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‘ABSTRACT

This study investigates the use of language

in a single literary work, L'apres-midi de Monsieur

Andesmas, by Marguerite Duras; By describing a range of
~ linguistic and structural regularities in the text and
exposing their interrelationships we attempt to isolate
some of the habitual patterns of meaning in the discourse
which act to control the experience of the reader. We propose
that those patterns of meaning represent stylistic features
of the text. It is assumed that behind every literary work
lies the desire to change the internal state of the reader
and that éuthors often employ highly complex organizational
structures in the accomplishment of that goal. It is further
assumed that a valid means of gaining access to textual
patterns of control is through close observation of lingﬁist—
ic detail. |
The determination of significant as opposéd to
irrelevant linguistic detail in a particular text has
consistently posed theoretical problems fdr stylistic analysis.
Studies have tended to favor one side or the other of the
double-faced linguistic sign, i.e.; focusing primarily on
either expression or content. In this analysis we propose a
dual approach to which we have applied the terms, 'semasiology'
and 'onomasiologyj, the former denoting an observational
p&éition moving from linguistic expression to content, and
the latter indicating the opposing movement from the concep-
tual plane to linguistic expression.
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Part one of the analysis employs the semasio-
logical perspective and examines linguistic characteristics
~ of four individual passages‘from the text of Andesmas.
These observations form the basis of a set of hypotheses
about ways in which the reader's experience is controlled
by the language of the text. In part two, a set of narrative
categories including events, participants, and setting are
used to distinguish different kinds of information in the
text in order to observe ways in whieh they are identified
linguistically.

The conclusion compares the results of the two
observational approaches and proposes a final set of state-
~ ments about ways in which the reader's experience is control-
led and his internal state potentially chenged. These are
assessed as basically anti-logical processes by which the
reader is forced to intensely share the experience of the
main character while, at the same time, remaining outside
that experience. The language of the text accomplishes this
by carefully controlling the 'epistemology' of the narrative.
We conclude that essential controls are determined by four
types of information in the text: limited information,
repetitive information, ambiguous information and indirect
information. These habitual patterns of control are inter-
pretedbas being essentielly directed at involving the reader
in' the final creation of meaning in the text, a process which

also implies the reader's own self-discovery.
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INTRODUCTION

Untangling the complexities of composition
and the subtleties of meaning of literary language has
traditionally been the domain of the critic, whose intui-
tions and well trained sensibilities allowed him/her to
analyze a text, place it in a particular perspective and
assess its value, be the criteria rhetbrical, aesthetic,
sociological, psychological, political etc... The fact that
these varying and most often highly subjective analyses have
historically dominated the field of literary research has
certainly contributed to linguists' waryness of literature
as a Worthwhile object of attention. Many have also felt
that literature is much too complex a semantic phenomenon
for existing linguistic theories to handle even descriptively.

Even though critical work has dominated literary

studies over the years, there has existed a well—established
tradition of linguistic focus on literature throughout most
of this century. Juropean structuralism was particularly
influeﬁtial in keeping the fires going. As Roman Jakobson
said in 1958:

"Keeping poetics apart from linguistics is
warranted only when the field of linguistic
appears to be illicitly restricted." (Jakobson:
1960 in Chatman and Levin: 1967:298)

For Jakobson, poetics deals with problems of

verbal structure just as the analysis of painting concerns

itself with pictorial structure.




‘In recent. years, the renewed interest in
semantics and the éubsequent need to deal with linguistic
problems beyond the sentence level have provided added
jmpetus to linguistic analyses of literary discourse;
there has been considerable attention paid to the develop-
ment of text grammars and text semantics, often closely
aligned with systems of formal logic. Still influential in
the field are 'Prague—school' style structural analyses as
well as Vladimir Propp's seminal analysis of the Russian
~ folktale. Greimas is another linguist whose impact continues
to be felt in the area of literary analysis. His concept of

les isotopies du discours, which refers to levels of textual

coherence, forms part of his extensive and highly complex
semantic theory. Halliday shares with Greimas this preoccu-
pation with accounting for aspects of linguistic expressivity
within a total linguistic theory.

Less directly tied to linguistic concerns are
those researchers in semiotics such as Barthes, Kristeva,
or Derrida who focus on the literary text less as a.rule-
govefned structure than as a system unto itself. Refusing
to accept science's capacity to handle the limitless
modalities of creative genius these investigators have
reoriented literary analyses by placing the accent on
the dynamics of meaning within the text. As Culler expresses
in his discussion of the Tel Quel group:

"Interpretation is not a matter of

recovering some meaning which lies behind
the work and serves as a centre governing



its structure; it is rather an attempt

to participate in and observe the play

of possible meanings to which the text

gives access." (1977:247)
This emphasis on dynamics and play in the
literary work has intuitive appeal. It fights against the
scientist's tendency to turn living forms into stone. At
the same time, a reader's interpretation of a text is
neither random or haphazard.

With the notable exception of the Tel Quel
theorists a common goal of objectivityvhas characterized
most modern attempts to describe the complex phenomenon
of literary discourse. This desire for objectivity, for
a 'literary science', has occasionally distorted investi-
gations into literary language by overemphasizing one side
or the other of what we accept as the double-faced
linguistic sign i.e., expression and content. Content
analyses have focused on variously developed semantic
primes and their organizational structures in literary texts
without always paying much attention to the linguistic facts

which determined them. We note, for example, Todorov's

. - - - . ’ ’
analysis of Les liaisons dangereuses 1in Litterature et

signification. On the other hand, more form-oriented studies,

such as frequency analyses of grammatical items, or lists
of favored syntactic transformations in a given author or
text, have tended to draw conclusions based on formal
patterns without considering the roles of syntactic or

semantic features in the context. Lopsided perspective in
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the pursuit bf objectivity is one extreme; on the other

is the position which considers the literary act such a
fragile and indissoluble integration of form and content
that any attempt at dissection is doomed to failure. Neither
of these positions is helpful to the understanding of the
dynamics of literary language. We accept with Wellek and
warren that literature exercises a "specific, highly
organized control of the reader's experience". (1962:35).
our goal is to examine our particular text and discover ways
in which this control is achieved. Our attempt is admittedly
a limited one. It also represents a somewhat personal answer
to the notion of style in the literary text.

L'apres-midi de Monsieur Andesmas was not

chosen as an object of analysis for any one simple reason.
The primary motivation was initially a personal sympathy
for the text and the work of Duras in general. This was
followed by the observation that Duras' narratives are
highly charged emotionally while remaining on the surface
very objective and external accounts of mundane events.
This impression of being controlled by the text in ways not
readily discernable in normal reading process stimulates
an irrepressible desire to take the text apart in order to
determine how the language sets up the patterns of meaning
which control the reader's‘experienCe of the text.

In order to do this we have adopted a dual
perspective which allows us to focus on both expression
and content in our attempt to isolate the habitual patterns

of meaning at work in the discourse. This, we hope, will



?rovide a‘balanced outlook. It will also allow us to treat
the text as an integrated whole, a position we consider
essential for the goals of our analysis.

To describe our observational method we have
borrowed and translated two térms in Prench semantics and

. ’ . - 3 . X »
lexicology, i.e., semasiologie and onomasiologie, which

we will refer to with the English equivalents, 'semasiology!’
and 'onomasiology'. Our use of the terms derives, in
particular, from the lexicological work of K. Baldinger.
Stérting from the traditional 'triangle of signification',
as presented by Ullmann, Baldinger states:

"Te signifiant est lie_au concept par la
signification, c'est- g-dire a differents
concepts par dlfferentes significations..
L'eventail des significations 11e a un seul
S1gn1f1ant constitue le champ sema31olog1que
D'autre part, je peux exprimer un seul
concept par une serie de s1gn1f1ants dlffe—
rents ... L' eventail des des1gnat10ns lie a.
un seul concept constitue le champ onomasio-

logique." (1966:6)

The use of the terms in our analysis involves
a certain amount of generalization since we are investigat-
ing patterns of meaning in an entire text. We find them
useful in that they translate the dual focus on the
linguistic sign which we consider necessary to the unders-
tanding of meaning ‘actualized' in discourse.

We may generalize that the reading of a text
represents a'semasiological process whereas the writing
Oprcreation of a text is onomasiological in nature. One
might assume that in the ideal act of communication the

thought generating the onomasiological process matches that
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resulting from thé semasiological process. Obviously, most
uses of lénguage will deviate from this ideal schema, but

the more complex the example of language use the greater

the potential disparity betWeen what is intended and‘what

is finally understood..Literary language, as we will see,

is not necessarily hindered by this 'communicative gap',

on the contrary, that disparity may be turned into a positive

and essential aspect of the literary work as a whole.

Methodology

Our analysis will be divided into two parts.
Part one exploits the semasiological point of view and
examines details of linguistic expression in four individual
passages from the text. These observatibns then form the
basis for a set of preliminary hypotheses.about ways in
which the reader's experience is controlled.,Iﬁ part two;
which we designate with the complementary term, onomasio-
logy, we use a setAof narrative categories made up of EVENTS,
PARTICIPANTS and SETTING to separate types of information
in the text in order to expose the ways in which that
information is identified linguistically. For example, when
we say, "Mr. Andesmas, the elderly father of Valerie waited
the entire aftérnoon for Michel Arc.", we are giving
information about an event (waited the entire afternoon...)
88 well as information about a participant (Mr. Andesmas,
the elderly father ...). Participants in discoﬁrse effect

and experience events. Setting, on the other hand, providea



jnformation about the circumstances under which events

take place; the when, the where and the how. We will alse
use the‘term, IDENTIFICATION, to mean the linguistic indica-
tion of reference.

In our conclusion we will compsre the results
of our two sets of observations and attempt to derive from
them a fihal set of statements about ways in which the
language of the text reflects habitual patterns of meaning,
and thereby exercises specific controls on the experience
of the reader. It is our contention that these patterns
of control represent one set of stylistic features in the

text of Andesmas.

Observational Position

The general perspective of this analysis is
that of the reader. Our interest is not in describing the
overt or covert intentions of the author but rather in
isolating linguistic facts in the text which exercise
control over the decoding process of the reader{ Our attitude
reflects, therefore, that of Riffaterre when he states:

"La, tache de la styllsthue est donc

d;} etudier le langage du, point de vue du
degodeur, puisque ses reactlons, ses hypo-
theses sur les intentions de 1l'encodeur, et
ses jugements de la valeur sont autant de
reponses aux stimuli encodes dans la sequence
verbale." (1971:146)

Our goal must be to expose as many of those
stimuli as possible. We must emphasize, however, that our

analysis does not claim to reproduce what some analysts



nave referred to as'an average reading experience'. Ve

agsume that a so-called average reading involves considerable
. .20

unconsclous assimilation of textual structure and detail.

our reading, on the contrary, is marked by consistent

attention to linguistic details and their textual patterns.
The crucial question that imposes ltself, however, is how
to determine which linguistic details are significaht and
which are irrelevant. This question has been traditionally

. 3 Id
answered in terms of norme et ecart:

"Style, in the linguistic sense, usually
signifies every special usage clearly
contrasted against the general." (Wellander:
1948 translated in Enkvist: 1964:23%)

Unfortunately, establishing that general usage
or norm is not a particularly easy task. Do we use a
description of the language as a whole, i.e., a particular
grammar? Since grammars tend to be oriented to the sentence
level this approach has serious limitations. Juilland
offered a classic criticism when he stated:

"La conceptlon de la stylistique comme
‘science des écarts' - qu1 implique, le

rejet des faits 'normaux' abandonnes a la
linguistique - peut broulller irremedia-
blement la perspective d'ensemble, des faits
lltteralres Car le meme fait materlel
identifie par les crlteres llngulsthues
comme un fait de langue pur et simple peut,
lorsqu il est place dans un autre eclalrage
et pris dans un regeau de relations diffe-
rentes, etre valide sur un plan autre, sur
le plan litteraire en l'espece. En ignorant
dans 1l'analyse lltteralre un fait linguigti-
que 'banal' (c'est a dire correspondant a
la 'norme’ linguistique), on risque d‘'omettre
un element constitutif de la structure
litteraire (a determiner)". (in Guiraud et
Kuentz: 1970:41)
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The distinction between norm and deviation in
Stylistics is based on the notion of a hypothetically neutral,
unmarked linguistic level and that which varies from it in
one way or another, be that variation syntactic or semantic.
A Bouton says in his discussion of style at the sentence
level in Franch:

"T1s [les ecarts) tiennent a 1'exploitation,

de la part du locuteur, de pOSS1b111tes

11ngulst1ques non utilisees en langue au

niveau du systeme mais virtuellement conte-~

nues dans le systeme et que 1'on appelle
generalement les ressources stylistiques."

(1970:250)

Early structuralists called this 'bending of
rules', foregrounding because it was a way of drawing
attention and gaining emphasis. The concept of norme and
éEEEE has intuitive appeal, especially when dealing with
examples at the sentence level. However, ifs potential
vaiidity becomes more questionable when one is dealing
with sentences in discourse. Discourse is capable of
establishing its own norms against which other new deviations
can be foregrounded. In other words, context may be involved
in the definition of a lingiistic 'deviation'.

In the wake of these kinds of problems the use
of a contextually related norm has also been a frequent
suggestion:

"Style is cOncerned with frequencies of

linguistic items in a given context, and
thus with "contextual" PTobabilities. To
measure the style of a passage, the

frequencies of its linguistic items at

different levels must be compared with
the corresponding features in another

text or corpus which is regarded as a
norm and which has a definite contextual
relationship with this passage." (Enkvist: 29)
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It is obvious that this approach would, by
specifying the features of comparison, have the advantage
of restricting the amount and type of materiel analyzed in
a given text; but without any coherent theory of context
the choice of norms will be necessarily ad noc and the
subsequent results of conparison infinitely variable. This
does not mean to imply that the comparative approach is
without value. On the contrary, it is capable of producing
specific and interesting results, but it cannot be claimed
to surpass other methods on the grounds of greater
objectivity.

Paced with the difficulties of fixing a
linguistic norm against which to compare literary language,
and all the while intent on not destroying a text's
structural integrity, analysts have continued to practice
a kind of intuitive mentalism, epitomized perhaps by the
‘work of Leo Spitzer. The intellectual atmosphere Surrounding
the rise of linguistic structuralism was highly critical

~of Spitzerian idealism and la recherche de 1'entymon

spirituel, but the eventual disregard for semantic problems
in linguistic description left stylisticians in an impasse.
The subsequent emphasis on statistical analysis of lexical
and syntactic features of texts was equally doomed without
any well developed theory of contextuality or linguistic
norm.

