns is terminated: the pyramid formed by the functions
then attains the next level (that of the Actions)., There is therefore,
a syntax within the sequences and a {5ubrngati_:q§] syniex between the
sequences. The first episode of Golifinger thas takes in a sort of-
NStell " affect:
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This representation is obwviously analytic. The reader perceives a
linear succession of terms. But it is necessary to point ocut that

the terms of several sequences might well overlap.: seguence is not
terminated when the initial term of a n sequence intervenes: the
sequences are arranged in counterpeoint, irom the point of view of
finctions the structure of the narrative is ficural: this is how the
narrative at once "holds" and "aspires". Thz cverlaz:irng of the sequences
can only, in fact, be permitted to cease, within a worln, by a ghenomenon
of radical rupture, if the several tightly compesed tlocks (or "Ste. ")
which form it, are somchow recovered at the higher level of the Actions
(characters): Goldfinger is cemposed of thres functionally interdependent
erisodes, since on two occasions their fenctiocnal ste—-= c¢cease to
comaunicate: thers is no sequential relationship between the swimming

pocl and Fort Knox episodes, but there is still a rciationship on the
level of the Actions, since the characters (an in consequence, the
structure of their relationships) are the samc. One recoganises here the
epic ("collection of multiple fables™) the epic is = porrative Sroken at
the level of functions but united at the lewel of actions (this can be
deccnstrated in the Gdyssy or Precht's drama). It is therefore, necessary
tc place on top of the levsl of functions (which -rovides the pajor part
of the narrative syntagma) a higher level, from which, gradually, the
units of the first level derive their meaning, an< this levesl is the level
of Actions.,.

i

1
1. A Structural Definition of the characters} .

In Aristotelean poetics the ratiocn of character is sccondary, entirely
subordinate to the ration of action: it is pessible says Aristotle, to
have fables without "characters" but not charaecters without fables. This
view was taken up by the classical thecrists (Vessius).  ierej the character
who, till then, was only a name, the agent of an action s toock on a
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psychologiczl consistency, became an individual, a "person®; in short
a fully cornstituted being, without doing anything, even before ::‘l.lt.‘.t.:i.ng'l!‘rE
the character ceaszd to be subordinated to the action, suddenly took on
a psychological essence; these essences could be classified, the clearest
exaaple of this being the list of stock characters of the bourgeois

theatre [theatre bourgeois]| (the coguette, noble father etc.). Since

it first appeared, structural analysis has been most reluctant to deal
with the character as an essence, cven for purposes »f classification;

as T. Todorov reminds us, in this edition, Tomachevski went se for as to
deny the character any narrative importance, a point of view which he

later czame to modify. Without going so far as to ignore the characters

in this analysis Propp reduced them to a simple typology based not on
psychology but on the actions they perform (giver of the talisman,
accomplics, villain cte.). )

Since Propp thc character has always posed the same problem in the
structural analysis of the narrative: on one linnd the characters (whatever
name one gives them: dramatis personze or actants [ those who perform an
action]) form a neccssary plan of description, outside which the smzllest
related “actions” cease to be intellizible, so that, in fact, one ﬂight
say that it is impossible to have a narrative without ficharacters"'3 or
at least without "agents™; but on the other hand these very numerous
"agents" cannot be described or classified in termsof "people" [persons]
whethier one considers the “person" as a purely historical form restricted
to certain genres (true, those best known to us) and in consequence makes
exception of the case (a very extensive one) of all marratives (folk tales,
contemporary texts) which admit of agents but not of people; or whether one
claims that the person is zlways only a critics' rationalisation imposed
in our time on what are, in fact, simple narrative agents. Structural
analysis, whic.. is always very careful to avoid defining characters in
terms of psyciological essences, has striven, up till ncw, through divers
hypotheses, which will be found reflected in some of the contributions
wiica follow, to define the character not as 2 “being" but as a “partici-
pant"., Feor Cl. Bremond, each character can be the agent of sequences of
actions proper to himself (Deceit, Seductioh); when one seguence implies
two characters (as is usuallv the case), the seguence has twc perspectives
or, if you orefer, twc names (what is Deceit for one is the process of
bein;, deceived [Dupure} for the other); in short, each character, even
the secondary ones, is the hero of his own sequence. Todorov, analysing a
“psyciological™novel (Les Liaisons Dangereuses) tszkes as his point of
departure not the character-pecple |personnages-perionnes) but the three
main relationships in which they are involved, and which he calls basic
predicates (love, communicaticn, help); these relationships are subjected
in the analysis to two sorts of rules: of derivation [dérivation] when
it is a_guestion of renderin; an account of other rclationshins and of
action [action] wicn it is 2o question of describinz changes in these
relationships in the course of the story: there are many characters in
Les Liaisons Jangercuses but “what is said Zoout thew” |ce gl on dit]
(their precdicates) can be classified. Finally, i.J. Greimas has proposed
that the characters of the narrative should be described and classified,

R ST I | -
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not according to what they are, but zccording toc what they do (hence the
name actants), insofar as they form part of three great semantic axes,
which morcover are also found in thes sentence (subject, object, o
adjectival couplement, adverbial complement [comptement d'attribution,
codplemenf circonst.ntier])and which are communication, desire (or guest)
and proofi* as the parts of the axis go in pairs, so the infinitely large
world of the characters is also subject tc a paradigmatic structure
(subject/object, giver/receiver, helper/opnoser) rrojected throughout

the course of the narrative and as the actant defines a categary its part
can be fulfilled by different actors, mobilised according to the rules

of multiplication, substitution or subtraction [earence].

: These three concepts have mony points in common. The c.ief one,
it must be reiterated, is that of defining the charcctar in terms of his
participation in a sphere of actions, thesc spheres teing few in number,
typical, classifiable; that is why we have called the second level of
description the level of Actions, despite the fact that it is the level
of the characters: the word sction should not be understood here in the
sense of the 1litile acts whici go to make up the fabric of the first
level, but in the sense of the great articulations of the praxis (de-
siring, communicating, struggling).

2. The Problem cf the Subject

The problens raised by a classification of the characters of the
narrative hyve not yet really been sclved. Certainly there is agreement
in the idea that the innumerable characters of the narrative caa be
subjected tc rvles of substitution apd that, even within a work, one figure
may incorporate different characters %2 on the other hand the notion
of actants [mudele a:tantiera] preposed by Greimas (and taken up from a
different point of view hy Todorov) seems to stand up to testing by a
large number of narratives: like all structural models it is less
valuable for its basic [canonique] form (a matrix of six actants) than
for the controlled changes (subtractions, confessions, duplications,
substitutions) to which it lends i&gelf, giving rise tc hopes of a
typology of actants for narratives'o. however, when the matrix is strong
from the point of view of classification (as is the case with Greimas®
actants) it is less successful from the point of view of the multiplicity
of the participations; as soon as they are analysed in terms of perspec-
tives and when these perspectives are raspected (as in Bremond's descrip-
tion) the character system remains too fragmented; the reduction proposed
by Todorov avoids both these difficulties, but it _:s so far been applied
to only one narrative. It would seem that these difficulties oay
easily by dealt with. The real difficulty raised by the classification
of the characters is the place (and, therefore, the existence) of the
subject in any matrix of actants, whatever its formation. Who is the
subject (the hero) of a narrative? Is therer- or is there mot - a
privileged category of actors? One novel hah accustomed us to.
accentuate, in one way or anotper, sometimes in a very indirect-way
(a2 negative way), one character more than the others. But this. special
case treztment [privilége] nowhere near covers all narrative literature.
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Thus cony marratives set in conflict, around soi= =aint of rivelry,
two adverseries whose "actions" ars, in these wz¥5, Cace equal; the
subject is then truly dual without any possibility of further raducing
it by substitution; it is rerhaps a current archeic Jorm, a5 if the
 narrative, like certain languages, had also pocszsses a duality of
persens.  This duality is even pore interesting in that it relctas the
narrative to the structurc -of certain (vary mocern)gares in which matched

