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ABSTRACT 

Th i s  s t u d y  i n v e s t i g a t e s  t h e  use of language 

i n  a s i n g l e  l i t e r a r y  work, ~ ' a ~ r G s - m i d i  de Monsieur 

Andesmas, by Margueri te  Duras. By d e s c r i b i n g  a range of 

l i n g u i s t i c  and s t r u c t u r a l  r e g u l a r i t i e s  i n  t h e  t e x t  and 

exposing t h e i r  i n t e r r e l a t i o n s h i p s  we a t tempt  t o  i s o l a t e  

some of t h e  h a b i t u a l  p a t t e r n s  of meaning i n  t h e  d i s c o u r s e  

which a c t  t o  c o n t r o l  t h e  exper ience  of t h e  r eader .  We propose 

t h a t  t h o s e  p a t t e r n s  of meaning r e p r e s e n t  s t y l i s t i c  f e a t u r e s  

of t h e  t e x t .  It is assumed t h a t  behind every  l i t e r a r y  work 

l i e s  the  d e s i r e  t o  change t h e  i n t e r n a l  s t a t e  of t h e  r e a d e r  

and t h a t  au thors  o f t e n  employ h i g h l y  complex o r g a n i z a t i o n a l  

s t r u c t u r e s  i n  t h e  accomplishment of t h a t  goal .  It i s  f u r t h e r  

assumed t h a t  a  v a l i d  means of g a i n i n g  access  t o  t e x t u a l  

p a t t e r n s  of c o n t r o l  i s  through c l o s e  obse rva t ion  of l i n g u i s t -  

i c  d e t a i l .  

The de te rmina t ion  of s i g n i f i c a n t  as opposed t o  

i r r e l e v a n t  l i n g u i s t i c  d e t a i l  i n  a p a r t i c u l a r  t e x t  has  

c o n s i s t e n t l y  posed t h e o r e t i c a l  problems f o r  s t y l i s t i c  a n a l y s i s ,  

S t u d i e s  have tended t o  f a v o r  one s i d e  o r  t h e  o t h e r  of t h e  

double-faced l i n g u i s t i c  s i g n ,  i . e . ,  focus ing  p r i m a r i l y  on 

e i t h e r  express ion  o r  con ten t .  I n  t h i s  a n a l y s i s  we propose a 

d u a l  approach t o  which we have a p p l i e d  t h e  te rms,  ' semasio logys  

and 'onomasiology' ,  t h e  former deno t ing  an o b s e r v a t i o n a l  

p o s i t i o n  moving from l i n g u i s t i c  express ion  t o  c o n t e n t ,  and 

t h e  l a t t e r  i n d i c a t i n g  t h e  opposing movement from t h e  concep- 

t u a l  p lane  t o  l i n g u i s t i c  express ion .  

iii 



P a r t  one of t h e  a n a l y s i s  employs t h e  semasio- 

l o g i c a l  p e r s p e c t i v e  and examines l i n g u i s t i c  c h a r a c t e r i s t i c s  

of f o u r  i n d i v i d u a l  passages from t h e  t e x t  of Andesmas. 

These obse rva t ions  form t h e  b a s i s  of a s e t  of hypotheses  

about ways i n  which t h e  r e a d e r ' s  exper ience  i s  c o n t r o l l e d  

by t h e  language of t h e  t e x t .  I n  p a r t  two, a s e t  of n a r r a t i v e  

c a t e g o r i e s  i n c l u d i n g  e v e n t s ,  p a r t i c i p a n t s ,  and s e t t i n g  a r e  

used t o  d i s t i n g u i s h  d i f f e r e n t  k i n d s  of informat ion  i n  t h e  

t e x t  i n  o r d e r  t o  observe ways i n  which t h e y  a r e  i d e n t i f i e d  

l i n g u i s t i c a l l y .  

The conclus ion  compares t h e  r e s u l t s  of t h e  two 

o b s e r v a t i o n a l  approaches and proposes a f i n a l  s e t  of s t a t e -  

ments about ways i n  which t h e  r e a d e r ' s  exper ience  is  c o n t r o l -  

l e d  and h i s  i n t e r n a l  s t a t e  p o t e n t i a l l y  changed.. These a r e  

a s sessed  as b a s i c a l l y  a n t i - l o g i c a l  processes  by which t h e  

r e a d e r  i s  forced  t o  i n t e n s e l y  s h a r e  t h e  exper ience  of t h e  

main c h a r a c t e r  whi l e ,  a t  t h e  same t ime,  remaining o u t s i d e  

t h a t  exper ience .  The language of t h e  t e x t  accomplishes t h i s  

by c a r e f u l l y  c o n t r o l l i n g  t h e  'epis temology'  of t h e  n a r r a b i v e .  