« However, it has been noted in the past that

Spitzer's reliance on a scholar's intuitions in the first
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‘étep of his method is not unscientific per se:

| "Why do I insist that it is impossiblé to
offer the reader a step-by-step rationale
to be applied to a work of art? [for one
reason, that the first step on which all
may hinge, can never be planned: it must
already have taken place. This first step
is the awareness of having been struck by
a detail, followed by a conviction that
this detail is connected basically with the
work of art; it means that one has made an
'observation', -which is the starting point
of a theory, that one has been prompted to
raise a question- which must find an
angwer..." (Spitzer:1948:26)

If such a first step in the analysis is not
objectionable in itself, its danger lies in an overly
enthusiastic elaboration of a few intuitively chosen
facts unchecked by a more thorough linguistic study.

This present analysis will follow Spitzer in the initial
process of hypothesis formation, based on personal response
to linguistic features in specific passages,but will further
attempt to check those hypotheses by means of a more
semantically oriented analysis of the text as a whole. It

is our opinion that a certain amount of subjectivity cannot,
at this point in the development of semantics, be totally
eliminated from stylistic investigation. What counts is an
acute awareness of the situation coupled with active attempts
at control. Literature is art. Its medium is language but
its substance is the full range of human experience. It
would be audacious to assume far-reaching powers of expla-
nation; but it is possible that well defined descriptive
analysis may put us in a better position to understand

language as art and the ways in which it relates to other

kinds of linguistic behavior.
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FOOTNOTES TO THE INTRODUCTION

lihis unconscious assimilation is sometimes referred

to in the literature as a function of a hypothetical
textual or narrative competence (Van Dikj: 1971) that
accounts, for example, for the ability of individuals
to summarize and interpret texts without any reference
to the linguistic facts which generated the response.
The 'little black box' of linguistic competence grows
into the 'big black box' which includes a whole mass
of cultural knowledge.

%Familiarity with frequencies of linguistic items in

given contexts is part of the linguistic experience we
have acquired ever since childhood. When this past.
experience is turned to the analysis of a running text,
whether heard or read, it is transmitted into a complex
flow of expectations which are either fulfilled or
disappointed. In stylistic analysis, then, past contextual
frequencies change into present contextual probabilities,
against whose aggregate the text is matched." (Enkvist:
1964: 28). :



PART ONE

THE TEXT FROM THE SEMASIOLOGICAL PERSPECTIVE

In this part of our analysis we will present
a series of observations based on linguistic détails noted
in four passages of the text. Our vocabulary, for reasons
of practicality, will be drawn from traditional grammar.q
These observétions will then form the basis of a set of
hypotheses about ways in which the experience of the reader

is controlled by the particular use of language in the text.

Introductory Observations

Before examining the passages themselves there
are the textual features bf the title and the sub-title
which demand attention. Although their impact on the reader
must be considered marginai compared to the controling
influence of the body of the text, their salience and their
potential power to fix the attention of the reader cannot
be ignored.

The title, I'apres-midi de Monsieur Andesmas,

provides the reader with the first bit of information about
the text i.e., the name of a particular individual and a
specific moment in his life as marked by the definite article

and the attribute, 'de M. Andesmas'. The use of the definite

article, as opposed to the possibility of Un Apres-midi de

Monsieur Andesmas, underlines the singularity of the

afternoon in relation to the character. We note as well that

the use of the title, Monsieur, as opposed to the surname

13
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alone or a full name (L'apres-midi d'Armand Andesmas?)

establishes an indefinite remoteness from the character.
Abéve and beyond these details of the title is a more general
signification inherent in the title's form. It ressembles

other titles and one in particular, L'aprés-midi d'un faune.

This kind of memorial allusion cannot be ignored, especially
when one considers the striking semantic contrast between
the activities of the faune and those of Andesmas. The
following quote is taken from the album notes describing
the composition of Debussy:
"Au cours d° un lourd apres—mldl sicilien,
un faune s gvellle d un reve aglte, tout
rempli de desirs qu'il cherche a retenir
par la force magique de la musique. Il
s'exalte de plus en plus et s'abandonne
voluptueusement au tumulte de ses sens;
enfin, il retombe dans sa somnolence."
Potentially significant as well is the work's
subheading of recit which can be observed on the cover of
~the text. Although less important than the title in shaping

reader expectations, it still deserves consideration. Compared

o, . : :
to roman, recit is the more general term as can be seen

from the following dictionary entries:

Roman: Oeuvre 4! 1mag1natlon en prose assez
longue, qui presente et fait vivre ,
dans un,milieu des personnages donnes
comme reels, nous fait connaitre leur
psychologie, leur destin, leurs aven-
tures. .

Recit: Relation orale ou ecrite (de faits
vrais ou imaginaires).
(Dictionnaire Robert)

We will not belabor this distinction for the

present. In actual practice the use of the terms varies
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VJQidely‘from author to author and publisher to publisher
despite attempts of critics and genre theorists to imposé
éonsistency2. I'or the moment let us extract from this defi-

nition of recit the notion of relation de faits. At a later

point we will be in a better position to evaluate to what
extent that definition applies relevantly to our texﬁ.

In choosing the passages to be observed various
'criteria were taken into consideration: passages were
required from more than one area of the text in order to
be representative; passages needed to be selected with
relative objectivity; and finally, the text had to follow
fextual breaks in order to ensure passage integrity.5

Andesmas is graphically divided into two large
chapters of 5% and 66 pages.4 In chapter one the first spac-
ing break occurs at page 34. Since we considered this passage
too long, a semantic break at page 18 was established as fhe
cut-off point for passage one,vequalling 10 pages of actual
text. In chapter two the first graphic break occurs after 13
pages and both chapters end with passages of approximately
two pages each. These four segments; pp. 9-18, 60-61, 63-/5,
and 126-128 were chosen to be analyzed from the semasiological
perspective. The choice was considered a compromise between
the problematic extremes of random and purely subjective
selection. The amount of text was considered limited enough
to allow for close observation and large enough to generate

hypotheses potentially valid for the entire text.
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Observations: Passage One

The first paragraph of this passage, which 1is
also the first paragraph of the text as a whole, exhibits
a frequent use of the definite article:

(1) "Il deboucha du chemin sur la gauche. Il
arrivait de cette partie de la colline
completement recouverte par la foret, dans
le froissement des petits arbustes et des
buissons qui en marquait 1'abord vers la
plateforme." (9)

To understand why this feature draws our
attention we note a common definition of the definite article:
"L'article defini est celui qui se met
devant un nom, pris dans un sens complete-
ment determlne, il individualise 1l'etre
ou .l'objet nomme." (Grevisse: 1964 :248)
The use of the definite article for the first
mention of the various 'objects' implies knowledge as yet

5

it is not un chemin but le chemin,

unshared by the reader.

not une plateformé but la plateforme. The fact that the nouns

so specified refer to physical reality and spacial location
establishes an unidentified 'observer' whom we will designate
as the narrator of the passage. If we consider further the
traditional description of the use of the definite article
we note as well:
"L'!article deflnl s'emploie parfois comme
demonstratlf devant des noms de81gnant

un, etre ou un objet deaa presente ou en
presenoe duguel on se trouve." (Grevisse:25%2)

Since the objects of the first paragraph have
not been presented previously, this more deictic function

of the definite article appears to be activated.
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Using these observations as stimulus, let us
ook in more detail at different ways in which nouns are
determined in the opening pages of the text. It is important
to keep in mind, however, that all examples of noun deter-
mihation do not necessarily reflect a conscious choice of
the part of the author. There are frequent cases in which
the particular use of the article, for example, is strongly
conditioned by the grammatical system of the language. What
interests us here is not an explanation or justification
of each determiner in the passage, but rather a view of the
general patterns of noun determination. Beyond the first
paragraph the definite article continues to be prevalent:

(2) "La colline de ce coté-ci s'affaissait
abruptement vers la plaine." (9)

(3) "J1 ne vit pas tout de suite 1'homme qui
etait assis devant la maison." (10)

Two other ways of specifying the noun, the
demonstrative adjective and the possessive adjective,. also
turn out to have a high frequency in the passage. For example,

(4) "Il devait _venir chaque jour dans cette
colline, a la recherche des chiennes ou
de nourriture; il devait aller jusqu'a
ces trois hameaux du versant ouest, chaque
jour, faire ce parcours tres long dans
l'apres-midi a la recherche d'aubaines
diverses." (10)

Directly following this paragraph is the first
example of direct discourse in the text. In it are expressed
the‘thoughts of Andesmas as he watches the passing dog. Here
the'frequency of possessives and demonstratices is especial-

1y high:
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(5) "=~ De chiennes, de détritus pense 0.
Andesmas. Je reverrai ce chien qui a
ses habitudes.

I1 faudra de 1l'eau a ce chien, donner

de 1l'eau a ce chien, marquer, 1gi d'un
reconfort ses 1ongues courses a travers
la foret,de. village en village, dans la
mesure du possible faciliter son existence
difficile. TI1 y a cette mare, a un kilo-
metre d'ici, ou il peut boire aussi certes,
mais de la mauvaise eau, fade, ena1SS1e
de suc d'herbes. Verte et gluante devait
etre cette eau, alourdie des larves de
moustiques, malsaine. Il faudra de la
bonne eau pour ce chien si desireux de
sa joie quotidienne." (12)

The demonstratives fix objécts and locations
in the surrounding space.This implies a physical presence
of the narrator or, at least, a 'visual' presence which
alioWs him to share the same perspective as Andesmas. The
difference can be found in the visual scope of the physical
pers?ective. Whereas the narrator points out details of the
entire physical space within view and a certain amounf that

is not in view ("ces trois hameaux du versant ouest"),

Andesmas is attending only to the dog and its need for
refreshment as can be seen by listing the demonstrativé and

possessive expressions:

ce chien ses longues courses
ce chien son existence difficile
cette mare sa joie quotidienne

cette eau
ce chien
The narrator and Andesmas both see the dog but

their vision is not the same. Compare the following two

Sentences:
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(6) Narrator: "Il devait venir chaque .
« jour dans cette colline, a
la recherche des chiennes ou
de nourriture."

" (7) Andesmas: "De chiennes, de déetritus pense
M. Andesmas.Je reverrai ce chien
qui a ses habitudes."

Although they more or less translate the same
judgement, the use of the first person future (reverrai)
compared with the third person paraphrastic conditional

(devait venir)‘reveals a difference in attitude. In the

opening passage we see that although the narrator and Andesmas
share a particular spacial perspectice as observers of

the environment, there exists a radical difference in the
scope of that perspective. The narrator observes much more
than Andesmas and Andesmas himself is 'observed' as objecti-
vely as is8 the dog. In fact, from the standpoint of the
narfator there is even 'visual embedding', i.e., the narrator
"looks' at the the dog who is looking at Andesmas (example 3).

Despite variations and exceptions in specific

works, it is commonly accepted that the two most frequent
features of narrator discourse are the use of third person
reference and the preterit. A narrator can be described as an
imaginary subjective consciousness, generally anonymous,

whose function is to present an imaginary world. In our text,-

the use of the third person and the passé simple establish

the presence of the narrator from the very first sentence.
Traditionally, the narrator has been the direct controlling
force behind a reader's understanding of a text. Since our

goal in this analysis involves uncovering essential patterns
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 Of control at work in the text, the 'behavior' of the

S A R T

narrator will continue to be of crucial interest to us.

The regular use of demonstratives and possessi-
ves in the text is a way of establishing particular
relationships or connections in the discourse. With demons-—
tratives the relationship is between the speaker and the
object or individual referred to; with possessives, and here

we are limited to third person possessives, there is a

connection set up between one object or individual and another

object or individual. We will now look at what types of
lexical items are determined by demonstrative and possessive
adjectives and in what context, bearing in mind that:

"Les, adjectifs démonstratifs’marquent, en
general, que 1l'on montre (reellemgnt oy par
figure) les etres ou les objets designes
par les noms auxquels ils sont joints."

(Grevisse:360)

Out of the 40 demonstrative adjectives found in

the first passage, 20 determine items which designate

location in the environment. TFor example,

cette partie (de la colline)
ce coté-ci

cette plaine

ce village X3

ce meme espace

cette plateforme X2

ces trois hameaux

cette colline




cette mare

cette terrace X2

cette maison X2

ce point

ce chemin X2

Individuals in the passage are also determined
by the demonstrative;

cet homme X2

ce chien X5
as are expressions of time;

cette fois X3

ce jour-lé

The remaining demonstratives determine physical
objects;

cette eau

ce fauteuil X2

ce corps
or nominalisations of an action or state;

ce parcours

ce repit

ce rhythme

cette facon

cette rencontre

cet ége

Recognizing the 'pointing' function of demons-—
tratives one could expect this list to reveal certain

Preoccupations in the passage. In fact, the dominant feature



these lexical items is their concrete or phenomenological
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character. The deictics are directing the reader's attention
to the physical reality of the environment, the individuals

and to a lesser extent, certain movements all of which force-

the reader to observe the scene as if he himself were physical-
1y present. We note as well that despite their concreteness

most of the lexical items are very general (homme, chien,

village, chemin, eau).

In general, demonstratives are used to refer to
objects that have already been specified in the discourse,
either because they have been mentioned earlier or because
they are contextually obvious in some way. The preference
for definite articles and demonstratives over the indefinite
article in the determination of nouns in the passage reveals
an emphasis on the quality of obviousness of the objects
specified. Instead of receiving detailed descriptions of fhe
narrative world the reader is forced to enter that world
as an observer and discover its qualities as if he were physi-
cally present in it. This preference for the demonstrative !
over the definite articie in written French has been frequent-
ly noted by linguists such as Sauvageot (1957) and even
earlier by Dauzat. They saw in this tendency not merely a
shift in semantic perspective in the texts in question, but
rather, evidence for the systematic weakening of the definite

article in modern French in general.