. oPronents try to gain wossessicn of: an object put inte the game by an
umpire; this scheme recalls the matrix of- actants rroscoed by Greimas
and it is not surprising, if one considers that the g=ne, being a languagc,
springs from the same symbolic structure@,s that found in language and in
the narrative the game too is a-sentence .  If therefore,  the privileged

- eategory of actors is retained (the subject of -the ‘cuest, the drive, the
action) it is necessary at lcast to make it nore flexible, subjecting this
actant to the categories of -the person, not-the- psychelogical but the
gramoatical person: once again it will be necessary to tirn’to linghistics

~in order to describe and to classify the mode’of thé actiSh, whether it be
personal (I/you) or apersonal (it), singular, GusY or uraT, It will be -

© perhaps = the grarmatical categories of the perscn {accessinle through

-our pronouns) which will provide the key to the lavel ‘of “Actitn. But

as these categories can only be deéfineg_in relation td the oode of-the S
discourse, and not to that of reality, * the characters, ‘as units of the

- level of action, only find their meaning (their imto1ligibility) if they

- are integrated into the third level, that of description, “viich we shall

-call here the level of Narration (as opposed to the lovels of Function
eand action). - T e ---'a—ri.‘-—h-f-*i_l' Pty
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LV The Narration.

l'.. Ha._t‘rativa Cormunication.

~Just as there is, within the narrative, an icoortant exchange
function (divided between a giver and a receiver), so, hooologically,
the narrative, as the object, is the central clement of a cosmunication:
there is a giver of the narrative, and ons to whom it is given. .It is a
well known fact that in linguistic communication I and you each presuppose
the existence of the cother; in the same way: it is innessible to have a
narrative without a narrator or without a listener (or reader}. This
notion is perhaps obvious, but has not been fully exzlozed. Certainly
the role of the originator of the narrative has been-discussed in various
terms (one studies the "author" of a novel without concidering whether
he is, in fact, the "narrator") but when one turns to the reader:literary
theorists are much more circumspect. In fact the nroblem is not the
introspection of the narrator's motives, nor the effects the narration
produces on the reader; it is to describe the code througi which narrator

_and reader are signifiedin the course of the narrziive itself.  The

narrators signs seei. at first sight to be sorc e.sily visible and more
numerous than those of the reader (a narrative says I mora-often than
You); in fact the latter are just less obvious than the former; thus,
every time the narrator ceasing to "represent", reletcs facts of which he
is perfectly awarc, but of which the reader is isncrant, thsre gqccurs,
by reason of absence [carence}_a_reading sign { signa éz lecture ] for there
is no reason for the narpgtor to give himself information: Leo was the
gwner of this night club | a first person nevel infoims uas: this is a
reader's sign, close to what Jakebson calls the funciicn of commmication.
Lacking a system of classification we will, for the mozont, leave aside
the reception signs [signes de recection ]{equall Gim;artnnt though they
are), to say a word about the signs of narration.

Who is the originator of the narrative ? Thraa coacopts scem to have
been stated so far. The first considers the naorrative toc be uttered by
a person (in the fully psychologiral sense of the werd); “his person has
a name, he is the author within whom there is a constent =xch-nge between
the "perscnality” and the act of a fully identificd individual, whe
periodically picks up his pen to write a story: the narrative (particularly
tha novel) is only, then, the expression of an I which is extermal to it.,
The second concept regards the narrator as a sort of tstal eocnsciousness,
a?pareﬁtlp impersonzl, which utters the story from a sussricr standpoint,
that of -« The narrater is at once within his chsracters (for he
kmows everything that is going on inside then), and outside them (for he
never identifies hins21f with one more than ancther), The third, and oost
recent concept (Henry James, Sarigr.) decrees that the narratcr should
limit his narrative to what can be obscrved of Xnown by the characters:
everything happens as if each character was,in turn, the criginator of
the narrative. These three concepts are equally =t fault in that th:z7,
all three, see in the narrator and in the characters, real "living" people
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(the inexhaustible power of this literary myth is wcll !mown), as if |
the narrative determined its own level of referonce {nrr.r‘nu refer&nt:.u.-]
(it is always a case of equally "realistic" concerts), but, at least
from our Fnint of view, narrator and characters arc equally "abstract
nctions"™ letres de papier - beincs of 1:nper] ; the (mirwsical !,nateriel] )
author of a tive oust, in no way, be confusad witi: the narrator of
this narrative; the narrator's signs arc immanaznt to the narrative,
end in consegquence, ar:s perfectly accessible to semioclsziezl ana.lysls
but to decide that the author himsclf (whether he advertises kis presence,
hides it, or effaces himself ccmplctely) has at his Jisposal signs
which he distributes throush his work, it is neceszory i: assuoe between
the "person" and his languags a signalctic relctioasiip which renders
the zuthor a fully constituted subject and the nerrative the instrumental
expression of this fullness: this is a notion to uhich siructural analysis
cannot subscribe: who speaks é:m the narrative) is not who writes (in life)
and who writes is not who is

In fact, the narrative, procerly speaking (cr the narrator's code)
only r_em:gnises, like lancuage, two systems of signs: persconal and
a-personal; these two systems are not necessarily o=riksd 5y the linguistic
features pertaining to the person (I) and the non-garsen {(he/fit);
for example, it is possible tc have narratives, or at least episodes,
written in the third person and yet the real mode of which is the first
person. How can one decide? All that is necessary io to rewrite the
narrative (of thc passage) transposing it froo he to I: sc long as this
operation involves nc alteration of the discourse excert the actual
chenging of the grammatical pronouns, one can be s that the discourse
is in a persconal system {'I.H'I. systeme de la perscnne | the wholz of the
beginning of Goldfinger, although written in the thirZ gerson, is in
fact, spoken by James Bond; for the mocd to change it is nocessary for
such rewriting to be impossible; thus the sentonce: "ae noticed a man of
about fifty, still with a youthful spring in hi= stec ete", is perfectly
sersanal, despite the he (I, James Bond, noticed eic.") but the narrative
utterance "the clinking of the ice-in the glass seeszd to give Bond a
sucden flash of inspiration" cannot be personal, becsmusz cf the prescnce
of the verb "scem", which becomes the sign of the a-tersomal (nct the he)
It-is a certain fact that the a-personal is the tr: .ut:.ml mode of tlm
narrative, language hawving alﬂ.bﬂrategtkn whole systes frocper to the
narrative (articulated on the acrist” ) designed to efface the presence
of the speaker: "In the narrative, says Benvenist 2y nooofy sneaks",
Nevertheless, the personal mcde (disguised to a greatoer or lesser degree)
has gradually invaded the narrative, the narration bzing rclated to the
Lic et nunc of speech (this is the-definition of the personal system);
today it is noticeable that many narratives, among thea scoe of the most
flowing ones, mix within a very small space, eften within-a single sentence,
the personal and  the a—persmal for example %nis sentence from: Gnldf:.n;E
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His cyes zarsonal

blue grey a=personal
were glued to those of du Pomnt who did -
not know what expression to adopt - personal

for this fixed stare comprised a nixturc
of candour, irony, and self Jcuracation a=-oorsonal