We conclude t h a t  e s s e n t i a l  c o n t r o l s  a r e  determined by f o u r  

types  of informat ion  i n  t h e  t e x t :  l i m i t e d  in fo rmat ion ,  

r e p e t i t i v e  in fo rmat ion ,  ambiguous information and i n d i r e c t  

informat ion .  These h a b i t u a l  p a t t e r n s  of c o n t r o l  a r e  i n t e r -  

p r e t e d  as be ing  e s s e n t i a l l y  d i r e c t e d  a t  invo lv ing  t h e  r e a d e r  

i n  t h e  f i n a l  c r e a t i o n  of meaning i n  t h e  t e x t ,  a process  which 

a l s o  i m p l i e s  t h e  r e a d e r ' s  own se l f -d i scovery .  
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INTRODUCTION 

Untangling t h e  complex i t i e s  of composition 

and t h e  s u b t l e t i e s  of meaning of l i t e r a r y  language has  

t r a d i t i o n a l l y  been t h e  domain of t h e  c r i t i c ,  whose i n t u i -  

t i o n s  and w e l l  t r a i n e d  s e n s i b i l i t i e s  allowed him/ber t o  

analyze  a t e x t ,  p l a c e  it i n  a p a r t i c u l a r  p e r s p e c t i v e  and 

a s s e s s  i t s  v a l u e ,  be t h e  c r i t e r i a  r h e t o r i c a l ,  a e s t h e t i c ,  

s o c i o l o g i c a l ,  p sycho log ica l ,  p o l i t i c a l  e t c . . .  The f a c t  t h a t  

t h e s e  va ry ing  and most o f t e n  h i g h l y  s u b j e c t i v e  ana lyses  have 

h i s t o r i c a l l y  dominated t h e  f i e l d  of l i t e r a r y  r e s e a r c h  h a s  

c e r t a i n l y  c o n t r i b u t e d  t o  l i n g u i s t s '  waryness of l i t e r a t u r e  

as a worthwhile o b j e c t  of a t t e n t i o n .  Many have a l s o  f e l t  

t h a t  l i t e r a t u r e  i s  much t o o  complex a  semantic  phenomenon 

f o r  e x i s b i n g  l i n g u i s t i c  t h e o r i e s  t o  handle even d e s c r i p t i v e l y .  

Even though c r i t i c a l  work has  dominated l i t e r a r y  

s t u d i e s  over  t h e  y e a r s ,  t h e r e  has  e x i s t e d  a  well.-established. 

t r a t l i t i . on  of l i n g u i s t i c  focus  on l i t e r a t u r e  throughout  most 

of t h i s  century .  Xuropean s t r u c t u r a l i s m  was p a r t i c u l a r l y  

i n f l u e n t i a l  i n  keeping t h e  f i r e s  going. A s  Roman Jakobson 

s a i d  i n  1958: 

"Keeping p o e t i c s  a p a r t  Prom l i n g u i s t i c s  i s  
warranted only when t h e  f i e l d  of l i n g u i s t i c  
appears  t o  be i l l i c i t l y  r e s t r i c t e d .  (Jakobson: 
1960 i n  Chatman and Levin: 1967:298) 

For  Jakobson, p o e t i c s  d e a l s  wi th  problems of 

v e r b a l  s t r u c t u r e  j u s t  as t h e  a n a l y s i s  of p a i n t i n g  concerns 

i t s e l f  wi th  p i c t o r i a l  s t r u c t u r e .  