The list of possessive adjectives yields
gomewhat different results. Out of the 22 occurrences 12

refer back to the dog as 'possessor', 3 to Andesmas, 3 to

valerie, 3 to the house and one to the forest. Once again
reference to the concrete is evident.

sa maison

sa montre

sa masse

son bras

ses ongles

ses clairieres

However, we find as Well a whole collection of
possessively determined nouns which are not concrete. All
refer to le chien.

sa SOlitude

son effort

sa fatigue

ses habitudes

ses longues courses

son existence difficile

sa joie quotidienne

These nouns focus on modes of existence rather
than physical reality. They imply judgement which goes beyond
external observation. Both the narrator and Andesmas 'observe'.
le ghien and comment on his iife. The terms are as general
and common as those applied to the physical level. It is
also interesting to notice that this last list of lexical

terms would apply equally well to a human being.
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Repetition of lexical items and syntactic
structures is a basic tool in language for gaining emphasis
and thereby directing the attention of the reader. Various

types of repetition are evident in passage one. Negative

constructions are particularly apparent. We note the follow-
ing example:
(8) "I1 n'y a dans la foret aucune autre

construction que cette maison que
M. Andesmas vient d'acquerir." (15)

(9) "Entre ce village et la maison nouvel-
lement acquise par M. Andesmas pour
son enfant, Valerie, en effet aucune
autre construction ne s'elevait." (16)

(10) "Aucune autre, aucune autre que la tienne."
(lo)

In the first two very similar sentences we
observe the third person mark of the narrator in reference !
to M. Andesmas. The second person pronoun in the third !
example marks the speaker as Andesmas. We notice again hbw

the narrator and Andesmas share the same linguistic pattern

in reference to the same object, la maison de Valérie, while
retaining very different perspectives. In the first two
examples aucune is part of an objective description while
in the third the repetition of aucune creates the emotional
tone of a subjective statement. Consider another example:
(11) "Les amis de, M. Andesmasg n'existent plus.
Une fois 1l'etang achete, personne ne pas-
sera plus. Personne. Exception faite des

amis de Valerie." (17)

Here, there are two negatives repeated, ne ... plus

and personne. In this case the barrier between narrator and

Andesmas is less evident. The first sentence comes from the

narrator but the remainder of the passage could be attributed



to either. The repetition of personne could also qualify as

an afterthought to either of the two preceding sentences, i.e.

- personne = the non-friends of Valerie, personne = the friends
of Andesmas who are now dead, or as a further possibility,
personne = Andesmas himself, who awaits the same approaching
non-existence. The interesting fact lies in the potential
multiplicity of reference for the item.

In fhe final paragraph of this passage there
occurs'another set of repetitions which includes negatives:

(12) "En montant il l'avait encore entendue.
(Valerle) Et puis le bruit du moteur
de l'automobile avait massacre son chant.
I1 s'etait affaibli, assourdi, puis,
des brlbes en etaient encore parvenues
Jjusqu' a lui, et puis rien, plus rien.
Une fois attelnte la plate—forme, plus
rien ne s'entendajt d'elle ni de son
chant. C'avait ete long. Long aussi d'ins-
taller ce corps,dans ce fauteuil d'osier.

Quand ¢ 'avait ete fait, non, vraimeng

rien, rien ne s'entendait pl plus de Valerle,
ni de son chant ni du bruit du moteur de
l'automobile.” (18)

v The fading and disappearence of Valérie's voice
is the subject of the paragraph. After the two. phonetically

- similar participles, affaibli, assourdi, a long sequence

of negatives fixes on the absence of all sound from Valérie.

Rien is repeated five times:

(13) "... et puis rien, plus rien ... plus
rien ne s entendalt d'elle ni de son
chant ... non, vraiment rien, rien ne
s'entendait plg§ de Valérie..."™ (18)

and the focus on the departure is highly intensified. Another

type of repetition can be observed in the following example:

(14) "valerie 1'avait conduit, puis elle était

ld

repartie. Elle n'etait pas descendue de
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1! auto, elle n 'était pas montee Jusqu' a

la maison, n'en avait pas exprime le desir."
(16)

Here, the rapid succession of pluperfect forms
parallels the rapid Succession of the events. Other examples
include the following:

(15) "I1 (le chien) retourna la tete, decouvrit
%iogresence de 1 'homme, dressa les oreilles."

(16) "Sa fatlgue lui revient, il halete de nouveau,
et repart a travers la foret." (11)

(17) "M. Andesmas souleva son bras, regards sa
montre, yit qu'il etait 4 heures." (13)

All these examples express sequences of obser-
vable physical actions, simple and unembellished by subjective
comment.

Various repetitions are also very evident in the
first interior monologue passage on page 1l2:

(18) "I1 faudra de 1'eau a ce chien, donner
de l'eau a ce chien..." (12)

and we note the repetition of modifiers as Andesmas imagines
the dead water in the near-by pond:

(19) "... de la mauvaise eau, fade, epaissie
de suc d'herbes. Yerte et_glug_ﬁg devait
etre cette eau, gigggﬂgg des larves de

moustiques, jgggig;_g (12)

This same type of piling-up of modifiers occurs .
soon after in a passage obviously marked by the narrator
but moving into the thoughts of Andesmas:

(20) "Les siestes de M. Andesmas, elles, etaient
egales, toujours medlcales, en ete, en
hiver, strictement. C'est pourquoi il dut
se souvenir des siestes des autres, siestes
du samedi, profondes, sous les arbres des
places du village, amour , parfois,

dans les chambregs." (14)




The mass of modifiers creates a strong opposition

petween les siestes of M. Andesmas and les autres:

r'd
egales » profondes
rd . }
medicales _ amoureuses
r'd r'd
en ete , sous les arbres
en hiver dans les chambres

The most obvious example of repetition in the
passage is the musical refrain, graphically marked by
spacing and italicized type. It occurs four times in
the first passage: |

(21) "Quand le lilas fleurira mon amour
Quand le lilas fleurira pour toujours" (15)

In this first example the refrain immediately
follows a reference to Valerie and the house. The song is
coming from the valley below, "Dans la vailée, quelqu'un 1le
chénta." (16) The remaining examples refer to Valérie's
singing of the song.

(22) "Elle avait chantonné dans la chaleur

du chemin: Quand le lilas fleurira mon
amour" (17).

(25)"Dans la chaleur, vivement, comme si rien
n'en etalt de la chaleur, elle avait
chantonne:

Quand le lilas" (18)

The fourth example finishes the line of the song‘
although separated by a paragraph describing M. Andesmas's
walk from the car to the house as well as another comment
about Valerie's singing:

(24) "Elle elt chante parelllement dans la

fraicheur d un soir ou d'une nuit, dans
d'autres reglons, ailleurs. Ou n auralt—

elle pas chante?
fleurira pour toujours"(18)
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It is clear that through juxtaposition and
direct reference an associatioh is being established
.between-Valérie and the love song.

In the environment of the love song refrain
there also occur all but one of the interrogative structures
in passage one. Directly following the first refrain we
find:

(25) "Dans la vallee, quelqu'un le chanta.
Peut-etre la sieste finissait-elle?
Peut- etre, oui, finissait-—elle. Le
chant venait du village sirement. De
?ue% autre endroit aurait-il pu venir?"

16

Who is asking these questions? The presence of

the passé simple in the first sentence Seems to indicate the

narrator although the following three sentences would be
easiiy attributable to Andesmas as he sits and wonders to
himself. Traditionally, there is no allocutionai function
in narrator discourse "in as much as it is, by definition,
utterance without hearer." (Dole¥el: 1973:30)

"Allocution presupposes a listener and

therefore it is proper to dialogic utterences.
It is, however, also typical of 'soliloquy';
here allocutlon assumes a spe01flc character
that of addressing oneself." (DoleZel:30)

These comments argue for attributing these
questions to Andesmas. The example just preceding the fourth
refrain could be interpreted in the same way: "Ou n'aurait-elle
pas chante?" (18) The only other interrogative in this passage

occurs in reference to the passing dog. It is also the first

interrogative of the text:
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(26) "Il revint. Pourgquoi? Il traversa encore
une fois la plate-forme gui donnait
sur le vide." (12)

The pesse simple of narration surrounds the

question which seems to imply that it is the narrator who

is in doubt when it is equally, if not more probable, that
the question is coming from Andesmas as he watches the dog
pass in front of him. This ambiguity of perspective is,

of course, nofhing new in twentieth century fiction and has
already undergone intensive analysis by literary critics

and linguists alike. It is commonly referred to as free
indirect discourse. We will withhold formulating our hypothe-
this about the nature of free indirect discourse in the

text and its role in controlling the experience of the reader

until observations of all the passages have been presented.

Observationst Passage Two

After having noted interrogative structures
in paSSage one, we see three more examples in the scant
two pages of this passage. There is less ambiguity of'origin
here:
(27) "Comment faire autrement ,qu'attendre?
Attendre 1l'auto de Va‘erie Il rigole.
I1 est enfermé dans la foret par Valerie -
son enfant." (60)

(28) "Le soleil avait-il tourné?Sans doute,
remarqua M. Andesmas." (61)

It is clear that these questions come from
M. Andesmas. In both examples there is a causal relation
implied between the question and subsequent response on
the part of M. Andesmas; in the former, "il rigole" and in

the latter, "sans doute, remarqua M. Andesmas.” Only the



third person transformations separate the other sentences

from the direct discourse mode. For example:

Il est enferme dans Je suis enferme

la foret par Valerie . y dansg la foret par
- son enfant. Valerie - mon enfant.

The third interrogative occurs in the last
gsentence of the passage which is also the last sentence of
the book's first chapter. The sound of the love song has
once again risen from the valley below:

(29) “ApréS'qu‘elle eut cesse, la joie fut
m01ns violente. Quelques rlres et elle
8 etelgnlt M. Andesmas s'endormit-il
encore, apres la chanson?" (61)

Here one can imagine M. Andesmas asking himself:

Est-ce que je suis endormi encore apres la chanson? However,

the person and tense markers in the question, as well as
in the preceding two sentences, definitely impose the
presence of the narrator. The resulting impression of
narrator doubt has significant implications for reader
response. If both the narrator and the character communicate
limited knowledge the reader automatically finds it nedessary
to participate in the interpretation of events, situations
and the individuals involved in them.

The love song refrain reappears iﬁ this passage

as well:

(30) "Quand le lilas fleurira mon amour
Quand notre espoir sera la chaque jour. "(Eﬂ)

follewing the paragraph which includes the second interrogative:

(31) "Le soleil avait-il tourne? .Sans _doute,
remarqua M. Andesmas. Un hetre a quelgues
metres de lui, le balaie de son ombre
d'une noble grandeur, d'une imposante _
grandeur. Cette ombre commence a se. méler
a celle du mur blanc de chaux." (61)
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In this case, reference to Valerie is not

in the immediate vicinity of the refrain. The paragraph
above intervenes with a description of the encroaching 
Shadow of the beech tree. Instead of Valerie it is an
objective correlative of the péssing of time that is jux-
taposed with the refrain and the description is madevin
visual terms. Reference to le soleil is also made at the
beginning of the passage:

(32) "L'attente de M. Andesmas finit une

fois de plus par redevenir tranquille.
Le soleil etait encore haut." (60)

Both the sun and the song punctuate l'attente
of M. Andesmas.
We have observed frequent examples of verbs

in the passe simple and present tense. In this passage we

also encounter future and conditional forms:
(33) "L'entrevue serait courte. Il dlralt en
quelques mots a Michel Arc ce qu 11 .
croyait qu'il fallait faire, Jjusqu'ou
devaient aller les balustrades sur la
plate~forme.
La terrace sera en demi-cercle, sans
aucun angle, elle arrivera a deux metres
du gouffre de lumiere." (60)
Changing the conditional forms to the future and
the pronouns to the first person reveals another example
of Andesmas in thought:
L'entrevue sera courte. Je dirai en quelques
mots a Michel Arc ce que je crois qu'il faut
faire ...
which corresponds perfectly with the two paragraphs which
follow. In the text the thoughts have been transformed into
the narrative past. The transition to future, like the
transition from past to present, intensifies the 'reality'

"0of the scene.
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" We note as well that demonstratives continue

to appear, most often referring back to essential 'objects'

ih fhe story: cette plate-forme, cette enfant de M. Andesmas,

cette ombre.

Observations: Passage Three

The first striking detail observed in this
passage_has to do with the graphic chapter break that occurs
between passages two and three. The 1ést sentence of chapter
one is the following: |

(34) "M. Andesmas s'endormit-il encore, apres
la chanson?" (61)

The first sentence of chapter two is:

(35) "Sans doute oui s'endormit-il." (63)

This question and answer directly parallels an
example 1in passage one: | |

(36) "Peut- etre la sieste finissait-elle?
Peut-etre, oui, finissait-elle." (16)

The break between the two sentences appears pure-

ly to be without motivation. It may be impossible to know
the exact reason the author made the break but it possibly
represents the period of time during which Andesmas is
asleep, i.e. cut off from physical reality.6

Repetitions are once again apparent in this
passage and the first two examples recall the negatives ob-
served in passage one (examples 10-13):

(37) “Oui, il avait du s'endormir encore,
encore une fois." (63)

(38) "C'est dlailleurs vainement qu'il s'est
approche du pre01plce un moment avant.
Jamais plus, desormais, jamais plus." (63)




However, these examples, in contrast to the
others, also make referénce to time. We note another
example as well:

(39) "~ Je ne comprends pas. Ce n'est pas
blen de la part de M. Arc, ce n'est
pas bien de faire attendre un vieil-
lard, des heures, comme il le fait." (65)

There is no doubt that the example (39)
represents the language or thought of Andesmas. In the pre-
ceding two examples the tense'and grammatical person render
that same identification less obvious but no less real.

Once again, as mentioned earlier, we are dealing with a
narrative technique described as free indirect discourse. The
examples in our passages are very frequent. The use of this
technique is in no way unusual, in fact, it is one of the
most common characteristics of modern fiction since Flaubert.
The following description clearly fits many of our observa-
tions:

"The character's consciousness is rendered in

an idiom that is so habitual in modern fiction
that its stylistic pecularities pass unnoticed.
If we stop to analyze, we find that the reflect-
ing mind is presented in the third person and in
the customary epic tense of narration, the
preterite. But at the same time the syntactical
structure is that of direct discourse, with the
rhythms of spoken language rendered through
exclamations, rhetorical questions, repetitions
and exagerated emphases." (Cohn:1966:97)

The following is another very typical example£

(40) "Meme en sachant blen qu'elle ne pourralt
jamais satisfaire 1'avide cur1031te Lqu'til
avait d'elle, il souhaita qu'elle fut pres
de lui, cet apres-midi-la. Pres de lu1
meme en se taisant interminablement, pres
de lui, il la voulut cet apres—mldl-la "

(75)
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The consistent use of repetition to mark the
consSciousness of Andesmas manages to translate both the
.mothony of waiting and the harping obsessions of old age.

Rhetorical questions, such as those obsefved
in passage one, continue to be evident in passage thfee.
The first example is particularly interesting as’it points
out the complexity of context that surrounds certain sentences.
This question occurs in relation to Andesmas' thoughts about
Michel Arc's lateness:

"Comment peut-il se permettre une chose pareille?"

(65)

If we look back a few paragraphs we see that
this question implies much more than a casual query:

(#1) "Ainsi attend-il, pretendant qu'il ne peut
pas arriver a comprendre 1'incorrection
de Michel Arc a son egard.

Une nouvelle fois, il prononce, d'une voix
douce et polie, ce mensonge fait a lui-
meme. Ce n'est pas bien de la part de
M. Arc, ce n'est pas bien de faire atten-
dre un vieillard, des heures, comme il
le fait." (65)

In context, this question functions more as a
negative than an interrogative. M. Andesmas refuses to admit
that he understands the reason behind Michel Arc's lateness.