This process of mixing the systems is cbviously rogerded as a
convenicnt device. This device can even be used to irick the reader:
onc of Agatha Christie's detective novels (Five Twenty Five)! only preserves
its secret by cheating about the person in which it is written: a
character is describted from within when he is zlready the murdererBE
evaorything happens as if there was in the sane choaracter the consciousness
of a wiiness, immanent tc the discourse, and the concicusness of &
murderer, immanent to the referent: only the abuse of z mixing of the two
systems allows the mystery to be maintained. It is underctandatle,
therefore, that at the other end of the literary scale, tho strict
maintainance of the chosen system becomes a necessary condition of the
work - althouch the system cannot always be honcured right to the end.

This strictness - striven for by certnin coctes:orory writers - is
not necessarily an aesthetic essential} what is ususlly described as the
psychological novel is normally distinguished by the mixing of the two
systems and successfully utilises the signs of the non-parson and those
of the person; "psychclogy" = paradoxically - cannct ramzin within the
confines of a system of persons, for in bringing tke vhole narrative
solely to the mcde of the discourse, or if you _refzr, to the act of speech,
it is the contaent of the person itself which is threatened: the
psycholegical person (of a referential crder) bears no relatiomship to
the linguistic person, which is never defined by mcods, aims or charccter
traits, but only by its (coded) place in thc discowrse. It is this
fcrmal person which people strive to s—eak today; it is o matter of an
important process of subversion (the public is undor the iocression
that no one is writing "novels" any more) for it is an attcapt to make the
narrative pass from the crder of statement [ordre coastatif ] (to which,
up till now, it was ccnfined) to the order of -crformence [ ordre perfnmatg ]
according to which the sense.of a word is the act of which it is the issue” .
today writing is nct "recounting", it is saying that one is recounting
and relating the whole referent ("what is said") to this act of speech
[lnr.‘:utim] , this is why one section of contemporary literaturc is no
longer descriptive, but transitive, striving to achieve in the word an
immediacy so pure that the whole discourse is identificd by the act in :
which if is delivered, the whole logos beind reduced to - cr extended to -
a lexis™ .

-
-
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2. The Situation of the Mzrrative

The level of narration therefore is occusied by the signs of
narrativity, the collection of features whick reintegrate functions and
actions into thc narrativ: coamunication, articulated as the doer and
receiver. Some of these signs nave already been examined: in oral
literatures onc can @istinguish certzin rccitation codes (metric formu-
lae, prcosentational conventions), and it is clear that the "author™ is
not the person whe invonts the best storics but the person who best
controls the codes, the use of which he sharus with listencers: in these
literatures, the level of narration is so clear-cut, its rulss so strict,
that it is difficult tc conceive of a stor)” without the coded signs

‘of the narrative (“oncc unon a time", etc.). In our writtcn literztures

the ‘‘forms of the discourse” have very scon beun fixed (they arc, in
fact, signs of narrativity): clazssificaticn of the auggur‘s ways of
intervention outlined by Plato, taken up by Diomcdes,” coding of ihe
beginnings and endings of narretives, definition of the diffcrent styles
of presentation (oratio directa, orzt:o indiracta with its ingquit,
oratic tecta)ﬁg, study of the "points of view" etc. A1l these elements
are part of the level of marratfion. It is obviously nucessary to

add writing [1'ecriture] as a whole, since its role is not to "tromsmit®
the narrativ:e but to display it.

It is in fact in & narrative display that the units of the lower
levels are integratcd: the final forw of tho marrative, as a narrative,
transcends its contcnt and its narrativ: forms (functions and act:oms).
This explains wuy the narrational cecde is the final levcl possibl: for
our analysis, without stepping outside the objcct narrative; that is,
without breakin, the rule of immancnce on which it is based. The narra=
tive carn only, in fact, receive its meaning from thc world which uses
it: berond the lcvel of narraticen the world begins; that is to say,
othcr systems (social, cconomic, ideological), the terms of which are
no longer solely narratives but elements of otker materials (historical
facts, denominations, componcnts, e'c.). Just as linguistics stops
at the sentcence, the analysis of the narrative stops at the discourse:
after that it is necussary to move to another semiotics. Linguistics
calls this type of boundary, which has already been postulated - if
not fully explored - a situation. Hallidey defines the "situation"
(relﬂtg% to = scntence) 25 a collzction of unconnccted linguistic
facts; Prieto as "a collection of facts knuwﬂgby the receiver at the
moiient of the semic act ané indepenrdent of it. 1 In the szme Wway one
can say that any narrative is dencndent on 2 narracive situat-om, a
collection of conventicns according to which the narrative is consuned.
In sn-galled archaic’ societies the narrative situation is strietly
coded; 2 alonc, today, avant-garde litcerature still dreams of reading
conventions, histrionic in the casc of Mallarme, who wonted a book
to be recited in public according to a precise formula, typographic in
the case of Butor, who wanted a book to bg,accompanicd by his own signs.
But, evidently, our sociciy is trying, as ¥ar as possible, to get
rid of the coding of thc narrative situation: one loses

(continued)
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count of the narrative processes designed tec maie 52 narrative seem more
natural, pretonding to give it a natural causc ¢t cxistance and to
ndjsintroduce” it: epistolary novels, suppesedly discovered manuscripts,
an author who meets the marrator, films which start the story before the
credit titles. Reluctance to display its codes is = mork of bourgeois
society and the mass culture which has developacd froo it: both need
sicgns which do not appear to be signs. This is cnly howaver, a structural
e-iphencmenon: however familiar, however carcless nowaceys tha act of
cpening a novel, or a newspaper, or switching on a tzlevision nothing can
prevent the fact that this trivial act sets up withia us, at 2 stroke
anZ in it entirity, the narrative code which we shall ncod. The level
of narration therefere, has a sort of ambiguous rols: contigjucus to the
narrative situaticn (and sonctimes even including it} it cpens onto the
world in which the narrative unwinds (is consumod)j but at the same

time, crowning the preceding levels, it closes the narrative, establishes
it finally as the word of a language which ferecasts ond Grings its

ovz Gotl Z2ou-5o.
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The Narrative Systiem.