In r e c e n t  y e a r s ,  t h e  renewed i n t e r e s t  i n  

beyond t h e  sen tence  l e v e l  have provided added 

impetus to l i n g u i s t i c  ana lyses  of l i t e r a r y  d i s c o u r s e ;  

t h e r e  has  been cons ide rab le  a t t e n t i o n  paid t o  t h e  develop- 

ment of t e x t  grammars and t e x t  semant ics ,  o f t e n  c l o s e l y  

a l igned  wi th  systems of formal l o g i c .  S t i l l  i n f l u e n t i a l  i n  

t h e  f i e l d  a r e  'Prague-school ' s t y l e  s t r u c t u r a l  ana lyses  as 

w e l l  as Vladimir P ropp ' s  seminal  a n a l y s i s  of t h e  Russian 

f o l k t a l e .  Greimas is ano the r  l i n g u i s t  whose impact con t inues  

t o  be f e l t  i n  t h e  a r e a  of l i t e r a r y  a n a l y s i s .  H i s  concept of 

l e s  i s o t o p i e s  du d i s c o u r s ,  which r e f e r s  t o  l e v e l s  of t e x t u a l  

coherence,  forms p a r t  of h i s  e x t e n s i v e  and h i g h l y  complex 

semantic  theory .  Ha l l iday  s h a r e s  wi th  Greimas t h i s  preoccu- 

p a t i o n  wi th  account ing  f o r  a s p e c t s  of l i n g u i s t i c  e x p r e s s i v i t g  

w i t h i n  a t o t a l  l i n g u i s t i c  theory .  

Less d i r e c t l y  t i e d  t o  l i n g u i s t i c  concerns a r e  

those  r e s e a r c h e m  i n  s e m i o t i c s  such  as Bar thes ,  K r i s t e v a ,  

o r  Der r ida  who focus  on t h e  l i t e r a r y  t e x t  l e s s  as a . ruLe-  

governed s t r u c t u r e  t h a n  as a system unto  i t s e l f .  Hefusing 

t o  accep t  s c i e n c e ' s  c a p a c i t y  t o  handle t h e  l i m i t l e s s  

m o d a l i t i e s  of c r e a t i v e  genius  t h e s e  i n v e s t i g a t o r s  have 

r e o r i e n t e d  l i t e r a r y  ana lyses  by p l a c i n g  t h e  accen t  on 

t h e  dynamics of meaning w i t h i n  t h e  t e x t .  A s  C u l l e r  expresses  

i n  h i s  d2scuss ion  of t h e  T e l  Quel group: 

" I n t e r p r e t a t i o n  is n o t  a m a t t e r  of 
r ecover ing  some meaning which l i e s  behind 
t h e  work and s e r v e s  as a c e n t r e  governing 
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i t s  s t r u c t u r e ;  it i s  r a t h e r  an a t t empt  
t o  p a r t i c i p a t e  i n  and observe t h e  p lay  
of p o s s i b l e  meanings t o  which t h e  t e x t  
g i v e s  access .  " (1977: 247) 

T h i s  emphasis on dynamics and p l a y  i n  t h e  

l i t e r a r y  work has  i n t u i t i v e  appeal .  It f i g h t s  a g a i n s t  t h e  

s c i e n t i s t ' s  t,endency t o  t u r n  l i v i n g  forms i n t o  s tone .  A t  

t h e  same t ime,  a r e a d e r ' s  i n t e r p r e t a t i o n  of a t e x t  i s  

n e i t h e r  random o r  haphazard. 

With t h e  n o t a b l e  excep t ion  of t h e  Te l  Quel 

t h e o r i s t s  a common g o a l  of o b j e c t i v i t y  has  c h a r a c t e r i z e d  

most modern a t t empts  t o  d e s c r i b e  t h e  complex phenomenon 

of l i t e r a r y  d i s c o u r s e .  This  d e s i r e  f o r  o b j e c t i v i t y ,  f o r  

a  ' l i t e r a r y  s c i e n c e ' ,  has  o c c a s i o n a l l y  d i s t o r t e d  i n v e s t i -  

g a t i o n s  i n t o  l i t e r a r y  language by overemphasizing one s i d e  

o r  t h e  o t h e r  of what we accep t  as t h e  double-faced 

l i n g u i s t i c  s i g n  i * e . ,  express ion  and con ten t .  Content 

a n a l y s e s  have focused on v a r i o u s l y  developed semantic  

primes and t h e i r  o r g a n i z a t i o n a l  s t r u c t u r e s  i n  l i t e r a r y  t e x t s  

without  always paying much a t t e n t i o n  t o  t h e  l i n g u i s t i c  f a c t s  