An important aspect of passage three is the
dialogue. The words of the characters, like the thoughts and n

solitary comments of Andesmas, are marked by the narrator's

verb of communication (dit-il, elle ajouta, demande-t-il,
etc...). Other types of discourse are also found interspersed
with the dialogue. These vary from the extreme of objective

- ’ “
narration: "Il se leva legerement de son fauteyil et se courba



en avant." (67), to the subjective presentation of the

words and thought of M. Andesmas. In examples of the
latter, interrogatives are again very evident and are
frequently directed towards the character of Mme Arc:

(42) "Depuis combien de temps le regar-
dait-elle, elle aussi, jouer, de
cette facon avec ses pieds, dans
le sable? Tres peu de temps sans
doute. Celui qu'il lui avait fallu
pour sortir du chemin et arriver
devant lui." (66-67)

(43%) "La connaltralt il jamais celle qui
avait ete la femme de Michel Arc?"
(68)
(44) "Ma;s au fond, comment savoir si elle
n'etait pas venue seulement pour se
taire la, aupres de ce v1e111ard
plutot qu'ailleurs? Si elle n'avait
choisi cet endroit, ce temoin?" (69)
(45) "La femme l'écouta (le chant) attenti-
vement gu'il soit lointain ou proche.
Mais 1l'ecoute-t-elle?" (70)
No comparable structures are presented from
the perspective of la femme. The reader is aware of the
words directed towards M. Andesmas and the woman's physical
appearance. Whereas the dialogue is presented with objecti-
vity, the instances of physical description, such as those
given above, clearly come from the visual and psychological
perSpective of the main character. It is equally obvious
that these examples correspond with our earlier description
of free indirect discourse in which,
"Two linguistic levels, inner speech with its
idiosyncrasy and author's report with its
quasi-objectivity, become fused into one,

so that the same current seems to pass through
narrating and figural consciousness." (Cohn:98)
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As our final observation of passage three
we note a paragraph of reported thought that occurs
before the arrival of Mme Arc. Andesmas has Jjust asked
himself, dishonestly, about the lateness of Michel Arc:
(46) "Un jour ou l'autre, en robe riche de
couleur claire, Valerle, sur cette .
terrasse, guetterait ce chemin, a
cette heure-ci du soir.Sous ce hetre
qui perpetueralt les bienfaits de son
ombre a quiconque serait la a cette
heure-ci, dans,é1l'avenir, en cette sai-
son exacte, Valerie attendrait la venue
de quelqu'un. Ce devrait etre ici, en
effet, qu'elle ne tarderait pas a se
51tuer cette attente-la de Valérie." (65)
We observe here a number of familiar details,
in particular, the heavy use of the demonstrative adjective,
translating the visual and tempbral perspective of Andesmas,
and the transformation of the subjective future to the
reported style of the conditional. The attente of M. Andesmas
becomes the attente of Valerie. However, the metamorphosis
is incomplete in one absolute and essential detail which
is not explicitly mentioned, i.e., the objects of their
respective attentesj for one it is love, for :the other only

death.
' Observations: Passage Four

The fourth passage, which makes up approximate- 
ly the last two pages of the text, is dominated by dialogue.
Although direct discourse is the most frequent form, there
are also five ekamples of indirect discourse, marked by

verbs of communication (dire 2X, demander, supplier,

Qrévenir) and third person reference to Andesmas and the
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wife of‘Michel Arc. Three paragraphs are .also attributable
to the narrator; they occur at the beginning, end, and
the middle of the passage and allow for the addition of
descriptive detail to the dialogue scene. As before, the
details offered are limited to observable reality. For
example,

(46) "I1 ne resta plus qu'un fil de lumiere,
entre l'horizon et la mer. M. Andesmas
souriait toujours." (26)

We again note a concentration of negative and
interrogative structures, especially in the dialogue,
These structures, by focusing on the nonexistent and the
unknown, translate the psychological preoccupations of
one who waits. Ironically, however, it istalérie and
Michel Arc whose knowledge is questioned by Andesmas
and la femme;

(47) "~ Ils ne savent rien? demande enfin
M. Andesmas.
- Non. Rjen. Ce matin, encore rien.
- Ni Valerie mon enfant?
- Non. Ni Valerie, ni Michel Arc." (127)

As well as the interrogatives and negatives,
the dialogue of Andesmas and la femme reveals emotional
intensity:

(48) "Je me fiche de ce que vous dites,
dit M. Andesmas. Mais parlez Jje vous
en prie." (127) ‘
(49) "Ecoutez! C'est Valerie qui chante!" (127)

(50) "Je souffre énormément, il faut que je
vous le raconte." (127)
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(51) "Tls vont etre la dans quelques minu-
tes, supplia la femme. Je ne vous ra-
conteral rien de plus gque ce qui sera
necessalre. Je vous en prie." (128)

The guestions and mutual suppllcatlons of the
dialogue contain repetitions in much the same way as did
the reported thoughts of Andesmas in the earlier passages:

(52) "Comment vont-ils se le dire? Alors que

tout le village le sait, tout le monde,

et que tout le monde attend cet instant?"
(126-127)

The strangeness of the dialogue derives from
the fact that the two characters don't really want to talk
to each other. Mme Arc continues to speak because she must:
she finds no other way to control her pain than to share
it with M. Andesmas:

(53) "Je ne vous raconterai rien de plus que
ce qui sera necessaire." (128) -

Andesmas, on the other hand, makes his final
retreat and his final negation:

(54) "Je n'ecouterai plus rien, la prevint
M. Andesmas." (128) _

The need for speech despite the lack of any
communicative interest on the part of the interlocutors
suggests two coordinaﬁed monologues rather than the expected
interplay of thought and personality characteristic of
dialogue. This mutual indifference could be interpreted
in various ways: psychologically, it might mark the extreﬁi—
ty. of emotion being experienced by the characters, philo-
sophically, it could represent the inherent futility of
human communication. However, from the standpoint of

narrativity, the tendency for the dialogue to ressemble
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the previously introduced monclogue passages (questions,

negative structures, repetitions) significantly blurs the
frontier between monologué and dialogue. We have already
discussed the way in which free indirect discourse esta-
blishes a fluid transition between the discourse of the
narrator and that of a separate fictional character. The
breakdown in the distinction between monologue and dialogue
could be seen as part of a similar preoccupation with the
erosion of traditional narrative modes in favor of a looser,

r7

more ambiguous rendering of a fictional world.

Hypotheses

Although these observations of linguistic de-
tails are by no means exhaustive, we will try to summarize
our findings in order to come up with hypotheses about ways
in which a reader's experience of the text is controlled.
A list of preoccupations in the text as revealed by the
use of language might include the following:

1) A descriptive bias towards the rendering of
observable physical reality emphasized by the use of:

a) the definite article

b) demonstrative adjectives

c) sequences of verbs and modifiers
which all focus on the immediacy
of the physical qualities of
both the environment and the par-
ticipants

2) Simplicity and generality of the reality

presented.
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3) Prevailing patterns of repetition of
various items which include:
a) negatives
b) interrogatives
cg verbal forms
d) noun modifiers
e) the love song refrain
Although discourse examples heavy with repetition are most
often traceable to the point of view of M. Andesmas, we
also notice them in narrated passages where sequences of
verbs and modifiers create rhythms in the discourse very
similar to those established through the repetitions of
negatives and interrogatives.
4) Ambiguities established between the narrator
and Andesmas concerning the 'source' of particular dis-

course examples. Free indirect discourse technique was

noted as significant in the creation of those ambiguitiés.

From these points we see that there is emphasis
placed both on characteristics of external physical reality
and on the internal subjective state of the main character.
Techniques such as repetition heighten reader invovément by
translating the persistent subjective obsessions of thought.
In contrast to this view is the narrator's presehtation of
'reality' with the objectivity of third person reference
and the distance of the past tense. We hypothesize that
this oppositibn has a major impact on controlling the ex-
perience of the reader by establishing an epistemological
tension in the narrative between what is objective and

external and what is subjective and internal. We further
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contend that this tension is subtly manipulated in the dis-
"course by means of linguistic features which are shared by
both the narrator and Andesmas. 1In general this is accom-
plished through the techniqué of free indirect discourse.
In particular, the appearance of similar 1inguistié'con—
structions such as demonstratives,interrogatives,negatives
etc...in narrator and main character speech considerably
blurs the logical barrier between Andesmas and the narrator.
The effect is one of fluid transition between the polarities
of narrator and character, giving the reader the impression
of understanding events from two separate perspectives
simultaneously.

These hypotheses are still far from representing
a total picture of controlling influences in the text. In
order to observe the text in a different light, gain access
to facts not uncovered from the semasiological perspective
and,finally,to check the statements just presented, we will
move now to the second part of our analysis in,which we

approach the text from the point of view of onomasiology.



FOOTNOTES TO PART ONE

' 1In particular,we will depend on definitions found in Le bon
usage by Maurice Grevisse. ’ o

. Vi . | 3 .
2,y‘or Sartre La nausee is a roman; for Camus L'étranger is a
recit. Robbe=Grillet writes romans and many narrative WoTks
of Marguerite Duras appear to be categorized as neither.

5We will recognize two types of passage break: (1) graphic,
which is built into the printed text by means of chapter div-
ision,spacing,paragraphing etc... and (2) semantic, marked
most frenquently by a temporal or spacial shift in the narra-
tive. Most texts will have both and they are frenquently '
isomorphic although manifestations vary widely, especially in
modern fiction.

4Gallimard edition

5We will use the term,object, to refer to aithing, person, OI
matter to which thought or action is directed.

6We note,however,that there are other moments in the text

when Andesmas sleeps and there are no textual breaks (for ex-
ample,p.44) That the break exists as a kind of negative empha-
sis of the artificiality of chapter breaks in a continuous
recit is more farfetched but not impossible considering the
Tormal preoccupations of writers of the so-called nouveau
roman. ———

»7Despite the danger involved in making direct comparisons
between differing art forms, it is difficult to not associate
this blurring of narrative modes with the changes in the
treatment of line and color characteristic of the impression-
ists.



PART TWO
THE TEXT FROM THE ONOMASIOLOGICAL PERSPECTIVE

In this second part of the analysis we
observe the entire text of Andesmas from the point of
view of onomasiology, i.e., moving from the conceptual
plane to that of linguistic expression. In effect, all
that we have observed in part one, at the level of
linguistic expression, is determined and controlled by
the more general meaning of the text as a whole. As

Jonathan Culler states in his book, Structuralist Poetics,

"In the study of literature
the notion of structure has
a teleologicai character: the structure
is determined by a particular end; it is
recognized as a configuration which
contributes to this end." (243%)
The determination of that ‘particular end’
is a crucial problem in any literary analysis. In principle
we reject any dependency on the author for understanding
the conceptual basis of a literary work. The selfeexplahation
of artists is both interesting and illuminating if studied
within the context of the generation of literary art,
but it is too subjective and too variable to be incorporated
into any general approach to the study of meaning in
literature. Many authors refuse or have no interest in self-
analysis. The sole dependence on the personal Jjudgement of

a pérticular analyst is no less suspect and we admit that

little progress has been made in the area of empirical studies
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of literary respanse. Rather than disregard the issue we have
opted for what we admit to be a compromise between blatant
subjectivity and over zealous claims of objectivity. In
order to investigate textual patterns of meaning from the
cbnceptual point of view we have accepted, a priori, EVENTS,
PARTICIPANTS, and SETTING as the primary conceptual consti-
tuents of all narrative. These categories have a long history
of use in literary studies. Wellek and Warren comment that
"Analytical criticism of the novel has
customarily distinguished three constituents,
plot, characterization, and setting." (216)
The terms are not exactly the same as those
we are using but they represent the same kind of division.
The use of narrative categories continues to interest

linguists as well, especially those involved in the description

of discourse in non-Indo-European languages. In The Thread

of Discourse Joseph Grimes suggests that events, participants

and setting are the primary constituents of all narrative,
whether spoken or written, and regardless of literary status.
He states that
"Literary criticism has never been noticeably
close to linguistics, yet the critic and
the linguist who works on discourse react to
some of the same patterns in language." (14)
There are certain to be differences in definition
and application of narrative terms but there is no doubt
that their appearance in both linguistic and literary cri-
ticism argues well for their generality.

Qur ' goal in this section will be to observe

the ways in which events, participants and setting are



identified linguistically in our text. This procedure

will be qualified by our subjective assessment that the
human experience of attente 1is the primary conceptual focus
éf the text. By noting ways in which the three primary

types of narrative information are identified linguistically
in the text we hope to come up with conclusions about
patterns of meaning in the discourse against which to
balance and more clearly Jjudge our earlier assessments based
on patterns of linguistic expression.

We will begin with the presentation of events
followed by that of participants and of setting. It is
important to}recognize from the outset that the boundaries
between these three narrative éonstituents are not always
easy to establish. At one level we might look at the
following sentence,

Le vieux M. Andesmas somnole dans sa chaise

and rightly assert that we are provided with two different
kinds of information; on the one hand, that someone did

something, i.e. the event, somnole dans sa chaise, and that

the person was M. Andesmas who is also vieux. The last

two pieces of information are not about an event but about

an individual, i.e. a participant. Nevertheless, once
sentences combine in discourse, especially literary discourée,
one cannot avoid the notion that events, in their turn, also
provide information about participants. To take that argument

. to its extreme we could quote Henry James' essay, The Art of

Fiction, when he asks,

"What is character but the determination of
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incident? What is incident but the
illustration of character?”

This may be valid at a certain psycholdgical
level, but once again, it is the type of comment which

“tends to argue for the non-analyzability of literary dis-

course, a position we obviously reject. We do not deny the
complexity of the task but we agree with Grimes when he
states that

"The answer to complexity is not to give

up the whole thing, but to find generali-
zations and simplifying assumptions that

put their finger on the essential factors
behind the complexity." (5)

In addition, we quote Baldinger:

"Faire des dlstlnctlonsz c'est mettre en
ordre, mais ¢ est en meme temps faire des
sgparatlons, ol au fond, il y a unite. Mais
separer ce qui es}t uni pour y mettre de
l'ordre, c'est 1! eternel paradoxe de la
science." (1966:1)

Our analysis in terms of two complementary
approaches, those which we have designated as semsasiological
and onomasiological, does not claim to escape the basic
paradoxes of either science or literature but it does intend
to look at a specific example of literary language in a way
which does not seriously distort the delicate syntheéis

of form and content characteristic of literary art.