Language can be defincd as the interplay of two fundamcntal
orocasses: articulaticn or segmentction, vwhich —rccuces the units (this,
according tc Benveniste, is the form), integratics, waich collects
thosa units into units of a higher level (this is tho =azning).

This cdual process is alsc found in the languace of tho neorrative; it also
recognises processes of oricntaticn and intograticon, form and peaning.

l. Distortion an- Expsnsicn.

The form of thc narrative is, in esscnce, is ooried by two powers:
that of distcnding its signs througheut the ccurse of the story, and that
of inserting in these distortiens mwfereseable ar=nsions. These two povers
scen to be frecdoms, Sut the zroperty of thgjnnrrative is orecisely, to
jnclude these "deviations™ in its language.

Distertion of the signs exists,in language, where S=ily studies it,
with regard to Fronch and Germanj  there is distaxic [cystaxie] , =s
soon as the signs (cf a message) are no longer sic:ly in juxtaposition,
as soon as the (logicel) linearity is disturbed (for exzarle, the predicate
rreceding the subject). A notable example of dystamria is cncountered
when the parts of a single sign are separatel 2y othor signs in the courss
of the mess.ge (for cxample the negation ne josnis enl the verb a_pardonné
in the sentence: ellc ne vous a jamais -srdenn€j: the sign being split
up, what is significd| signifiSs | is divided 22ong sevoral signifiers

signi,iants] separated from each cther, and which cennst be understeod
if taken separately. It has alraady becn pointed out at tho level of
functicn, this is exactly what takes T“lace in the narrctiv-: the units of
a seguence, zlthough they form a whole at the leyzl of thot scguence, can
be separated from cach other by units froo other socouences: as keen
remarked, the structure of the level of functions is fujue=like.
According to the terminology of Bally, who contrests s;ymthetic languages,
where dystaxi:. predominates (such as German) and oazlytic languages,
-thich should greater respect for logical linearity snd ponseniaz (such as
French), the narrative would be a strongly synthetic ianguage, based
essentially on a syntax of dovetailing, and intorleocizing: cach point of the
narrative radiatos in several dircctions ot cnee: wion Jopes BEcnd orders
a whisky while waiting for the plane, this whisky, o5 sn indication, has
a polysemic (polysemique) value, it is a sort of sy—_clic dmct which unites
scveral signified notions (modernityy wealth, lecisurc), but as a
functional unit, the ordering of the whisky should, cradually, run through
sevaral stages (drinking, waiting, departurc ote.) in rdo- to find its
£inal meaning: the unit "imprisonecd in" [orise; thc nerrative as a whole,
yet the narrative is only "viable" through tho distcstizn and prolifcration
of its units. =

Genoralised distortion gives the language'c’ tic narrative its
distinguishing nark: a phenomenon cf pure logic since it is based cn an
often distant rclationship and it establishes a sort of confidence in
the intellective wemory, it is constantly substituting meaning for the
siople copying of rclated cvents; in njife" it is unlikely that in an
encounter the fact of sitting down would not immediately follew the




ey

L L

T A .

i

2.

invitation to take a seat; in the narrative these elenents, contiguous
froum a mimetic point of view, may be separcted by a long sufcession of
insertions belonging to totally different spheres of functiorn: thus is
established a sort of logical time, which bears little relaiion to

real time, the apparent splitting-up of the units always being firmly
maintained under the logic which unites the nuclei of the sequernce.

The "suspense” is cbviously only a privileged or strained [exaspéré]
form of the distortion: on one hand by maintaining an open sequence (by
empaatic processes of delay and projection), it reinforces the contact
with the reader, perforus a2 mgnifestly phstic function; and on the other
hand it presents the thread of -=n unfinished sequence, an open paradigm

* (if as we believe every sequence possesses two poles);that is to say,

a logical upset, cnd it is this upset which is c.nsumed with agony and
pleasure (inasmuch as it is always, finally] repsired); the “suspense"
is, therefore, . gape played with the structure, designed to put it at
risk and to glorify it: it constitutes a rezal "thrilling’ of the intel-
lect: by revealing the order (aznd no longer the series) in its fragility,
it fulfills the very idea of language: what appoars the most pataetilic
is also the most intellectual: susiense captivates by means of the
"mind"', not the "“emotions".

What cen be separated can a2lso be filled in. Distended, the
functional nuclei present intercalary snaces which can be filled in,
almost to infinity; one can fill in the interstices with a large nuocber

. of catalysises. Nev:rtheless, here a2 new typology may intervene, for

the freedom of the catalysises can be governed according to the content
of the functions (some functions are beiter cxposed to the catalysises
than otLors: waiting, for exa-ple) 7, ana according to the material of
the narrative (the writing [ecriture has possibilities of diaeresis -
and therefore of catalysis - far superior to those of films: it is
possible to “cut" a gesture which is related more ezsily than the same
gesture visuzlised)® . The catalytic power of the narrative has as a
corollary its power of ellipsis. On one hand, a function (he ate a

_substantizl meal) can omit 211 the potential catalysises w:ich it

implies (the details of the meal); on the other hand it is possible to
rcduce & sequence to its nuclei and a hicrarchy of scquences to its
kighest terms, without zltering the meaning of the story: a narrative

can be identified, uvven if its whole syntagm is reduced to its actants
and its main functions, 83 they result from the progressive assumption
of thc functiomal units? « In other words, thc narrative offers itself
to a summary (what was previously called the Elot}. At first sight,

this is thc ease with zll discoursc: but zack discourse has its <wn

typc of summary: the lyric poem for cxample, being sieply the vast meta-
phor of onc siagle signified notiom, 1 to summarise it would be a PTocCoss
so Grastic that it would amnihilotc the wholcu identity of the poem (in
summ@ary, lyric pocms are reduccd to thc signified notions Love znd Death).

‘This results in the conviction that a poew cannot be summarised. On

thc other hand a summery of thoe narrative Fit is carricd out according
to structural criteria) rctains the individuality of th: menage. In
other words, the arrative is

(contirued)
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translatable without any basic Jznege being czuseds whai cannct ba
translated is only determined at the final level, that of narration:

the signifying foatures of narrativity, for cxasple, czn, conly with
difficulty, move from the novel to thg film, wkick -nly in sxcepticnal
cascs recogmises personal troatoent) and thz final layer cf the level
of nattation, namely the writing, connot pass fre: —ae leonuage to
ancther (or passes very badly). The translatability-od ihe narrative
results frosm the structure of its language; conversely, it should therefere
be possible tc distinguish this structurc by diztinguisking and
classifying the (diverszly) translatzble ant untronslatable elements of
a narrative: the (prescnt) oxistence of diffzrent and concurrent
scpiotics (litcraturc, cinema, comics, broadeasting) chiceld greatly
facilitate this method of analysis.