which determined them. We n o t e ,  f o r  example, Todorov's 

a n a l y s i s  of Les l i a i s o n s  dangereuses i n  ~ i t t e r a t u r e  e t  

s i g n i f i c a t i o n .  On t h e  o t h e r  hand, more form-oriented s t u d i e s ,  

such as frequency a n a l y s e s  of grammatical i t e m s ,  o r  l is ts  . 
u' 

of f avored  s y n t a c t i c  t r a n s f o r m a t i o n s  i n  a g iven  a u t h o r  o r  

t e x t ,  have tended t o  draw conc lus ions  based on formal 

p a t t e r n s  without  c o n s i d e r i n g  t h e  r o l e s  of s y n t a c t i c  o r  

semant ic  f e a t u r e s  i n  t h e  con tex t .  Lopsided p e r s p e c t i v e  i n  



t h e  p u r s u i t  of o b j e c t i v i t y  is one extreme; on t h e  o t h e r  

i s  t h e  p o s i t i o n  which c o n s i d e r s  t h e  l i t e r a r y  a c t  such a 

f r a g i l e  and i n d i s s o l u b l e  i n t e g r a t i o n  of form and con ten t  

t h a t  any a t tempt  a t  d i s s e c t i o n  is doomed t o  f a i l u r e .  N e i t h e r  

of t h e s e  p o s i t i o n s  i s  h e l p f u l  t o  t h e  unders tanding  of t h e  

dynamics of l i t e r a r y  language. We accept  wi th  Wellek and 

Warren t h a t  l i t e r a t u r e  e x e r c i s e s  a " s p e c i f i c ,  h i g h l y  

organized c o n t r o l  of t h e  r e a d e r  ' s exper iencew.  (1962: 35). 

Our g o a l  is  t o  examine o u r  p a r t i c u l a r  t e x t  and d i s c o v e r  ways 

i n  which t h i s  c o n t r o l  is  achieved.  Our a t t empt  i s  a d m i t t e d l y  

a l i m i t e d  one. It a l s o  r e p r e s e n t s  a somewhat pe r sona l  answer 

t o  t h e  n o t i o n  of s t y l e  i n  t h e  l i t e r a r y  t e x t ,  

L '  apr&s-midi de Monsieur Andesmas was no t  

chosen as an o b j e c t  of a n a l y s i s  f o r  any one s imple  reason.  

The primary mot iva t ion  was i n i t i a l l y  a pe r sona l  sympathy 

f o r  t h e  t e x t  and t h e  work of Duras i n  genera l .  This  was 

followed by t h e  o b s e r v a t i o n  t h a t  Duras' n a r r a t i v e s  a r e  

h i g h l y  charged emot iona l ly  whi le  remaining on t h e  s u r f a c e  

ve ry  o b j e c t i v e  and e x t e r n a l  accounts  of mundane even t s .  

This  impression of be ing  c o n t r o l l e d  by t h e  t e x t  i n  ways n o t  

r e a d i l y  d i s c e m a b l e  i n  normal r ead ing  process  s t i m u l a t e s  

an i r r e p r e s s i b l e  d e s i r e  t o  t a k e  t h e  t e x t  a p a r t  i n  o r d e r  t o  - 

determine how t h e  language s e t s  up t h e  p a t t e r n s  of meaning 

which c o n t r o l  t h e  r e a d e r ' s  exper i ence  of t h e  t e x t .  

I n  o r d e r  t o  do t h i s  we have adopted a d u a l  

p e r s p e c t i v e  which a l lows u s  t o  focus  on both  express ion  

and c o n t e n t  i n  o u r  a t t empt  t o  i s o l a t e  t h e  h a b i t u a l  p a t t e r n s  

of meaning a t  work i n  t h e  d i s c o u r s e .  Th i s ,  we hope, w i l l  
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provide a balanced out look.  It w i l l  a l s o  a l low u s  t o  t r e a t  

t h e  t e x t  a s  an i n t e g r a t e d  whole, a p o s i t i o n  we c o n s i d e r  

e s s e n t i a l  f o r  t h e  g o a l s  of o u r  a n a l y s i s .  