Events and their linguistic identification

Events are the backbone of any narrative. However,
Andesmas, like much modern fiction, is strikingly uneventful
when compared to the traditional 19th century novel. In
our text, for example,

’ - ’ . . 3
"Le recit, le recit visible, semble un
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paradoxe: rien d'autre qu'un vieil homme
assis, pendant quelques heures, Sur une
falaise, dans un apres-m1d1 de juin. Il
somnole, il voit passer un chien, puis

une petjte fille, et enfin une femme, avec
qui il echange des paroles insignifiantes.
Le soleil tombe. C'est tout." (Alberes
1970, p. 182).

Despite its seeming antithesis to eventfulness
or action, the attente of M. Andesmas makes up the central
event of the narrative. The limits of attente are, in fact,
the limits of the text.1

Events take place in time. They can occur
in succession, overlap, embed, or take place simultaneously.
At the sentence level conjunctions, relative pronouns and
tense are typical tools for marking the relationships of
events and actions fo one another. At the level of an
enfire,text these relationships increase fadically in complex-
ity. A whole range of events with a very specific chrono-
logical order is potentially open to very different textual
orderihgs. Experimenting with ordering of narrative events

has been a preoccupation of the "artistic" storyteller

from Homer to the nouveau roman. This is a strong device

for controlling the reader's experience. It is therefore

not enough to consider only the individual linguistic

identifications of events in the text; it is also necessarya

to determine how events are organized in the text as a whole.
The base of the system of events in Andesmas

is considered to be l'attente. Events which take place

during the approximate two and one half hours of waiting
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will be ‘called primary events. Events taking place outside

that timespan will be designated as secondary events. We
must emphasize that the térms, primary and secondary, as
applied to events are used to describe narrative structufe
and are not meant to imply a hierarchy of importance.

The following schema represents the primary events. We have

included the time of day as indicated in the text and the
numbers of the pages on which each event begins. We have
charted those events which mark the major scene changes
in the text; they are the arrivals and/or departures of

three different participants: le chien, la fille, and

la femme.

Primary events

Page Event Time of day
9 The dog passes the
platform
13 The dog leaves; Andesmas 4 PM (p. 13)

waits alone

25 The girl arrives;
Encounter with dialogue

34 Girl goes to the pond;
Andesmas waits alone

43 Girl returns to the platform;
Encounter with dialogue

50 Girl returns to the village;
Andesmas waits alone

66 The wife arrives;
Encounter with dialogue as they
await the arrival of the
others 6:10 (p. 99)

128 The others approach
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This schema reveals a very regular structure;
the periods of waiting, which are of a similar length,
alternate with the encounters. We will first direct our
attention to the identification of the arrivals and

departures.

The arrival of le chien orangé makes up the

first lines of the text. In effect, it is also the reader
who enters into the text with him;
(55) "Il deboucha du chemin sur la gauche.
I1 arrivait de cette partie de la
colline completement recouverte par
la foret..." (9)
The verbs which identify the event are in

the passe simple and the imparfait, the traditional verbal

forms of narration. We note, however, that here, and in
paragraphs which follow, it is not the actions which are
detailed but the environment in which they take place:
(56) "Il venait sans doute des agglome-
rationg qui,se trouvaient sur 1l'autre
pente, passe le sommet, a une douzaine
de kilometres de la." (9)
Compared to the visually descriptive arrival of
the dog, the arrival of the girl is strikingly direct.

It is the sound of her voice that marks the arrival.

(57) "Michel Arc, dit la jeune fille, yous
fait dire qu'il va arriver bientot." (25)

The free indirect discourse passage which follows
exposes the difference between the two arrivals:

(58) "M. Andesmas ne l'avait pas vue arriver.
Peut-etre s'etait-il assoupi pendant
son approche? Il la decouvrit tout
a coup, debout, sur la plateforme, ,
a la meme distance gue le chien orange.
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S'il s'etait assoupi, etait-ce
pendant cette approche ou depuis un
peu plus longtemps?" (26)

Before the appearence of the girl, Andesmas
had been thinking and dozing. The use of the girl's voice
to mark her arrival forces the reader to experience the
event from the perspective of Andesmas. The arrival of la
femme is identified in a different manner. Once again
Andesmas is at first unconscious of her presence and is
alerted by the sound of her voice, but instead of sharing
the experience of Andesmas the narrator pushes the reader
back into an observational position.

(59) "Du vent arriva. Le hétre frémit,

Et dans son bruissement 1l'arrivee |
d'une femme eut lieu, qui echappa a
M. Andesmas.

Elle se trouva devant lui et lui
parla." (66)

The three arrivals differ in the viewpoint
from which they are presented, yet there are similaritiés
as well. We nofe, for example the repetition.of the verb,
arriver, in all the examples. Also similar is the associa-
tion of sound with the arrivals; not only the sound of
voices but sound in the environment. The dog arrives "dans
1le froissement des petits arbustes et des buissons qui en
marquait 1l'abord vers la plateforme" (9) and with la femme
it is the sound of the wind in the beech tree that accomp-
anies her arrival.

The departures of these participants share many
of the same characteristics in terms of their linguistic

identification. Considering first the departure of the dog

we note the following passage:



(60) "Lentement, il s 'en alla pour ne plus
revenir ce gour-la. I1 avait transoerce
de sa coulee coloree 1' espace gris a la
hauteur du vol des oiseaux. Si discrete
avait ete sa marche sur les roches de
gres qui bordajent l'a—plc, qu'elle avait
cependant trace du raclement sec de ses
ongles sur les roches, dans l'air environ-
nant, le _souvenir d'un passage.

La foret etalt epalsse, sauvage. Ses
clairieres etaient rares. Le seul chemin
qui la traversait - le chien le prit, cette
fois - tournait tres vite apres la maison.
Le chien tourna et disparut." (12)

The dog's disappearence into the forest is
marked by visual and auditory detail (sa coulée coloree,

(le) raclement sec de ses ongles).

The daughter of Michel Arc arrives and departs

twice, first to visit the near-by pond and second to return

to the village. The departures are identified in very

similar ways;

(61) "Elle partit dans la direction du haut
de la colline, celle par laguelle etait
arrive le chien orange." (33)

(62) "Elle partlt sans se tromper, par le
chemin qu avalt prit le chien orange,
sagement, lentement." (50)

Auditory detail is also part of the identifica-
tion of the girl's departure. M. Andesmas calls after her
to agsk if she will give a message to Valérie but he cannot
understand the girl's reply:

(63) "L'echo de la voix enfantine flotte long-
temps, insoluble, aufour de M. Andesmas,
puis aucun des sens éventuels gu 'il aurait
pu avoir n'etant retenu, il s'eloigne,
s'efface, rejoint les miroitements divers,
des milliers, suspendus dans le gouffre
de luymiere, devient 1'un d'eux. Il dis-
parait." (50)




The departures of the girl and the dog take
place in the same location (forest path), in the same manner
(slowly) and are marked by the same kind of auditory fade-out.

Both paragraphs also terminate with the same verb (disparaltre).

We suggest that this uniformity in identification tends to
neutralize the individuality of the events and places them
at the same level of importance.

The arrivals and departures are events which
stand between two other sets of primary events, i.e. the
encounters and periods of solitude, as schematized earlier.
Secondary events, those outside the central narrative
timespan, are variously embedded in the narration of primary
events.

Compared to the identification of the arrivals
and departures, the presentation of the encounters and
periods of solitude is also very uniform. In fact, both
encounters and periods of solitude are composed of the same
sets of activities: looking, listening and physical movement.
They differ in that the encounters involve dialogue between
the participants. Intérior monologue fulfilis a'similar
function in the periods of solitude.

In the,opening pages of the text the dog and
M. Andesmas watch the sky, "ce meme espace vide illuminé
que traversaient parfois des compagnies d'oiseaux". (10)
They also watch each other, but the dog observing Andesmas
is emphasized;

(64) "Il retourna la tete, decouvrit la

presence de 1'homme, dressa les oreilles.

?Sgge fatigue cessante, il l'examina".
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(65) "Le chien le regarda peu de temps de
temps de cette facon contemplativement
fixe." (11) "

Sound, as commented earlier, identifies both
the beginning and end of the encounter. Movement in this

encounter, as in those which follow, is primarily associated

with participants other than Andesmas.’Frequently movements
are identified in a series as in example 64 above as well

as noted earlier in example 16. The preferred verbal form

is the pgssé simple, although examples occur in the present
tense as well, |
(66) "Sa fatigue lui revient, il halete a_
nouveau, et repart a travers la foret..."
(11)
These sequences of verbal forms transmit an
almost visual effect, as if the eye of the reader were

2 The transition

being carefully guided by the author.
to thé present, by eliminating temporal distance, brings
that visual reality into even sharper focus.

In the second encdunter, that between Andesmas
and the daughter of Michel Arc, there is again consistant

mutual observation:

(67) "La jeune fille, a cette distance respec-
tueuse, examina le corps massif..." (26)

(68) "Le regard s'accoutuma peu a peu au
spectacle de M. Andesmas." (27)

(69) ”%lli interrogea M. Andesmas du regard..."
31 ‘

When she leaves to visit the pond M. Andesmas
wétches her disappear:
(70) "Il la suivit des yeux jusqu'a ne plus

rien en voir, rien, plus une seule des
taches bleues de sa robe..." (33)
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In this case we note a visual fade-out similar
to the auditory example cited earlier. This emphasis on
the process of disappearence probably represents the pers-
pective of the main character who repeatedly finds himself
alone.

During the time spent with Andesmas the girl
also directs her gaze to the square below:

(71) "Au lieu de s'en aller, elle alla s'asseoir
sur le bord de la terrasse future et elle
regarda le gouffre." (28)

(72) "L'enfant scruta la place du village,
assez longuement, puis se retourna vers
M. Andesmas..." (30)

However, her gaze is not limited to external
reality: |

(73) "La petite fille fronca les sourcils et
parut reflechir. Son regard gquitta
M. Andesmas et chercha derriere lui,
sur le mur, blanc, a apercevoir quelque
chose, a decouvrir quelque chose qu'il
souhaitait voir et qu'il ne vit pas.
Alors, son visage exprima tout a coup
une brutalite bouleversante, il se
revulsa dans l'effort d'un regard ine-
xistant. Elle regardait un songe et
elle souffrait. Ce songe qu'elle regar-
dait ne se voyait pas." (44)

Whatever internal anguish she experiences remains
hidden and without name; only external signs of facial
expression give evidence of her pain.

Although she speaks now and then with Andesmas,
most of the time she quietly waits with the old man. Here
we observe the negative identification of action:

(74) "Elle se taisait..." (46)

(75) "Elle ne bougea pas..." (46)



She listens itently to the music and voices
from the village below and eventually directs the attention
of Andesmas to it:

(76) "Elle montra le gouffre ou se passait le
bal. -- Ecoutez, dit-elle." (50)

The final encounter takes place with thevwife
of Michel Arc and makes up approximately one half of the
text of which one half, in turn, is dialogue. Madame Arc
waits with M. Andesmas and, in the same manner as her
daughter, looks, listens, moves and speaks. She looks at the

gouffre de lumiere and at Andesmas, she listens to the music

from the square, she sits in the same position as her daughter,

la tete contre le pied du fauteuil, she walks in front of

the platform, "de cette déemarche qui est la meme que celle
de sa petite fille un moment avant..." (97) and intermingled
with these actions is a strange, often desperate dialogue.

We have referred to the preceding sets of actions
as events in the discourse, yet their similarity from parti-
cipant to participant, their repetition, andvtheir lack of
purpose all combine to give an impression, less of actions,
than of physical reflexes. The monotonous motions of‘looking,
hearing and body-~shifting resemble mindless tropisms.

During Andesmas' periods of solitude, actions
are very similar to those noted during the encounters. He
observes his surroundings:

(77) "Dans un craquement de tout le fauteuil

d'osier, M. Andesmas considera les lieux
choisis par Valerie." (23)
(78) "Il regarda le gouffre de lumiere. _La mer

a cette altitude est presque du meme bleu,
remarque-t-il, que le ciel." (34)



and listens to the sounds:

(79) "I1 ecoutait les airs dansants." (22)

His physical movements are minimal. Hé leéves
his chair only once to look down ét fhe'village square.
Although détails of physical movement and response are
consistently present, it is the identification of Andesmas'
internal mental state which dominates the periods of solitude.
Interior monologue, therefore, occupies a considerable
portion of the periods of solitude.

Although monologue, during solitude, and dialogue,
during encounters, take place during the same timespan as
primary events, they also contain information of a different
sort. From the position of Andesmas's solitude, there are
introduced memories from the past and creations of imagi-
nation which exist at a tenuous level of dream-reality.

Out of the encounters come dialogue references to past events
and to events projected into the future. It is these kinds

of information which we will classify as secondary events.
The use of the term, secondary, does not imply, however,

that those events have a lesser narrative Significance

in the text. The following diagram shows the skelétal

system of events in the text.




TATTEHTEY

SOLITUDE ARRIVALS AND ' ENCOUNTERS
DEPARTURES
Looking Looking
Listening - Listening
Movement Monologue Movement Dialogue
secondary events secondary events

It is the secondary events, dispersed and
at times practically hidden in the chain of discourse,
which are the source of the primary events.

We consider secondary events, which are
numerous in the text, to be of two types: background
events, which are evoked from the past and function to
explain primary events, and suggested events, which exist
at the level of the hypothetical. Although we will not
attempt an exhaustive listing and analysis of all secondary
events, certain details require comment.

Secondary events are most often distinguiéhed
from primary events by means of verbal form, the pluperfect
being preferred for background events, and the future and
conditional forms for suggested events. HFor example:

(80) "Michel Ar¢c avait dit que 4 heures moins
le gquart etait une heure qui lui conve-
nait." (13)

(81) "Il avait peniblement atteint 1a plate-
forme..." (18)

and we also hote:

(82) "Valérie, en chemise de nuit, regardera
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donc, bientot, des son reveil, tout a

son gre, la mer. Parfoig celle-ci serait
comme aujourd'hui elle etait, calme."™ (24)

Background events are rooted in past 'reality'

and act to explain the present, for example: who is
M. Andesmas? Why is he on the platform? how did he géf
there? etc...2 Suggested events, because they identify
the possible and the imaginary, are more subtle in nature.
Since they concern nonreality they end up rather acting
as indirect identifications of the mental preoccupations
of the participant producing them. A particularly striking
example of this is one that was noted in part one (ex. 46)
in which Andesmas imagines Valérie on her terrace awaiting
gomeone's arrival. All the details of setting match the
experience of Andesmas except for one érucial but unmention-
ed detail: Valérie is probably waiting fdr her lover while
the attente of the old man leads no longer to love but to
death. This conclusion is not overtly stated, but only
implied through a complex network of detail exposed aarlier
in the text and in the passage itself.