2. Milesis and Heaning.

in the lannuace of the marrative the second iz—ortant process is
that of integration: what has been disjointed at one level (= sequence
for example) is reunited, mest often at a higher lzvci {2 seguence high
in the hierarchy, the total signified faature of scatierac indications,
the action of a category of characters); the cormlexity of a narrative
may be comparcd with that of an crganigram, cagpc@is of integrating turnings
back and jumps forward, or morc preciscly, it is intasretion, under variocus
forms, which compensates for the apparsntly unconircllsbls complexity
of the units of a certain level: it is intogration wvhich acts as a
coopass to guide one through discontinued, contizucus and heterogenous
elements (as they are given in the syntag® which recognices only one
dimension: succession), if, like Greimas, ong describes the unit of
signification (that, for exomple, which parmestes a2 sign and its context)
isctocy, one can soy that integration is a factor cZ isotosy: each
(intoegratory) level gives its isotory to the wmitis of o lower level,
crevents the meaning froa "balling" | baller ] which would certainly happen
if one could not penetrate the displaccments of the levels., However,
integration of the narrctive does not take place ir 2 cozrletely regular
way, like a Seautiful piece ef architecture which ro roades thrcugh e
symetrical network composed of numbers of siople eloments to a few
comrlex masses: very often cne unit can haves twc currelotes, one on one
level (the function of a seguence) the other cn anoiber level (an
jndication refering to an actant}; the narrative thus oppoors as a
succession of imediate and immediate clements, clocely dovetsiled; dystaxia
guides one to a "heorizontal"reading, but integration surserimposes on it
a "wvertical" reading: there is a sort of structurzl n7ige—cight" like
a constant game of potentials, the various falls [chutesbf which give
the narrative its "tonus" or encrgy: each unif is poreeives at a
superficial level and in depth and this is hdw the norretive "works":
by the interplay of these two processes the structure puts out branches,
proliferates, comes to light - and pulls itsclf te_ether ocain:thenew thing
is always regular. There is, of course, a freedon of the norrative
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(just as there is a frecdom for any speakor with regesd to his

language), but this freedom is literally "boundec": betwazcn tho strict
code of the language and thestrict code of the narsztive, thore is formed
a hellow in the sentence: if one trics to enccioass o written narrative
in its entirety, one can scc that it moves froo the most strongly coded
woint (the phonematic or ever perismatic level) and umriads cralually to

- the sentence, the extreme point of freedem of coepcsition, then begins

to tighten up again, moving from smell croups =f sontcnces (unicoo
seqguences) still very free, tc the main acticns, wiich form a strong and

restricted code: the creativity of the narrative {2t los=st in its
wythical appearance of "1lifc") would scem to be I-c-iad Sotweon two codes
that of linguistics and that of translincuistics. JThis iz why it is
possible to say paradoxically that art (in thc rooentic sense of the
word)is a mattcr of utterance of detail, while ims_iscticn is contrel of
tha code: "in short", says Poc "it will be seen tint the craftoman is
always full of the imaginatiyc snd the really imaginstive man is never
anything but an analyst..."'~

It is necessary therefore, to leok sgain ot the -paliso of the

narrative. Receiving a phone call in the office where 2e is on guard,
Bond "thinks to himself", the author twlls us: "communic tions with
Hong Kong arc szlways bad and alwvoys difficult to obtsin®, Howover,
neithor Sond's "thinking", or the poor quality of tolesicne essmmicstions
are really the informetion being conveyed: this —sssaje may sive an
impression of "wvividness"™ but the real information ic tae location of
the phone call, Hona-Km Thus, in any narrative, the initstion of life
is a contingent quality; the function of thoe narr-tive is nct to
"represent”, it is to provide a display which is still an enignz to us,
btut which can only be of a minetic order: the "rezlity" of & sequence
does not lic in the "matural" succession of tho actions of which it is
ccaposed, but in the logic which is reveoaled in it, is risked and is
satisfied: in other words, cne might say th=t the origin of a sequence
is not the observation of reality, but ths nced to vary onid to surpass the
first forn which presents itself to man, repetition: a sequence is,
essentially, a whole within which ncthing is repeatad: here logic has
an emancipating value = and the whele nmarrative with ity it oay be that
pen is constantly reinjecting inte the narrative rint he had ¥nown, what
he has lived; =t lcast it is in a form which, its=lf, hos triusphed over
reretition and established a patterm for the futurc. The narrative does
not show, it does not imitate; the excitement vhich can tnke possession
of us on rea’ing a novel is nct that of "sopcthing secen” (in fact we do
not sec anything), it is that of the meaning, that is of a rslationship
ef a light order, which also possesses its own encticns,; hopos, threats,
triumphs: "what takes place in a Bgrraxiye_js frog the rcfercntial (real)
point of view literally "nothing"’'~ "whaf hagZéns is longuage itself, the
adventure of language’ which is constantly bogng celebreated. Although
little more is known about the origins of the narration than about the
origins of language, one might reasonably assume that tho narrative is
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the contemporary of the monologue, which scems tc have come after

the dialogue; in any case, without wishing to forcc the saylozenetic
hypothesis, it could be significant that it is at zbout the same time
(the age of three) that the young of man "invents" at oncs, the
sentence, t.. narrative and the Oedipus complex.
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This is not the case, it must e noted, with —octry or the
e@ssay which derend on the cultursl level of 5= CIISIEICT .

Cf course therc does exist an "art" of writing:-it iz the
pover to form narratives (messages) from the structura (code);
this art corresponds to the notion of rerferpcnes in Choosky,
and this notion is far removed froo the ra=antie concept of an
guthor's "genius", .

The story of the Hittita 2 4 postulated by SSUSSHTNGanpd discovered,

in fact, fifty ye=ars lcoter in E.Denveniste: Zroilomos de linguistigue

genarale Gallinard, 1966 p.35.

Let us remember the [resont state of lin_wistic dogscription:
"essslinguistic structurc is always relative, nct anly to the
fundamentals of ths cerpus but also to the srassictices theory
which describes these fundament-ls" (E+3ach, in Tatr--uction
to transformational Gramemars , Hew York, 1964y r,2%. ind this
from Benveniste (ofecit. pall9)e...." it bos Geen reestmised that
language should be described as a formel structurs, Dvt that this
description demanded, to begin with, the cctellishoont of adeguate
proceedures and criteria and that, in short, tho rezlity of the

object was inseperable from the methoed usal te dafine it,

The apparently "abstract" naturc of tho thecretic eontributicons
which fellow in this edition springs froo 2 concern for methodolagy.
that of rapidly formulating concrote analysés: the formalisation
is not a2 generalisation like the cthers.

But not essential (Cl. Bremond's contribution, for exauple,
is based more on logic than lin-uisties)

"Reflexicns sur la- Phrase", in Language znZ Socioty (Ii€langes
Jansen), Copenhzgen, 1961, n.113.

It goes without saying, a2s Jakohs-n hac chzervas, that between
the sentence and what is Seyond it therec arg tromsitions:
coordination, for example, can act beyond the scatence,

See Espetia]'.l]!’: M"‘Eﬂistﬂ, Ol citln‘ ch.X - L'-S-.:':I!rl'isz
"Biscourse Analysis", Lan age, 28, 1952, 1-3C - H,2uad:
"Wamalyse Structurale d'un Poeme Francais", _incuistics 3,1964,62-83.