TO d e s c r i b e  o u r  o b s e r v a t i o n a l  method we have 

borrowed and t r a n s l a t e d  two terms i n  French semant ics  and 

l ex ico logy ,  i. e .  , s&masiologie  and onomasiologie , which 

we w i l l  r e f e r  t o  wi th  t h e  E n g l i s h  e q u i v a l e n t s ,  t semasio logyt  

and tonomasiology' .  Our use of t h e  terms d e r i v e s ,  i n  

p a r t i c u l a r ,  from t h e  l e x i c o l o g i c a l  work of K .  Baldinger .  

S t a r t i n g  from t h e  t r a d i t i o n a l  ' t r i a n g l e  of s i g n i f i c a t i o n ' ,  

as p resen ted  by Ullmann, Ba ld inger  s t a t e s :  

"Le s i g n i f i a n t  e s t  l i & , a u  c o n ~ e p t  p?r l a  
s i g n i f i c a t i o n ,  c t e s t - a - d i r e  a d i f f e r e n t s  
copcepts  p a r  d i f f k r e n t e s  s i g n i f i c a t i o n s  ... 
L ' e v e n t a i l  d e s  s i a n i f i c a t i o n s  l i e  a un s e u l  
s i g n i f  i a n t  c o n s t i h e  l e  champ s&masiologique.  
D 'au t re  p a r t ,  j e  geux exprimer un s e u l  
concept p a r  m e  s e r i e  de s$gniYiants  difJ'&: 
r e n t s  ... L k v e n t a i l  des  d e s i g n a t i o n s  l i e  a 
un s e u l  concept c o n s t i t u e  l e  champ onomasio- 
log ique  . (1966: 6) 

The use  of t h e  terms i n  our  a n a l y s i s  involves  

a c e r t a i n  amount of g e n e r a l i z a t i o n  s i n c e  w e  a r e  i n v e s t i g a t -  

i n g  p a t t e r n s  of meaning i n  an e n t i r e  t e x t .  We f i n d  them 

u s e f u l  i n  t h a t  t h e y  t r a n s l a t e  t h e  d u a l  focus  on the 

l i n g u i s t i c  s i g n  which we c o n s i d e r  necessary  t o  t h e  unders- 

t a n d i n g  of meaning ' a c t u a l i z e d t  i n  d i scourse .  

We may g e n e r a l i z e  t h a t  t h e  r ead ing  of a t e x t  

r e p r e s e n t s  a semas io log ica l  p rocess  whereas t h e  w r i t i n g  

c r e a t i o n  of a t e x t  i s  onomasiological  i n  n a t u r e .  One 

might assume t h a t  i n  t h e  i d e a l  a c t  of communication t h e  

thought  g e n e r a t i n g  t h e  onomasiological  process  matches t h a t  



r e s u l t i n g  from t h e  semasiological .  process .  Obviously,  most 

uses  of language w i l l  d e v i a t e  from t h i s  i d e a l  schema, b u t  

t h e  more complex t h e  example of language use t h e  g r e a t e r  

t h e  p o t e n t i a l  d i s p a r i t y  between what is in tended and what 

i s  f i n a l l y  understood.  L i t e r a r y  language,  as we w i l l  s e e ,  

is no t  n e c e s s a r i l y  h indered  by t h i s  'communicative g a p ' ,  

on t h e  c o n t r a r y ,  t h a t  d i s p a r i t y  may be turned  i n t o  a p o s i t i v e  

and e s s e n t i a l  a s p e c t  of t h e  l i t e r a r y  work as a whole. 

Methodo log~  

Our a n a l y s i s  w i l l  be d iv ided  i n t o  two p a r t s .  

P a r t  one e x p l o i t s  t h e  s e m a s i o l o ~ i c a l  p o i n t  of view and 

examines d e t a i l s  of l i n g u i s t i c  express ion  i n  f o u r  i n d i v i d u a l  

PARTICIPANTS and SETTING t o  s e p a r a t e  types  of informat ion  

passages  from t h e  t e x t .  These obse rva t ions  t h e n  

b a s i s  f o r  a s e t  of 

which t h e  r e a d e r %  

which we d e s i g n a t e  

logy,  we use a s e t  

p r e l i m i n a r y  hypotheses  about 

exper ience  is c o n t r o l l e d .  I n  

wi th  t h e  complementary term,  

of n a r r a t i v e  c a t e g o r i e s  made 

form t h e  

ways i n  

p a r t  two, 

onomasio- 

up of EVENTS, 

i n  t h e  t e x t  i n  o r d e r  t o  expose t h e  ways i n  which t h a t  

, i n fo rmat ion  is i d e n t i f i e d  l i l ~ g u i s t i c a l l y .  Por  example, when 

we s a y ,  " M r .  Andesmas, t h e  e l d e r l y  f a t h e r  of V a l e r i e  wai ted 

t h e  e n t i r e  a f t e r n o o n  f o r  Michel Arc.",  we a r e  g i v i n g  

informat ion  about an event  ( w a i t e d  t h e  e n t i r e  a f t e rnoon  ...) 