Secondary events open doors to the future and
the past, and by so doing, are very powerful in creating
the illusion of a narrative ‘world'. As we have seen, primary
events in Andesmas are identified in terms of inactioh, ~
monotony and repetition. In fact, nothing happens; the only
occurrences identified are examples of passive perception of
the environment, unconscious physical movement, and dialogue
without communicative intention. It is the secondary events,
in coordination with the identificational details of parti-

cipants and setting which guide the narrative by providing
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the reader with the information with which to construct

the meaning of attente.

Participants and their linguistic identification

We recognize six individuals, or participants,
in the text: Andesmas, the dog, the girl, the woman,
Valérie Andesmas and Michel Arc. Since the last two are
presented autside the spacio-~temporal borders of primary
events we 8hall divide the participants into primary and
secondary groups.

Primary participants Secondary participants

the dog Valérie Andesmas
the girl Michel Arc
the woman

Monsieur Andesmas
We will first observe 1inguiétic identifica-
tion of primary participants.
The presentation of the dog occupies relatively
little space in the text yet possesses considerable salience
due to its introductory position. Identification is primari-

ly in terms of physical movement (déboucher, arriver, venir,

. o . o L4 .
retourner) and perception (voir, deviner, decouvrir, regarder).

It is through the perception of the dog that reference to
Andesmas is first made in the text;

(83) "J1 ne vit pas ‘teut de suite 1'homme qui
etait assis devant la maison..." (10)

(84) "Il retoyrna la t8te, decouvrit la presence
de l'homme..." (10)

The physical description of the dog comes from

the perspective of Andesmas. This kind of mutual observation
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introdﬁces setting, from the perspective of Andesmas, who
watches the dog move across the space in front of him,
and also manages, through the perspective of the dog, to
place Andesmas in that same physical environment. Although
the ddg is, for the most part,‘described externally, it is
the wandering thoughts of Andesmas which identify thé dog
in terms of another more internal reality, exemplified by

the possessively determined non-concrete nouns given in

part one (sa solitude, son existence difficile, son effort
etc...). These identifications could be interpreted as

projections of Andesmas' own internal preoccupations.

The identification of la fille is also dominated

by the technique of mutual observation. As with the dog,

it is the girl who is presented observing Andesmas before
he has even noticed her. When descriptive reference is made
to the girl it is from the viewpoint of Andesmas:

(85) "Sa s11houette etait si 1ongue, deja,
que c'est seulement a l'inconvenence
du regard pose sur lui que M. Andesmas
devina qu'elle etait encore une enfant.

Sous les cheveux n01rs, les, yeux pa-
raissaient clajrs. Le visage etait
petit, assez pale." (26)
When she leaves for the pond she is further
identified physically:

(86) "Elle partit gauchement sur ses Jjambes
malgres 8 peine galbees, des pattes
d'oiseau, sous le regard souriant et
convenant du vieillard." (33)

Beyond the recurrent details of looking,

hearing and movement, as mentioned earlier, the girl is




also identified in terms of her participation in the nmusic
rising from le bal:
(87) "Au deuxieme couplet, 1° enfant se mit
a le chanter d'une yoix grele et in-
certaine... Detournee de lui, elle chanta,
ponctuant les temps de facon scolaire,
la chanson entiere." (29)°
(88) "Alors l'enfant siffla l'air de. la
chanson. C'etait un 81fflement plus
aigu, plus ralenti gu'il n'aurait du.
Elle ne devait pas etre en age de danser
encore. Elle sifflait, avec une appli-
cation forcee, mal." (50)
In all of the last three examples the descrip-
tion is accompanied by evaluative information as well.
The evaluations are also negative. Although - the girl
is only a year younger than Valérie (p. 84) she is
identified as awkward and childlike. These childlike
qualities, as observed by Andesmas, are also combined
with descriptive features which imply a deeper hidden
reality in the girl:
(89) "-La fille ainée de Michel Arc n'est
pas comme les autres. Michel Arc croit
gue sa fille n'est pas comme les autres.
Ca n'est pas si grave, dit-on. Par
instants, elle oublie tout.”
Mention of her forgetful especially as

associated with la piéce de cent francs, returns repeated-

1y throughout the text. Her internal anguish, which is only
suggested, as in example 73, appears all the more poignant
for its lack of definition.

The wife of Michel Arc is present in approxi-
mately one half of the text, i.e. most of chapter two,
during which she shares the attente of M. Andesmas. Although |

dialogue is the dominant discourse mode descriptive reference
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to the woman is also frequent. She too is first presented
observing Andesmas, as noted in example 59, and is describ-
ed subsequently from Andesmas' perspective:

(90) "Elle avait des cheveux noirs, assez.
longs, et plats, qui lui, tombaient
un peu plus bas que les epaules, des
yeux clairs que M. Andesmas reconnut
comme etant ceux de la petite fille, .
tres grands, plus grands peut- -etre que
ceux de la petite fille. Elle aussi
était en espadrilles et en robe d'ete.
Elle paraigsait plus grande qu'elle
ne devait etre, a cause de sa minceur."

(67)

Verbs of sight (paraitre, vOoir, apercevoir,

regarder etc...) continue to mark this jeu du regard which

we have noted so often. Nonetheless, the woman is also
identified in a manner which implies the limitations of
sight. In the following example she is sitting on the edge
of the platform and loocking down at the square:

(91) "M. Andesmas n'apercoit d'elle que la
nappe noire et goyeuse de ses cheveux
etalee sur ses epaules et ses bras nus
qui, rassembles par ses mains jointes,
enlacent ses genoux. Non, elle doit
regarder seulement, ne pas ecouter
M. Andesmas croit deviner qu'elle sur-
veille ce cote de la place du village,
celui deg arbresg et des bancs, celui qu'il
a yu apres le depart de 1l'enfant vers
1'etang." (71)

Her movements repeat those of her daughter,
and physical similarities between the two continue to be
emphasized:

(92) "Elle repart a nouveau vers le chemin
de cette demarche qui est 1la meme que
celle de ga petite fille un moment
avant legere, un peu de travers, les
aambes seules se mouvant sous le corps
droit, sans effort." (97)

These likenesses are stressed at the beginning
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of the encounter. As the waiting of Andesmas and Mme Arc

progressés, alternately soothed and irritated by their
dialogue, the movements of the woman change as well,
becoming more nervous and erratic:

(93) "Elle fait quelques pas dans le
chemin, revient puis s'assied
comme a contre coeur..." (97)

(94) "Elle se leve encore, repart encore
vers le chemin, en revient encore,
touJours en proie a cette occupa-
tion, 1! ecoute pa531onnee des bruits
de la foret dans la dlrectlon du
chemin. Elle revient, s arrete, les
yeux mi-clos." (lOO)

(95) "Elle commence a aller dans le chemin,
revient encore, et puis, cessant son
manege, elle tombe assise d'un seul
coup la ou elle se trouve." (104)

The syntactic and lexical repetitions translate
the monotonous recurrence of the woman's movements. Despite
the tenseness implied by the constant coming and going,

movement is also identified in terms of slowness:

(96) "Quant elle ressort du chemln, sa
demarche est ensommeilee et prudente..."

(98)

(97) "Elle vient vers le vieillard, lentement.
Et lentement, elle parle." (10

(98) "Elle, tourne lentement la tete a nouveau
happee par le spectacle de la foret de
pins et de la mer." (111)
In fact, lentement is a preferred adverb in
the text as a whole. It is both a reference to the passage
of time during attente, and a kind of ‘'visual' intensifier,
not unlike the dramatic use of glow motion in cinema.3
Association of the wind with the woman's movements also

implies the passage of time since it is the setting of

the sun which brings the evening breezes (see p. 21):
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(99) "Le vent 1l'echevelait chaque fois
qu'elle revenait du chemin. Il
soufflait plus souvent et un peu
plus fort." (101)

(1Q0) "Une fois, le vent est assez fort

pour ramener la masse entiere de ses
cheveux sur son visage et elle, las-
see de devoir faire une nouvelle
fois ce - geste machinal, de les rame-
ner en arriere, ne le fait pas. Elle
n'a plus de visage, ni de regard.
Au lieu d'avancer sur la plate-forme,
elle reste la, dans le chemin, atten-
dant, que prenne fin la bourrasque qui
1'a echevelee." (102)

The final identificational detail we note

ihvolves the incident with the espadrille. As the woman

sits on the edge of the platform, close to M. Andesmas,

"voici qu'une chose se produit qui le deroute tout d'abord,

puis 1l'effraye." (72) A shoe drops from the foot of the
woman and as he looks at her foot he notices that she
pays no attention:
(101) "Elle ne bronche pas, ne sent pas que
son pied perd son espadrille. Le pied
est laisse nu, oublie." (72)

M. Andesmas immediately remembers the girl who
has passed by. This forgetfulness appears to identify
another similarity with the daughter but also possibly
‘implies an inadvertence whose source is a hidden extremity
of emotion. This same insistence on the hidden is evident
in an identification that appears soon after the woman's
arrival before M. Andesmas:

(102) "M. Andesmas comprlt que la femme de
Michel Arc n'etait pas celle -ci, qui
se tenait devant lui, qu'elle avait du

etre autre et qu 'il craignit de ne la
connaitre jamais." (68)
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The identification of all three of these

primary participants has been characterized by language
describing the external and the observable while at the
same time suggesting an internal experience which is both
painful and solitary. It is with the character of Andesmas,

however, that this solitary terrain is charted exhaustively.

Despite his role as central participant in the
text and emphasis on his personal perspective, Andesmas is
no exception to the rule of 'visual' .identification. In
fact, whereas the other three primary participants are identi-
fied from the unique perspective of the main character,
Andesmas himself comes under scrutiny from multiple angles;
the dog, the woman, and the girl are all identified as @
observing him. From the outset identification in terms of
the physical body is prevalent, yet the emphasis is often
material to the point of dehumanization;

(103) "M. Andesmas ne fut plus entoure que
par sa masse tres grosse de soixante-
dix-huit ans d'age." (14)

(104) "Sous la tete tres ,ancienne, souriante
et nue, le corps etait richement re-
couvert de tres beaux habjts sombres
da!' une meticuleuse proprete. On ne voyait
qu approx1mat1vement la forme immense,
elle etait tres decemment recouverte
de ces habits tres beaux." (26)

(105) "Elle (la fille) ramassa la piece, et
recommenca a examiner cette masse impo-
sante qui paraissait se reposer profon—\
dement tassee dans le fauteuil..." (31)

(106) "Sa masse bougea dans le fauteuil, s'y
recroquevilla." (75)

(107) "Elle (la femme) scruta avec séverite
la masse informe de M. Andesmas." (107)
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This repeated identification in terms of mass
is a type of metonymy. It is particularly powerful since it
exploits a very fundamental semantic distinction between
animate and inanimate. It suggests weight, formlessness and
guiescence. M. Andesmas is nof totally motionless, of course,
but his activity is restficted to a shifting in his‘chair,
often identified by the sound of the creaking wicker, and
a shuffling of his feet in the dust of the platform. This
latter movement is sometimes performed as he 1iétens to the
music from the village square and intimates a sad parody of
the dance below. Despite this occasional movement Andesmas
is primarily identified as motionleés. In one of the
earliest references we find:

(108) "M. Andesmas ne bougea pas, il ne marqua
au chien aucun signe 4' inimitie ou
d'amitie." (11)

This kind of negative identification of the
0ld man is evident throughout the text and consistently
determines him by accentuating what he is not.

The only exceptions to the identificatioh in

terms of inactivity are related to the jeu du regard which

we have mentioned before. After having learned from the
girl that Michel Arc is dancing on the square M. Andesmas
rises from his chair:

(109) "Il se leve, fait trois pas en direction
du gouffre plein d'une lumiere deja
Jaunlssantg, et il apercoit comme il
lt'avait prevu, le long des bancs verts
de 1la place du v111age, a 1'ombre des
arbres, l'auto noire de Valerie stationnee.



Later he realizes that he himself is visible
from the perspective of the square:

‘ (110) "De la place du village, le temps est
si clair, on peut l‘apeIcev01r, si on
le de81re... Valerie doit pouvoir le
voir, ce pere, si elle desire le v01r,
dans son attente de Michel Arc. D'autres
aussi le peuvent. Il est 1a, offert aux
regards, et chacun sait qu'il ne peut
s'agir que de lui, M. Andesmas." (52)

This realization forces him to drag his chair
forward,"afin d'etre plus visible d'en bas". (53) The desire
to see and to be seen is the motivation behind the only
purposeful acts of Andesmas.

Although descriptive reference to his body is
frequent, Andesmas has no face. The only feature identified
is his smile; and this identification is made in a way that
suggests the personal experience of a smile. Andesmas has
no face because he cannot see his own face.

(111) "Dans le visage de M. Andesmas le sourire
ne s'inscrivait plus naturellement.
Sauf lorsque apparait Valérie..." (32)

A similar negative identification occurs at
the end of the text, as the woman and the old man listen to
the approach of Valerie and Michel Arc:

(112) "Le sourire ne s'effacait pas sur le
visage de M. Andesmas. J1 se, souvint
toujours de ce visage dechire et para—
lyse - le sien - par ce sourire qu'il
ne pouvait ni justifier, ni arreter." (l?%)

Once again, use of the term, tropism, appears

particularly appropriate, and the frozen quality of the

smile offers another identification in terms of inactivity.

All of the identificational details discussed
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have been based on external observation which only hints
at another more hidden reality. Andesmas, however, is ex-
tensively identified internally as well, through the
linguistic portrayal of his thought. Objects such as the
pond and the projected terrace are recurrent details in
that thought but it is his daughter, Valérie, who is the
focus of all his mental activity. Mediating between the two
extremes of objective and subjective identification of
Andesmas are certain particular passages from the point of
view of the narrator. Consider the following:

(11%) "Lorsqu'il raconta cet eplsode de son
interminable vieillesse, il pretendlt
(36)

(114) "M., 6 Andesmas pretendlt plus tard avoir ﬂ
ete la victime, ce} apres—mldl la,
d'une decouverte penetrante et vide..."
(41)

(115) "M. Andesmas se souvint Jjusqu'au dernier
moment de sa vie de 1l'approche de cette
autre enfant." (43)

(116) "M. Andesmas relata par la guite qu'il
fut tente - mais etalt il sur de son passe,
ce vieillard? - d'etre cruel envers cette
femme..." (82) :

In these rare but rather persistent occurences
a real autonymous narrator is identified who 'heard' about
the afternoon from Andesmas himself and who has proceded
to relate it to the reader. Like signals throughout the
text, they remind the reader that this all happened to
- somebody else and that, perhaps, some of it didn't happen

at all. Tt is here that the work earns its status of recit,

’ L 3 L3 - 3 .
"relation orale ou ecrite de faits vrais ou imaginaires".