One cf the tasks of linguistics of diseourss wculd Le to
establish a typology for the ﬂiscuurse.T}Provisiﬂnally, it is
possible to recognise throc nain types of Jisceourgs: metonymic
(narrative), metaphoric (lyrie poetry, lenmec diseourse),
enthymematic (intellectual ciscursive),
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i 1larme's notion, formed at the tirce when
a work on linguisties: Language ap;-=rcd g5 a2 truacnt of
fiction: it will follow the mcthod of lamjuaca ( doternine it).
Lancuage reflecting jtscif. Finally, ficticn ssems 1o be the
very rroduct of the huoan sairit - it is i=amace wiaich seots at
stake all method, and man is reduca? to ill. {rouvros Complotos,
Pleiade, p.851) Cne remembers that for . Ilox:. @ “Fiecticn or
poetry "(ib., p.335).
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Linjuistic descriptiong arc ncver acnovalont. 4. cescriptiom
is not right or wrong, it is bctter or worse, nore or loss uscful .
(J.¥.Hallidoy: "Linguistique 3unorale et Lincuistigue Appliquee",
Ttudes Ge Lincuistique Appliques, 1, 1962, .12

The levels of inteqrotion havo already Teoa sostulated by the
Prague Schocl (see J.Vachek: 3 Frajue Schonl Fordor in Linjuistics,
Indiana Univ.Press, 196k, p.468) anc since taken up by many
students of linguistics. It is, in our -pinicn, Senvoniste wheo
has provided the most illuminating analysis (o2« cit.,ch.i

"In scmewhat vague terms, a2 lovel can be conai
system of symbels, rules ate., which =re us=¢ to rooresent
expressions" (E.3ach, cp.cit. D.57-58)

The third category of rhetoric, iventic, 2i¢ nct deal with
language: it concarned the res not the verbas

Anthropology stryctur~li, De 255
The present edition, infra: "Les Catesjorics cu =ecit Litteraire'.

I have tried, in this introcuction,; to inta=Tfore as little as
possible with currant resaarch.

See especially B.Tomachevski, Thematiguc {1925, in: Theorie
de la Litterature, Senil, 1965 - A littlzs lover Erorp defined a
function as "the actieon of a character, defined fron: the point of
viow of its sicnigicance fur the develorment of the story as a
whole" (Na phology of Folktale, p.20). Here we sSoo T.Todovov's
definition ("Thc meaning (or functicn) of an clesent of the work
is its power to enter intoc correlatiof with othor clements of the
work, and with the vork as = whola"), “Bnd thz contributions of
ieJ.Greimas, who comes to definc the unit by its :oradigoatic
correlation, btut alsc by its place within tha syntagnetic unit of
which it is part. - - 53
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Thus it is not only "lifc" which recognisess tho ocrdistonce
of "cressed linos". "Crossed lines (that Soyond e is
invisible) coan exist in art but a2s a ccded elemont {(Tattoad,
for example); as yet this "indistinction" is unimetm in written
codes: writing is fatally clear.

at least in literaturc, where the frecdem -7 rotation (regulting
from the abstract nature of articulate ‘lencuz-z) Orings a much
stronger responsibility than in "analogous™ oriz, soch as the
cinean,

The functicnality of the nmarrative wnit is more or lzss
imediate (therefore arparent), décending ~n tac lovel st which
it acts: when the units are on the sene lovel (in the case of
suspense, for example), funticnality is very scncitive, much less
where the function is saturated on the narrationci level: a medern
text, not very strongly sicnifying in the Tiz=ld o the mnecdota,
only finds great force of mcaning in the ficld of writing,.

"The syntactical units (beyond the sentonce) arc in fact units
of ‘content" (i.J.Greinmas, Cours ¢ Semantigus Structuralc
¢ournz ro=ziciyre, vel. 5) - The exploration o2 ine functicnal level,
therefore, forms part of gencral scmantics.

"One should not take the word as an indivisille elcmunt of
literary art, treat it as the brick with which the building is
constructed. It can be broken dowm into much soeller "werbal
elements". (J.Tynianov, guoted by T.Todovow in Lan - 6,0.18)

These designations, liks those which follow, arc only orovisional.

This does not provent finally syntagoatic Jis.ley of the Tunctions
frem being able to recover paradigastic rel~ticnshi-s between
scparate functions, as has been admitted since Lovi Strauss and
Greimas.

It is impossible to reducc the functions to actions (verks)
and the indications to qualities (adjectives), since there are
actions which indicats, are "signs" of =a z=rscaciity, of an
atmosphere ete.

Valery spoke of "dilatory signs". The Zstzciive novel makes
considerable use of these "red herrinc" unizs.

-
L

N.Ruyct. calls a paramctric clement an<gletcnt which' is constant.
throughout the coursec of a picce of music (for cxanple the tenpo
of a Bach allegro, the monodic character of a solo),
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In this edition, G.Genctto distincuishes tws scris of
descritions: crnampental and significative. The simificotive
description should cbvicusly be linked tc the lovel of the story
and the crmamental deseription to the lovel of ihe discourse,
which explains how it has lon: formed a2 perioctly "eoded piece"
of rhetoric: the doscriptio or ckphrasis a vary kmighly valued
exercisc of -_.-rhctoric. ’

Poetics, 1459 a.

inoted by Cl.Breooné, "Le Hessage Nerratif®, Cosmmications
No. il'| 195&1

Anant on livre (Ocuvses conpletes, Ploiado, .5305)

In his own way, as always purcertive but underdovslonod,
Valery clearly stated the rules of norrotive time: YThe belief in
time as a~ent and the conductor is based on the mechonism of the
memory and that of the constructed discoursce" (Tel ol 11 348;
we would underline this: the unison is, in fact; —roduced Ly the
discourse itsclf.

This concept recalls an Aristotelean ncticon: the Zrozirosis,
ths rational choice of actions to perforn, establiislhies the
graxis, which produces nothing distinet Zrom the agant, contrasted
with the poiesis in these turms, onc might say the analyst is
trying to reconstitute the praxis within the ascroiive.

This logic, based on the alternative (tc do thiz -r that)
has the merit of acccunting for the process of Zromsiisction
of which the narrative is usually the basc.

In the Ly lmslevian scnsce of double ipplication: o terms
presuppocse eaich other.

It is quite possible to find, even at this very low lovel, a
contrast, on a paradijmntic model, if ncot bLatuwcon tiro terms, at
least Getween two poles of a sequoence: the seguenes ofifer of a
cigarcttc extoends by suspending it the parcdion Jenger/Security
(revealed by Cheglov in his analysis of {ie Sherlocl: Folmes cycle),
Suspicion/Protection,/. xession/Friendlincss.

This counterpoint has been foreecast by tho Jussoion Formmalistn
whe have outlined the typology: it recalls tha princizle "twisted"
structures of the sentence (et.infra, H&I.}

Let us not forget that classical tragedy only reconises
"actors, 'not "characters".
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The"character percon" holds sway in tne Sourgesis ncvelj in
¥War and Peace Nicolai Zostov is, from the outside, a good sport,
loyal, brave, fiery: Prince Andrei a thorougnbred, disillusioned
etc: what happens to them illustrates their personslity Lut does
not form it.