as w e l l  as in fo rmat ion  about a p a r t i c i p a n t  ( ~ r .  Andesmas, 

t h e  e l d e r l y  f a t h e r  . . . ) . P a r t i c i p a n t s  i n  d i s c o u r s e  e f f e c t  

and exper ience  even t s .  S e t t i n g ,  on t h e  o t h e r  hand, p rov ides  



take place;  the  when, the where and the  how. We w i l l  a l s o  

use the  term, IDENTIFICATION, t o  mean the  l i n g u i s t i c  indica- 

t i o n  of reference.  

I n  our conclusion we w i l l  compare the  r e s u l t s  

of our two s e t s  of observations and attempt t o  der ive  from 

them a f i n a l  s e t  of s tatements about ways i n  which the  

language of t he  t e x t  r e f l e c t s  hab i tua l  pa t t e rns  of meaning, 

and thereby exerc i ses  s p e c i f i c  con t ro l s  on the  experience 

of the  reader.  It is our contention t h a t  these  pa t t e rns  

of cont ro l  represent  one s e t  of s t y l i s t i c  f e a t u r e s  i n  the  

t e x t  of Andesmas. 

Observational Pos i t  ion  

The general  perspect ive  of t h i s  ana lys i s  is  

t h a t  of t he  reader.  Our i n t e r e s t  i s  not i n  descr ibing the  

overt o r  covert  i n t en t ions  of t he  author but r a t h e r  i n  

i s o l a t i n g  l i n g u i s t i c  f a c t s  i n  the  t e x t  which exerc i se  

cont ro l  over the  decoding process of the  reader .  Our a t t i t u d e  

ref.'lects , theref  o re ,  t h a t  of Riff  a t e r r e  when he s t a t e s :  

"La, t k h e  de l a  s t y l i s t i q u e  e s t  donc 
d:etudier l e  langage du, point de vue du 
depodeur, puisque s e s  reac t ions ,  s e s  hypo- 
theses  s u r  l e s  i n t en t ions  de l 'encadeur ,  e t  
ses jugements de l a  valeur, sont  autant ,  de 
reponses aux s t i m u l i  encodes dans l a  sequence 
verbale ."  (1971:146) 

Our goal  must be t o  expose a s  many of those 

s t i m u l i  a s  poss ible .  We must emphasize, however, t h a t  our 

ana lys i s  does not claim t o  reproduce what some ana lys t s  



a 
f assume t h a t  a so -ca l l ed  average read ing  invo lves  cons ide rab le  

D o u r  reading ,  on t h e  c o n t r a r y ,  i s  marked by c o n s i s t e n t  
r a t t e n t i o n  t o  l i n g u i s t i c  d e t a i l s  and t h e i r  t e x t u a l  p a t t e r n s .  

The c r u c i a l  q u e s t i o n  t h a t  imposes i t s e l f ,  however, is  bow 

t o  determine which l i n g u i s t i c  d e t a i l s  a r e  s i g n i f i c a n t  and 

which a r e  i r r e l e v a n t .  Th i s  q u e s t i o n  has  been t r a d i t i o n a l l y  

answered i n  terms of norme e t  & c a r t :  

" S t y l e ,  i n  t h e  l i n g u i s t i c  s e n s e ,  u s u a l l y  
s i g n i f i e s  eve ry  s p e c i a l  usage c l e a r l y  
c o n t r a s t e d  a g a i n s t  t h e  genera l . "  (Wellander:  
1948 t r a n s l a t e d  i n  Enkv i s t :  1964:23) 