What is the point of this emphasis? Its primary function is,
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most likely, to establish a logical base for the limited

perspective of the narrative and at the same time a justi-
fication for the inclusion of Andesmas' thoughts in the
text. If the so-called omniscient narrator is refused, the
only way to represent thought is to report it through another
individual, thus, the importance of the notion of EéEiE°
There are some who contend that these kinds of
protests against the 'fictio' of fiction are inane and
without justification, but, we argue, to ignore the gégig
character of the text is to disregard the epistemological
base of the entire narrative and, hence, the source of the
habitual patterns of meaning. Let us imagine the epistemolo-
gical base as an axis with Andesmas and the narrator at ;

opposite extremes: i

NARBATOR ANDESMAS
(il) (je)

The poles of the axis represent the limits of

knowledge. However, based on the preceding examples from
the text we can clearly state that the narrator's knowledge
derives from that of the main character. Due to Andesmas'
location in time and space that knowledge is also very
limited. His knowledge in the present is restricted to per-
ception, and in the non-present, to memory and fantasy.
In a detective-like manner, the reader is forced to attend
to every detail in an attémpt to constitute the narrative
world.

Eventhough Valérie Andesmas is outside the
sequence of primary events, she is omnipresent in the text.

She is identified frequently and in warious manners but the
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sources of those identifications are limited to Andesmas

and the wife of Michel Arc. As with M. Andesnas, the identi-
ficétions.of Valérié are so numerous that we will offer only
the most constant features. We will consider Andesmas'
perspective first.

In our observations in part one we mentioned
thé juxtaposition of reference to Valerie with occurrences
of the musical refrain. In the text as a whole this identi-
fication of Valérie in terms of music is very common. She is
presented not only as sinéing the popular love song (ex. 22,
2% and 24), but as dancing as well:

-

(117) "Parf01s, les trouvant trop longs,
s'impatientant, Valerie danse dans
les longs coulolrshde la maison, la
plupart du temps meme, se souvient
M. Andesmas, exception faite des heures
de sieste de son pere, lui. Le marte-
lement des pieds nus de Valerle qui
danse dans les couloirs, il 1‘ ecoute
chaque fois, et chaque fois il croit
que c'est son coeur qui s'affole et
qui se meurt."

Reference to Valerie's bare feet is indicative
of another common identificational pattern in which aspects
of Valerie's physical appearence are emphasized; These
aspects are very limited, however; there is no general
description of her in the text and, like Andesmas, her face
is never identified. It is only her hair and the way she
walks that are detailed:

(118) "Ah! que la blondeur de Valerie coure
le monde, que le monde entier se ter-
nisse, si bon lui semble, devant tant
de blondeur..." (3%9)
After thinking about the plans for the terrace,

Andesmas reflects:



(119) "Quand elle sort du gommeil, Valerie,

elle est si decoiffee gque ses cheveux

blondg lui tombent sur les yeux. Ce

sera a travers les rapures de ses che-

veux blonds qu'elle decouvrlra, de sa

terrasse, a son revell la mer, cette

enfant de M. Andesmas. " (61)

It is during the dialogue with the wife of

Michel Arc that the reference to Valerie's blondness becomes
even more pronounced. Mme Arc describes to M. Andesmas the
first time she saw Valerie:

'120) "Tant de blondeur, me suis-je dit,
seulement qu'elle doit etre belle." (89)

"~-Tant de blondeur, tant et tant de
blondeur inutile, ai-je pense, tant

de blondeur 1mbe01le, a quoi ga peut
servir? Slnon a un homme pour s'y
noyer? Je n'ail pas trouve tout de suite
gui aimerait a la folie se noyer dans
cette blondeur-la. Il m'a fallu un an.
Un an. Une curieuse annee." (102)

When Valerie's crossing of the village square
is described by the woman, we also note reference to "la
splendeur de sa démarche, dans la lumiere de la place du
village". (87)

A final feature which recurs in the identification
‘of Valéerie has to do with possession. Valerie is presented
in the text as being obsessed with the acquisition of what
she sees around her. Her desires for land, the house and
the pond seem conservative compared to Andesmas' statement
of her ultimate goal:

(121) "Valerie veut tout le village." (86)

This detail compares with the woman's identifi-
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cation of Valerie 1n terms of her gourmandise:

(122) "-Avec des bonbons! continua-t-elle.
Elle ne regardait personne, personne,
contrairement a ce qu'elle dit, mais




seulement le paquet de bonbons!

Un petit arret! Elle ouvre le paquet
et prend un bonbon, ne pouvant atten-
dre davantage." (108)

(123) "Blonde. Des cheyeux dans les yeux,
toujours. Occupee a sucer ce bonbon,
regardant les autres bonbons, regret-—
tant de ne pas les avoir tous a la fois
dans la bouche." (123)

The contrast between the greedy preoccupation
with the candy and her wish to possess the village marks a
striking transition from child to woman.

Valerie is identified by details of song and
dance, her sensual blondness, and her desire to possess.
Whereas a kind of visual obJjectivity characterized the
identification of the primary participants, Valerie is
identified via the subjective experience of Andesmas and the
wife of Michel Arc. Valerie's black car, whose movements
can be observed from the hill, offers, metonymically, the

only recurrent objective identifications of M. Andesmas'

daughter.

The identification. of Michel Arc in the text
is both persistent and highly limited. Alfhough he is
freQuently identified, directly or anaphorically, in the
thoughts of Andesmas as in:

(124) "-Cet homme, comme il est malhonnete,
continue-t-il." (39)

descriptive reference to Michel Arc is nonexistent. Andesmas'
identification is more evaluative than descriptive and it
‘compares similarly to a reference made by Mme Arc:

(125) "-Mais Michel Arc est un homme admirable,
dit-elle." (117)

So little identificational information is provided
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for Michel Arc that he is almost totally unknown, and

COntradictory evaluations, such as those in the examples
above, serve only to extend that ignorance.

Tt is the daughter of Michel Arc who provides
the most sighificant identification of the entrepreneur.

When the girl leaves for the pond Andesmas calls after her:

(126) "-Et qu'est-ce qu'il fait ton pere?
demande-t il.
Alors qu'elle a, ete Jusque- -la d'une
contenance degoutee, mais respectueuse,
devant tant de vieillesse, elle devient
insolgnfe. Un cri arrive, percant,
exaspere, de la foret.
~I1 danse." (33-34)

His dancing is the only explicit action asso-
ciated with Michel Arc. Now it is both Michel Arc and Valerie
who have been identified in terms of the dance. This shared
identificational feature gives rise to the implication that
Valerie and Michel Arc are together dancing on the village
square. It is important to note that this fact, which coﬁld
be considered the pivotal fact of the entire narrative,
is only indirectly identified. The combination of the
relative non-identification of Michel Arc and his actions
reflects not only his role as an unknown, almost phantom-like
character in the story, but also suggests Andesmas' unwilling-
ness to accépt the entrepreneur's impact on his life.

Participants in Andesmas are identified in various
ways. The dog, the girl and the woman, despite detailed
dgscription, all remain nameless throughout the text. These
three primary participants are also identified in liﬁguis+
tically'similar ways which act to neutralize their indi-

viduality. Although external physical description predominates,



each is also identified in a way that suggests a hidden
experience that ressembles the internal suffering of
Andesmas himself,

M. Andesmas is identified externally in terms
of inactivity and mass. His internal identification
derives ffom a linguistic representation of subjective
thought which is made up primarily of images of his daughter,
Valérie, mingled with thoughts shaped by physical percep-
tion. Valerie is identified, via the subjective conscious-
ness of Andesmas and, to a lesser extent, that of the wife
of Michel Arc. Her identification is characterized by grace-
ful movement, sensual beauty and possession. Michel Arc
differs from the other participants by his lack of descrip-
tive identification, despite his role as the overt object

of attente. ’ "

Setting and its linguistic identification

Setting is basicélly concerned with the where
and the when of actions or events. The interrelationships
of spacial and temporal setting have preoccﬁpied narrative
artists for thousands of years, and the imaginative manipu-
lation of the variables of time and space has become a
central preoccupation of 20th century fiction. There have
been numerous articles and even entire books devoted to the
exploration of these facts in the modern novel.l’L

In Andesmas, spacial and temporal setting are
in unique relationship to one another. Both are very

restricted at the level of primary events, but spacial setting,
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in particular, is completely static. Andesmas never changes
his position during the entire Eéﬁlﬁ and the narrator shares
at all times the spacial perspective of the main character.
Fixed perspective radically reduces the physical environment
while at the same time increasing the presence of its various
elements. The following map represents the disposition of
major elements in the spacial setting.

LA MER

LA PLACE
DU VILLAGE

ANDESMAS
Ed N
o LA MAISON -
< i3

LA FORET
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Temporal setting, as we have noted, is of

central importance to this text. We have already referred
to it in our distinction between primary and secondary
events. The essential timeépan is specifically marked in
the narrative through identifications of Andesmas consult-
ing his watch. These occur at the beginning and the end of
the text. It is four o'clock in the early reference (p. 13)
and six-ten towards the end (p. 99). If we consider two other
details, i.e. that the meeting with Michel Arc was to take
place at three-forty-five, and that several pages of dialogue
follow the last time indication, we may estimate that
M. Andesmas waité/approximately two and one half hours for
the arrival of Michel Arc.

Returning to spacial setting, we note that
Andesmas appears in the middle of our mép of spacial elements.
The major opposition established for spacial setting is

between le gouffre and la foret. Both are identified so

frequently that we will not give all the examples.

Identification of the forest occurs in the second
sentence of the text (ex. 1) and often reappears throughout
the early pages:

(127) "La foyét étgit.épaisse, sauvage. Ses
clairieres etaient rares." (13)

(128) “"Autour d'elle (la maisgon), voyez, la
foret, rien que la foret. Partout,
la foret." (16)

(129) "Autour de M. Andesmas la foret se
dresse immobile, autour de la maison
aussi, sur toute la colline aussi.'" (19)



The thickness of the forest is reemphasized
in Andesmas' thoughts:

(120) "Un jour il faudra abattre bien des
arbres de cgtte foret, arracher des
buissons, devaster une partie de cette
epaisseur informe, afin que l'air s'y
engouffre, libre, par des clairieres
ipmenses, et derange enfin cet entre-
melement monumental." (51)

In opposition to the thick mass of trees
surrounding Andesmas is the airy space surrounding the
village which he observes from the hill, "ce meme espace
vide-illuminé que traversaient parfois des compagnies d'oi-
seaux". (10) This space also comes to be associated with
y

the dance:

(1%31) "Elle (la fille) montra le gouffre ou
se passait le bal." (50)

(132) "Des ¢ris de plalslr monterent de la u
vallee. Et puis une danse les recou- I
vrit. Ce fut une valse chantee." (58)
The forest is identified in terms of closure
and entrapment:
(133) "Comment faire autrement qu'attendre?
Attendre 1l'aufo de Valerle. Il rigole.
TI1 est enferme dans la foret par Valerle -
son enfant." (60)
whereas the gouffre is identified in terms of movement and
freedom:
(134) "Des bandes 4! 01seaux de plus en plus
mombreuses, S echappent de la colline
et tournent, folles, dans le soleil du
vide." (96)
It is almost as if the birds have become the
dancers whom M. Andesmas cannot distinguish in the village

" ' . - 3 ’ >
square below, where the dance continues with "son irresis-

tible urgence, son existence parallele a sa fin". (22)
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Spacial setting and, in particular, the

combination of la foret and le gouffre with their respective

physical and non-physical associations, identify the two

distinct environments of attente and non-attente.

Spacial setting performs another important
function in the text,fhowever. We note the following examples

regarding the forest:

(1%5) "Une serie de craguements tres brefs,
secs, l'environnerent tout a coup, Du
vent passa sur la foret. -Eh, deaa,
prononc¢a tout haut M. Andesmas Deaa...
M. Andesmas ne fit pas encore le geste
de regarder sa montre. Le vent cessa.

La foret reprit sa ,bose silencieuse sur
la montagne. Ce n'etait pas le soir,
mais seulement un vent de hasard, pas

. encore celui du soir." (20-21)

Here the forest is associated with references
to the passage of time. This association continues throughout
the text although one tall beech tree behind Andesmas becomes ¥
the major identificational focus. The movement of the suﬁ
causes the shadow of the beech tree to move across the
spacial setting, not unlike the movement of an enormous
sundial:

(136) "L'ombre du hétre se dirigeait vers elle.
Et alors qul!ils se taisaient tous deux
et qu'elle etait toujours dans la scru-
tation rigide et fascinee de la place
du village, M. Andespas, lui, voyait
que cette ombre du hetre allait vers
elle, dans une apprehen51on grandissante."

(79)
The changing light in the gouffre marks time
in-a similar way:
(1%37) "Il se leve, fait trois pas en dlrectlon

du gouffre plein d'une lumiere dega
Jjaunissante..." (34)
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Towards the end of the text the light and
shadow start to merge:
(1328) "L'ombre avait maintenant gagne toute
la plate-~forme. C' etait deja celle de
la colline. L'ombre du hetre et celle
de la maison, elles, etaient tout en-
tieres basculees dans le gouffre.
La vallee, le village, la mer, les
champs sont encore dans la lumiere." (96)
In the last sentence of the text, as l'attente
is coming to an end, the sustained contrast in spacial
setting is finally neutralized:
(1%39) "Elle parla cependant, sa main sur la
sienne, la secouant ou la caressant
tour a tour, pendant les quelques
mlnutes qui resterent avant 1'arrivee
eblouie des autreg devant le gouffre
rempli d'une lumiere uniformement
décoloree." (128)

The preceding examples have all had to do with
the visual apprehension of setting. When one considers the
details observed in the identification of events and. par-
ticipants, it is not surprizing to discover that the auditory
apprehension of setting is also very evident. Outside of
the sound of the wind in the forest, which we have already
mentioned, the major identification of setting in terms of
sound is the music and voices that rise from the dance on
the square. The love song refrain, which has already been
associated with Valerie Andesmas, also identifies le bal.
In this way, Valerie's presence can be continually suggested
through setting, without the need for her direct identifica-
tion. This association is set up early in the text:

(140) "L'air, repris par un pick-up, s'eleva

de la Place centrale. J1 emplit le vide.
Celui que chantait Valerie depuils quelque
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temps, celui qu'il 1'entendait chanter
lorsqu'elle passait les couloirs de
leur maison, les couloirs etant trop
longs, disait-elle, et elle s'y ennuyant,
les passant." (21)

- The fact that the music repeatedly starts and

stops establishes an auditory rhythm in the setting:

(141) “"Toutes les vingt minutes, approximative-
ment, l'air revient avec une force plus
grande, ravageuge, accrue encore par
sa repetition reguliere. Alors_la place
danse, danse, danse, tout entiere." (24)

Just as the changes in light and shadow
mark duration to the eye, the sounds of the wind and the
musical refrain become temporal indicators for the ear.