If part of contepporary literature has atizcksd the "character!
it is not in order to destroy it (an impossi®ilityi, but to
dapcorsonalise it, a totally different matfor. 4 novel wihich is
apparently without charcctors, like Jrais Uy Frnili——e 3oliers, |
completely obliterates the person in favour cf the lenuage, but
nevertheless retains basically a game of ncianis, confronting
the very action of the word. This literature =till recognises
a "subject", but this "subject" is hencefcorth thot of the language.

Senantique Structurale, Larcusse, 1955, 2.127

Jiys. n.ly.ichas largely accredited thesc eondansing ogerations -
Mallarne said of Hanlet "There must be other choracters, for in the
ideal production everything moves according is a syZ. lic reciprocity
of types, among themsclves or related to = single figure'.

(Crayonne . Theatre, Pleiade, p.3Cl)

For exanole: narrations whsere the object an” subject are fused
into one character arc narratives of the search Jcr self, one's
own identity (The Golden Aje); narratives whare the subject
pursucs a succession of objects (¥inc.30vary; etc.

4, Sco's anzlysis of the James Bond cycle, lotcr in this issue,
refers more to the gone than to languajc. - -

See the analyscs of the porson given by Scnvenisis in rrculcmes
de Linguistigue Gencrale.

Double bang a Bongkok. The scntence functions as 2 "wink" to
the reader, as if onc turned towards hizm. On the other hand, the
sentence "Thus Leo had just gons out" is a narrztor's sia,-
since it forms part of "a reasoning process 28 £ choracicr.

In this issue, Todo¥ov duzls with the narrator's zicture
and the reader's picturc. '

Yhen will soncone write from the peint of visv I 2 heavenly
jokc, *his is to say as God sees thec? (Flaubart, -roefzee a-la

via d'“necri?ai;,senll' 1965, p.Bl?
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A distinction which is all the more noceosasy, on the scale with
which we ere dealing, since historically, z considerable number
of narratives are authorless (oral narratives, Zelk talcs, epics
handed down through generations ctc.)

J.Lae.=: MIs the subject of vhich I spesic whon I spesk, the
same as that which I speak?" 2

E.3enveniste, cp.cit.

. Fersonal mocd "It even scomed to Zira b € L notlinpy socned
changed, etc." - The process is cven more crude inm Tho jurder of
do ackroyd, since the purderer openly says 1

(n the performative el.infra T.Todc'ov's contribation - The
classic examrle of the performative is thc uttzrence: 1 declare
war, which does not "state" or "describa" anythinz, Tut exhausts
its meaning in its own utterance (in contrast with the uttercnce:
the king has declered war, which is a statesens and a Zescription)

Cn the contrast of the lepos and lexis, see the article by
G.Genctte.

Genus activue vel imitativiz (is intrusicn o thz norrator
into the ciscourse: dramea for examplce); genus emnatotivum
(only the poet speaks: maxims-.lidactic poctry}; zcous cossume
(mixture of the two types: the epicl.

H.Sorensen. FKelanges Jansen, §.150.

J.K.Halliday:"Lir ~ _-%ii_vegonerale et linguistizuve rrpliquee®
‘in Etudes de lincuistiquc aprliguee, No. 1, 1562, 3.:.5_.

L.J.Prieto: Principes de Noolegie, Houton et Co,,196k, p.36.

The story, L.Scbag reminds us, con be spclten et coy time in
any place, but not the ocythclozicsl narrative.

Valery: "The novel, in foro, is clese tc the draam; Soth can be
defined by the curiou.q rroverty : that all thaeir r_:.'-a::":.ms
should belong to thEEI.

Ch.3arry: lﬂlEIStIEHE gencrale et Im'iu:....t:l.gi..h. francaise
E&mu, llth ed, 1965-

2 |

<
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Cf. Levi - Strauss (Anthropologic Structurals sefZl): .
. -gl-tionships which come from the same grous con =p7ear at
distant intervals, when taken from a diachreaic oint of view" -
A.J.Greimas insists on the separation of tho funciicas -
(Semantique Structurzle).

J.P.Faye, on Klosscvski's_Barhomet: "Iarzly hr3 a zizeo of
fiction (or narrative) so clearly revealsd ~hat it gust, of
necessity, be: an exzerimentation of "thought™ oz F1iZol (Ter .. v-1
no. 22. p.88)

Waiting has, logically, only two nuclei : 1lst, itz act of

.waiting posited; 2nd; act of waiting satisfiz2 or disas-ointed: but

68.

69,

70

Tle

72

T3

7k

by Freud cencarning Prec

the first nucleus can be oxtensively catalyscd, ovea o infinity
{Jaiting for Godot): again a game, this tice an emirone case,
with the structurc.

Valery: "Proust divides - and cives us ths iz rosoion o baing
able to do so indefinitely - what other writars have been
accustoped tu pass over.

Again, one pust be specific according to ths oaterial: Literature
has an uneven power of ecllipsis - the cinema has not.

This reduction does not necessarily, corres—ond with the
division of the book into chapters: it scecs that, on the
contrary, more and more, the role of the stor is to institute
a bresk, that is to say, suspense (a technigue uszd in the novellette).

N.uwet ("analyse structurale d'un pocme francais,"  inguistics
no. 3, 1964, p.32): "The poen can be undersiscd os the result of o
series of changes applied tc the prepositiom "I lovo -ou", Ruwet,
here, rightly alludes to the analysis of paronc i feliiriun given

- tSMber {F:i.‘fn: Fsychoanalysas).

Here again there is no relationship between tie gromantical
"serson" of the narrator and the "perscnality” {er sutjoctivity) given
by a producer in his pethod of presenting = story: the ccoera - T
(constant identification with what is sesen Ly tae chizracter) is
an exceptional phenomenon in this history of the eincma.

Le double assassinat dc la rue Morgue, trons. Sauczloire.
G.Genette is right tc reduce to the pieces of relc-tzd dialogue

(el.infra); yet the dialogue always includes an intelligible fuwctien,
amd not miortic. i2

75. Mallarme (Crayonne -u Theatre, Pleiade, 2+296...."a dramatic

work shows the succession of external actions without at any time
having any reality and witheut, finally, anything hap ening.