Unfor tuna te ly ,  e s t a b l i s h i n g  t h a t  g e n e r a l  usage 

o r  norm i s  n o t  a p a r t i c u l a r l y  e a s y  t a s k ,  Do we use a 

d e s c r i p t i o n  of t h e  language as a whole, i . e . ,  a p a r t i c u l a r  

grammar? S ince  grammars t e n d  t o  be o r i e n t e d  t o  t h e  sen tence  

l e v e l  t h i s  approach h a s  s e r i o u s  l i m i t a t i o n s .  J u i l l a n d  

o f f e r e d  a c l a s s i c  c r i t i c i s m  when he s t a t e d :  

'!La concept ion,de l a  s t y l i s t i q u e  comme 
' s c i e n c e  des  e c a r t s t  - q u i  impl ique , l e ,  
r e j e t  d e s  f a i t s  'noxmaux', abandorn$,?s a l a  
l i n g u i s t i q u e  - peut  b r o u i l l e r  i r remedia-  
b l e m p t  l a  p e r s p e c t i v g  d1ensemble,des f a i t s  
l i t t e r a i r e s .  Car l e  meFe f a i t  m a t e r i e l ,  
i d e n t i f i e  p a r  l e s  c r i t e r e g  l i n g u i s t i q u e s  
comme un f a i t  de lpngue pur  e t  s imple p e u t ,  
l o r s q u ' i l  e s t  p l a ~ e  dans un a u t r e  e c l a i r a g e  - 
e t  p r i s  Gans un reFeau de r e l a t i o n s  d i f f e -  
r e n t e s ,  e t r e , v a l i d e  s u r  un p lan  a u t r e ,  s u r  
l e  p l a n  l i t t e r a i r e  Fn l ' e s p e c e .  En ignoran t  
dans l ' a n a l y s e  l i t t ~ r a i r e  un f a i t  l i n g u i q t i -  
que ' b a n a l t  ( c ' e s t  a d i r e  correspondant  a 
l a  .:nprmef l i n g u i s t i q u e ) ,  on r i s q u e  d 'omet t r e  
un erement cgns ; i tu t i f  de l a  s t r u c t u r e  
l i t t e r a i r e  ( a  de te rminer ) " .  ( i n  Guiraud e t  
Kuentz : 1970: 41)  



% 
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The d i s t i n c t i o n  between norm and d e v i a t i o n  i n  

s t y l i s t i ~ ~  is based on t h e  n o t i o n  of a h y p o t h e t i c a l l y  n e u t r a l ,  

unmarked l i n g u i s t i c  l e v e l  and t h a t  which v a r i e s  from i t  i n  

way o r  a n o t h e r ,  be t h a t  v a r i a t i o n  s y n t a c t i c  o r  semant ic .  

AS Bouton says  i n  h i s  d i s c u s s i o n  of s t y l e  a t  t h e  sen tence  

l e v e l  i n  Pranch: 

"11s [les &car t s ]  t i e n n e n t  A 1 ' e x p l o i t g t i o n ,  
de l a  p a r t  du l o c u t e u r ,  $e p o s s i b i l i t e s  
l i n g u i s t i q u e s  pon u t i l i s e e s  en langue au 
n iveau  du systeme,mais v i r t u e l l e m e n t  conte- 
nyep dans l e  systeme e t  que l 1 o n  a p p e l l e  
generalement l e s  r e s s o u r c e s  s t y l i s t i q u e s . "  

(1978: 250) 

E a r l y  s t r u c t u r a l i s t s  c a l l e d  t h i s  'bending of 

r u l e s 1 ,  foregrounding because it was a way of drawing 

a t t e n t i o n  and g a i n i n g  emphasis. The concept of norme and 

& c a r t  h a s  i n t u i t i v e  appea l ,  e s p e c i a l l y  when d e a l i n g  wi th  - 
examples a t  t h e  sen tence  l e v e l .  However, i t s  po ten t i a l -  

v a l i d i t y  becomes more ques t ionab le  when one is d e a l i n g  

with sen tences  i n  d i s c o u r s e .  Discourse i s  capable  of 

e s t a b l i s h i n g  i t s  own norms a g a i n s t  which o t h e r  new d e v i a t i o n s  

can be foregrounded. I n  o t h e r  words, con tex t  may be invol-ved 

i n  t h e  d e f i n i t i o n  of a l i n g - l i s t i c  ' d e v i a t i o n ' .  