- To summarize, we have noted that setting in
Andesmas is principally identified in spacial terms and
that spacial perspective is static. However, through
consistent reference to gradual change in that environment,
temporal duration is continually emphasized. We further
note that the linguistically stressed contrast between

la foret and le gouffre acts as an echoing reminder of the

alienation experienced by the main participant.
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summary: events, participants and setting

Our observation of the text from the onomasio-
logical position involved recognizing a base of semantic
(narrative) categories which served to distinguish types
of information in the diécourse. The various ways in which
these three primary types of information are identified
linguistically in the text as a whole, might include the
following:

Events

Primary events in the text are basically made
up of identifications of perception (seeing & hearing),
bodily movement, and speech (monologue & dialogue). Those
events are characterized by repetition and uniformity of
identification. Secondary events, embeddéd in primary events,
are described as a complex network of references serving,
indirectly, as a basis for assigning meaning to the
experience of attente.

Participants

Uniformity in the identification of le chien,
la fille, and la femme is so pronounced as to almost deny
individuality. Although physical description is emphasized,
a hidden inner reality is associated with all thiee. ~
Andesmas' external identification in terms of inanimate
mass contrasts with the identification of his thought which
ié dominated by sensual images of his daughter, Valerie.
Michel Arc, the object of the waiting, stands out due to

his relative non-identification whose major exception
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("il danse") indiréctly identifies the reason for aﬁtente.
Setlting
The identification of setting reveals a dual
focus. On the one hand, spacial setting is observed as
an objective correlative for the alienation of Andesmas,
and on the other, as a means of indirectly identifying

the passage of time.



POOTNOTES TO PART TWO

1t is worth noting that attente is a recurrent theme

in modern literature and one with definite philosophical
roots., Duras, herself admits, "J'ai vecu dans le bain
existentiel. J'ai respire l'air de cette philosophie.”
(Interview: Paris-Theatre: #178).

2This type of information was most often presented by the
narrator in the 19th century novel, although flashback is
another, very ancient, technique for introducing background
information.

3'I‘h.e comparison of narrative viewpoint with the cinemato-
graphic camara eye has become extremely common in discussion

of modern fiection. Articles and even entire books, such as,
Alan Spiegel's Fiction and the Camara Eye: Visual Consciousness

in Film and the Modern Novel, have been devoted to studying
The various relationships between the two media. We recognize,
as well, that Marguerite Duras is a novelist also actively
involved in cinema. These facts are both interesting and
significant, however, their discussion would lead us far
outside the goals of our analysis.

QWe note, for example, Sharon Spencer's Space, Time and
Structure in the Modern Novel. Michel Butor 1s another French
niovelist preoccupied with the relationships between time and
space. In fact, it has been said that those relationships

are the primary focus of his work.




CONCLUSION

In the first part of our investigation we focused
on aspects of linguistic form in order to reveal possible
patterns of control in the discoﬁrse. We recall that the re-
sults included the following: |

~ A descriptive bias towards the rendering of

observable physical reality emphasized by the
use of the definite article and demonstrative
adjectives as well as sequences of verbs and’

- modifiers accentuating the physical gqualities of
both environment and participants.

~ Patterns of repetition in the use of:

a) negatives
b% interrogatives
c) verbal forms
d) noun modifiers
e) the love song refrain
~ Ambiguities of perspective established between

an external narrator and the main character of

Andesmas.

If we compare these observations with those pat-
terns of linguistic identification summarized at the end of
part two we note no particular contradictions. However,there
is a definite change in emphasis. Whereas the details of
linggistic form revealed a frequent ambiguous tension be-
tween the external narrator and the personal point of view

of the main character, the second part displayed a much

84
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stronger emphasis on the subjective point of view of Andesmas.
This was seen in a variety of ways. [or example, uniformity

of identification, so frequently noted in the presentation

of events and participants, seems to translate not only
Andesmas' rather indifferent attitude towards his companions in
attente, but also manages to transmit to the reader the actual
monotony of the experience. The identificaton of the dog,

the Woman and the girl in terms of a hidden suffering only
reemphaéizes the only inner suffering détailed in the text,
i.e., that of Andesmas.

With the identification of the 'absent' secondary
participants, the primacy of Andesmas' perspective is also
pronounced eventhough the viewpoint of the wife of Michel Arc
is given some exposure during dialogue. Thé majority of
identifications of Valerie originate in the mind of Andesmas
and the almost total absence of reference to Michel Arc can
be interpreted as reflecting both Andesmas' 1imited knowledge
of the man as well as a psychological refusal to dwell on
the implications of his daughter and the entrepreneur being
- together on the village square.

Finally, the identification of setting, by stress-
ing alienation and the passing of time, extends Andesmas'
subjective experience to the whole of the physical environ-
ment.

There is no doubt that when we consider the re-~
sults of the two parts we are dealing with two different

kinds of information, on the one hand‘formal and on the



other, semantic. How do they relate to each other? How do
we correiate our observations regarding a fundamental
epistemological opposition between the imaginary conscious-
ness of Andesmas and the more objective imaginary conscious-
ness of the narrator with the observations of part two which
reveal an overwhelming dominance of Andesmas' point of view?
What do these observations tell us about Marguerite Duras'
particular way of creating a narrative world?

A possible key can be found in one term which
reappears continually in our observational summary of part
two.( That word is indirect. The identifications of events,
participants and setting all contribute to the representation
of a narrative situation which is never directly identified,
i;e., the imminent love affair between Michel Arc and Valerie.
This kind of oblique identification is evident even in the
presentation of Andesmas'internal state. TFor example, after
the daughtér of Michel Arc has shouted back that her father
is dancing oﬁ the village square, Andesmas is identified as
calm, almost nonchalant. He rises from his chair "pour se
dégourdir les jambes et mieux voir la mer...

et il apercoit comme il l'avait prevu, le long

des bancs verts de la place du village,a 1'ombre

des arbres, l'auto noire de Valerie statlonnee.
Bt puis il revient vers son fauteuil, s'y a851ed
de nouveau, con31dere de nouveau sa masse, vetue
(142) de sombre, enfoncge dang ce fauteuil, et c'est
alors qu'il se prepare a attendre Michel Arc
encore, et, de plus, le retour de l'enfant, retour
attendu, prevu c'est alors, pendant cet 1ntermede
que M. Andesmas va connaitre les affres de la
mort." (34)
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The strong affective implications of the last clause contrast
with the objective identification of movement and sight.
Andesmas sees Valerie's black car, the dark-clothed mass of
his body, and he 'sees' his owm impending death, but it is

the reader who must form the connections, draw the conclusions
and define the effect. Another example of the power of in-
direct identification can be seen in some of the details of
attente. For example, as Andesmas awaits Michel Arc we note
that he also awaits "le retour de l'enfant, retour attendu,
prevu."(34) Based on contextual detail, i.e., the fact that
Mgchel Arc's daughter has temporarily left for the pond, it

is she who is directly identified. However, the reader is

also aware that the same identification could also apply to
Valérie. Even more indirectly implied is the symmetrical
attente of the two fathers for their daughters. None of these
relationships is made explicit in the text but rather sug-
gested through juxtaposition and the overlap of identifica-
tional features. This kind of oblique identification, which
we have observed in the presentation of all three types of
narrative information,results in the normal semantic barriers
between individuals, actions, places etc... being broken down.
This fluidity of denotation acts then to increase connotative
potential. In Andesmas, as in other expressive uses of lan-

guage, shared identificational features tend to be organized

either in parallel or in opposition. 1In the case of the

former, we note the mutually shared feature of forgetfulness:




.Ahdesmas (due to age)
La fille (due to her mental disorientation)
Valerie and Michel Arc (due to love)

La femme (due to her emotional anguish)

When shared features cover a Qide range of elements, whether
that identification be direct or indirect, we seem to have
what critics refer to as a theme. As for semantic oppositions
in the text, we have already mentioned the opposition of
features in the presentation of setting, and at that time
pointed out how correspondances were established between
Andesmas and the forest. Oppositions also contribute to the
creation of themes. Oppositions and parallelisms can also
combine to form larger and more complex semantic correspond-
dences. TFor example, we note that the identification of

le gouffre in terms of la lumiere and les oiseaux is mingled

with identifications of Valerie via la danse and la blondeur.

These, in turn, are opposed to Andesmas and la foret. It seems
likely that the reader's experience of the text is strongly
controlled by identificational patterns such as the one

échematized below:

LE GOUFFRE VALERIE
la lumiere

\1& blondeur

&
A )

les oiseaux “la danse
LA FORET ANDESMAS
1'ombre s \ la masse

'f . \ —’
l'epalsseur la lourdeur
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Tt is through these kinds of identificational patterns and
relationships that textual metaphors are established. Such
patterns are characteristié of literary language in general,
but they seem to exert a particuiarly strong influence in
texts such as Andesmas where narrative interpretation is so
strikingly lacking. The simplicity of narrative elements in
the text and the limited lexicon used to identify them can
also be viewed as essential to the system of indirect ident-
ification in the text. Their generality opens them up to a
wider range of connotation from the personal point of view of
thie reader.

We have seen, therefore, that a particular sub-~
jective consciousness dominates the text, but that the reader's
understanding of the narrative is determined to a considerable
degree by semantic relationships which are, for the most part,
only indirectly identified. The somewhat incestuous tone of
the relationship between Andesmas and Valérie is a significant
element of the old man's tragedy but it is the reader who must
piece together the few details of Andesmas' life scatteréd
throughout the text in order to come up with an expl&nétion.

We may now ask how the text's emphasis on the
workings df a subjective consciousness relates to the fact
that Andesmas himself is identified in terms of objective,
external scrutiny? We have already noted, in individual
passages, the Way in which third person narrative reference
is co@bined with with the semantic perspective of an individ-
ual consciousness. Free indirect discourse, as the term

suggests, is another form of indirect identification where-
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by a certéin psychological distance is created between the
reader and the imaginary consciousness of a character. It
allows for an objective narrative perspective without necessi-
tating the creation of an individualized narrator. As such,
it is a trick of literary languagé which, like the patterns
of indirect identification give the reader the impression of
discovery.

This accent on discovery and the active participa-
tion of the reader in the determination‘of the text's meaning
is essential to an understanding of the text of Andesmas as
well as much modern fiction in general. In our text the ex-
perience of the main character is reported objectively by the
narrator. Even the thoughts of Andesmas are frequently pre-
sented as if they had been 'reported' to the narrator. The
lack of interpretive information forces the reader to gather
information from other sources in the text in order to come
up with a global meaning. The principle focus for the reader,
as we have seen, is the subjective experience of Andesmas,in-
cluding his own physical and emotional limitations. The‘

emphasis we have noted on physical perception as well as a

‘consistent portrayal of Andesmas' internal state allow the

reader to participate in the search for meaning in which the
main character is engaged.‘ The formal details such as repe-
titions and the use of negatives and interrogatives

subtly integrate the subjective consciousness of Andesmas
into the reader's process of discovery.

We have mentioned numerous times that the reader
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of Andesmas is forced to participate in the détermination of
the text's’ﬁeaning. However, despite the fact that there will
be some variance in interpretation depending on the personal out-
look of the individual reader,.there is no doubt that the
semantic structure of Andesmas has been closely orchestrated
by the author. The text carefully guides the reader intc the
imaginary narrative world. Having considered the results of our
observations in part one and two, it is evident that the major
textual controls uncovered were those of a fairly general but
markedly epistemological nature. Those patterns of control
—could, therefore, be expressed as primary types of information
which direct the reader's experience of the text. There are four
types of information which were repeatedly encountered in our
investigation of the text; they are (1) limited information,
(2) repetitive information, (3) ambiguous ihformation, and
(4) indirect information.
Limited information was evident from the outset
of our observations. It restricts the reader to the viewpoint
of one subjective consciousness,i.e.,Andesmas via'an imper-
sonal narrator. All other participants are pfesented from
the main character's perspective.
Repetitive information controls the reader through
recurrent formal patterns in the discourse which identify
the movements of subjective thought as well as the monotony
of the subjective experience itself.
| Ambiguous information is created by the role of

the narrator who ‘'observes' Andesmas externally. This ambi-



guity 1is feinforced b the technique of free indirect dis-
course which places the reader in the logically impossible
situation of experiencing two perspectives simultaneously.

Finally, indirect information, which we noted
primarily in the structuring of sémantic correspondences,
forces the reader to forge semantic relationShips between
narrative elements which, in turn, act to expand connotation
and psychological associations.

These four types of textual information are all
integrated in the discourse such that a very powerful narrative
is created which, while presenting the simple story of an old
man waiting alone on a hot summer afternoon, has also made
a quite eloquent statement about man's existential predica-
ment, his struggles for love and his inevitable confrontation
with death.

There is no doubt that other patterns could be
found in the text of Andesmas which could be argued as equal-
ly influential in determining meaning. By attempting to treat
the text as a whole certain potentially interesting detéils
were sacrificed to the larger patterns in the text as whole.
For example, there is the whole area of subliminal sound/ meaning -
relationships in the text. Although sound anélyses are usually
reserved for poetry, the modern novel, which many have de- ~
scribed as having poetic tendencies, is extremely interesting
from a prosodic point of view. We note, for example, three
recurrent‘phrases in the text which have a high thematic con-

tent as well as possessing striking correspondences at the
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sound level:

"lilas fleurira mon amour"

"le gouffre‘de lumiere"

"les affres de la mort™"

In a sense, these three phrases resume the narrative itself.

It is certain that this analysis has not exhausted
the various patterns of meaning at work in the text nor has
made the definitive assessment.of its style. This, we recall,
was not our goal. We intended, rather, through our attention
to both form and content, to determine major patterns of lan-
guage in the text which control and orient the reader's ex-
perience. We attempted this task with a concern for objectivity
in the presentatio of discourse examples while at the same time
admitting the difficulties and limitations inherent in the anal-
ysis of linguistic behaviqr as complex as literature. By main-
taining a large scope,i.e., that of the entire narrative,it is
likely that many potentially interesting aspects of the text
were not included in the analysis. Nevertheless, it is felt
that those patterns of meaning exposed were dominant ones whose-
controlling force could not be disregarded in ény investigation
 of semantic structure in the text. Finally, it is felt that
definite insights were gained regarding Marguerite Duras'
particular manner of creating a narrative world. The por-
trait of an old man's confrontation with the end of his life
was constructed in such a way as to allow the reader to in-
tensely share the ekistential experience of the main charac-
ter. It is probably not accidentai that the period of time

covered in the narrative mirrors very closely the time required
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to read the text.

To be allowed to see with the eyes of another is
perhaps the most powerful appeal of 1iteréry expression. It is
felt that this study managed té show, based on specific er»
amples of language use, how the reader's 'eyes' are forced
to inhabit an imaginary consciousness and thereby transcend

the limitations of individual experience.
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