APPENDIX A

(These notes desl briefly with some points not fully covered in the
paper, reised in discussion at the Menchester U Grzduste/Steff seminar)

Kote I: Imstitutional Hotives:

The pzper desls too briefly with the institutionsl motives of the broadcasting
institutions to survive, 2s 2 scurce of constrezints. This is neglected
pertly because more fully deslt with in finthony smith's peper, though I
think he sccords this level too high =z position. But the applicstion of
internal editorial and 'controller' constesints clearly does reflect the
interest which the institutions have - the BBC especielly - in their own
survivsl. They must be seen tc be sble to control their own mavericks in
order to substsntiste their calims to editorisl sutomomy. This is pertly
becz:se broadcas ing is itself a 'power in the lsnd', and seeks to preserve
this positionm. It is pertly beczuse £ll complex orzanizations regulste
themselves internelly. But it is of specizl importsnce in brosdcasting
becsuse of the tricky politicel climste in which they operste. Thus the
BBC knows it has meny enemies in government: it hes hesd to struggle to
convince its political masters thst it is, in competition with ITV, =
majority communicstions chonnel: it needs to retasin iits politicsl credibi-
-lity and its informsl =ccess to politicsl circles: it neads to defzmnd
its genersl reputetion in order to secure the license fee, get more money
for its own operstions, end, when the Charter is reviewsd, mske sure that
no further inrosds =re mede into its province. The crestion of thes 'Three
Wise hen' &5 & court of soppesl, set up by the BBC itself, is & way of foee-
-stelling, from inside, whet might be 2 more dsmgercus form of scrutiny if
imposed by legislztion in 1976 or esrlier. Thus many editorisl constrsinis
are managed by the BBC, snd pess=d down the hiersrchy, in defence, ul-
~timstely, of the position of the imstitution == such. They are diplomatic
decisione. Similarly, producers @nd contrellers know thst. generally, the
BBC is undergoing & difficult pstch, =nd don't weni to endsnger the Corp.
by promoting yet snother public row. Thus they censor themselves, sieer
zwey from tricky subjects, find altermative ways nT hsndling the subject,
'for the scke of the Corp'. Anthony Smith's psper is periiculerly good on
the way producers snd steff generzlly sre sensifive io thsse "pervasive
moods' and to the 'climste' st the centr:z of the orgenizational web.

The rencwsl of contrrets scrves the scuc funciion for iTV.

Note IT: "Reproducing The Yominsnit Ldeclogy With All its Contradictions"

He argue thst broadcesting does not simply 'reproduce the dominant ideology'
but reproduces that ideology end its contradictions. We suggest Some prag-
_matic ressons for this - the medis ere 'lesky systems', some sliternstives
do get through, ‘beslence' commits them to 'more then one point of wiew',
their news orientations predisposes them to go fo the denger zones, eic.
But, theoreticslly, why is this process one of 'vrepreduction in its wontr
—dictions'. Are the contrzdictions reproduced inherent withim the dominsnt
ideology? Not necessarily. but something within the dominsnt ideclogy
promotes this 'reproduction in contradiction’. This is because the
dominent ideology itself is (2) 2 liberal ideclogy {(t) in # system which
ic formslly democratic. Thus, officislly, there sre msny individuesls and
groups contending for power and interest, snd these must, by definition. be
plursl: this opens the door to ‘more than come point of view' - the ides of
"boisnce' is = decidedly libersl notion. Also, sirce the ultimate resnlt

must be legitimsted by 'public consent' (however szgue), the liberal ideo-
-logy oper@tes vis the consensus, which is, to brosdcesting snd sdminis--
_trotior whet the eleciorste snd the vote is to the perlismentery system.

‘he 'democratic component' is en implicit element of contradiciion within

the dominent (liberal) idsology. But just ss in the liberal-politicsl
ideology there is, ideally, 'ons= men one vote!, but in reality e continustion

& -
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of clsss hegemony: so, in the ideologiccl sphere, there is, formelly,
"belence'! snd 'impartislity', but in reelity the dominsnce of 'prevoiking
definitions ond interpretstioms'. It is important to say thet this
contradiction within the dominont ideclogy represents, at the ideological
level, resl pr:viously-won coneessious - the price th: dowinsnt ideclegy
pays for its continuing hegemony: the vote, universel suifrage, perlismen-
-tacy representstion, the legslizetion of unicms #nd the right te strike,
the ending of momarchicel or sristccrestic rule, the welfare stste, etel.
fhe ‘liberal ideology' is the consensus philoscohy of 2 society, not without
conflict, but with conflict regulated by norms which do not disturb the
fundementel ogreements.. £ society of regulated conflicts (and ideologies),
'structured in dominancs'.

Note IIT1: <Lhe Level Df Qignification:

If the reproduction of the dominent ideology were free ond uncontested - if
nothing else 'got througl® - them the study of the style, technisue, forms,
studio presentiations etc would be simply = study, st the micro-level, of

the dominant structures. But if. a8 ergued sbove, the reprocuction is of

en ideology #nd its contradictions, then the level of significstions (i.e.
style, technique, forms. content, etc) is = crucial level of aznolysis,

with = "relstive sutonomy' of its own, sines, in =ny instsnce, the outcome
of sn encounter in which seversl contestents ere present cannot be

fully predicted: ig this sres, significent battles to win 2 hearing for
alternstive points of view cen, sometimes, be won: the menesgement of such
conflictful situstions hes to be done in situ, end €resenters cen lose
their grip on the situstion, though they rerely do \caceuse they hsve the
ultimete signifying power of defining the events, ond are the principal
mansgers of the encounters): snd there sare also crucisl srees where the
definitions snd identificetions have to be negctisted. This seems to be

the distinction btetween =n ethnomethodelogicsl and 2 radicel symbolic inter-
-actionist spppoach, =t the lavel of the micro-study of television. ¥or
ethnomethodology tzkes the overzll scecial order for grenied® esch encoanter
is thus & repruduction, st ths level of mesning constouction snd the situs-
-tion, of # giver sociri order, which remsins essentislly unaiiected by
these trensactions. (Yhus ¢ strict Ysrfinkel snslysis of 2 t.v. programme
cen be squared with a Porsonisn wview of thke integrrtzd socisl order). Goffmse
seems to hold = position ciose to thnis, though there s2re m=ny more &dis-
—~crepencies’' ollowed for between the level of 'social order' =nd the level cf
the 'construction of socisl order in foce-to-frce sifusiions'. “ecker end
others, however, cen oe pushed towsrds o position where the cutcome of
tronsactions (intersctionsl, symbolic) ot the situationsl level cen sifect
the on-going reproducticn of seociety st the 'socisl order' level. Hence
situstions, while 'structured in dominence' (i.e. showing # systematic
tendency io reproduce the hegemony of dominent definitions of the situetion!
are not determined by it. Conflict ond contradiction, therefore, 5 well

ss consensus osnd socisl order cen be produced st the micro-level. Bach en-
-counter, therefore, puts the 'structure in doninsmce’ to the test: and the
dgiffering definitions of situstion' must struggle for cominsnce, win sssent
for their outlook sgeinst others, try to =mpiify defirnitions so &5 to fevour
the dorinant perspective, etc. The level of significeticn, is, therefore, ¢
privileged level with 'relstive zutonomy': but it is neither fully deternined
by lerger stiructures, nor free of them. The technigues which permit a
brozdcester to define an smbigucus situstion \e.g. sit-in) as 'viclent',

#nd th us win the consensus (which iz ageinst violence), sre # criticel

arec of "negotiotion of symbolic reslity'.
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elcetore]l setivities
periy-politicsl ectivities
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Wwoge negotistions.
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community sction
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direct action

tennonts strikes

uncfficisl strikes

sporadic terrorism

urbon Ixwmiing riot

urbzn insurgency
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ROl T BTE Negotisble
s . handle
militenis H;-b
extremists T
core
instigotors iy denied
- = Agpinst
: ECCESS
hooligens
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