I n  t h e  wake of t h e s e  k inds  of problems t h e  use  

of a c o n t e x t u a l l y  r e l a t e d  norm h a s  a l s o  been a f requen t  

sugges t ion:  

l tS ty le  i s  concerned w i t h  f r e q u e n c i e s  of 
l i n g u i s t i c  i tems i n  a g iven  c o n t e x t ,  and 
t h u s  w i t h  t l con tex tua l "  P r o b a b i l i t i e s .  To 
measure t h e  s t y l e  of a passage,  t h e  
f r e q u e n c i e s  of i t s  l i n g u i s t i c  i tems at  
d i f f e r e n t  l e v e l s  must be compared wi th  
t h e  corresponding f e a t u r e s  i n  a n o t h e r  
t e x t  o r  corpus which i s  regarded as a 
norm and which h a s  a d e f i n i t e  c o n t e x t u a l  
r e l a t i o n s h i p  w i t h  t h i s  passage. I t  (Enkvis t  : 29)2  



It i s  obvious t h a t  t h i s  approach would, by 

spec i fy ing  t h e  f e a t u r e s  of comparison, have t h e  advantage 

of r e s t r i c t i n g  t h e  amount and type  of m a t e r i a l  analyzed i n  

a given t e x t ;  bu t  wi thout  any coherent  theory  of con tex t  

t h e  choice  of norms w i l l  be n e c e s s a r i l y  ad hoc and t h e  

subsequent r e s u l t s  of comparison i n f i n i t e l y  v a r i a b l e .  This  

does n o t  mean t o  imply t h a t  t h e  comparative approach i.s 

without  va lue .  On t h e  c a n t r a r y ,  it i s  capable  of producing 

s p e c i f i c  and i n t e r e s t i n g  r e s u l t s ,  bu t  it cannot  be claimed 

t o  s u r p a s s  o t h e r  methods on t h e  grounds of g r e a t e r  

o b j e c t i v i t y .  

Faced w i t h  t h e  d i f f i c u l t i e s  of f i x i n g  a 

l i n g u i s t i c  norm a g a i n s t  which t o  compare l i t e r a r y  language,  

and a l l  t h e  while  i n t e n t  on n o t  d e s t r o y i n g  a t e x t t $  

s t r u c t u r a l  i n t e g r i t y ,  a n a l y s t s  have cont inued t o  p r a c t i c e  

a k ind  of i n t u i t i v e  mentalism, epi tomized perhaps by t h e  

work of Leo S p i t z e r .  The i n t e l l e c t u a l  atmosphere sur rounding 

t h e  r i s e  of l i n g u i s t i c  s t r u c t u r a l i s m  was h i g h l y  c r i t i c a l  

of S p i t z e r i a n  i d e a l i s m  and l a  recherche  de l 'entymon 

s p i r i t u e l ,  but  t h e  e v e n t u a l  d i s r e g a r d  f o r  semantic  problems 

i n  l i n g u i s t i c  d e s c r i p t i o n  l e f t  s t y l i s t i c i a n s  i n  an impasse. 

The subsequent emphasis on s t a t i s t i c a l  a n a l y s i s  of l e x i c a l  

a n d  s y n t a c t i c  f e a t u r e s  of t e x t s  was e q u a l l y  doomed without  

any w e l l  developed t h e o r y  of c o n t e x t u a l i t y  o r  l i n g u i s t i c  

norm. 

However, it has  been noted i n  t h e  p a s t  t h a t  

S p i t z e r t s  r e l i a n c e  on a s c h o l a r ' s  i n t u i t i o n s  i n  t h e  first 



E S t e p  of h i s  method is  not  u n s c i e n t i f i . ~  p e r  s e :  
! 

"Why do I i n s i s t  t h a t  i t  i s  impossible  t o  
o f f e r  t h e  r e a d e r  a step-by-step r a t i o n a l e  
t o  be a p p l i e d  t o  a work of a r t ?  l' l o r  one 
reason ,  t h a t  t h e  first s t e p  on which a l l  
may h inge ,  can never  be planned: it must 
a l r e a d y  have t aken  p lace .  This  f i r s t  s t e p  
is t h e  awareness of having been s t r u c k  by 
a d e t a i l ,  fol lowed by a c o n v i c t i o n  t h a t  
t h i s  d e t a i l  is  connected b a s i c a l l y  wi th  t h e  
work of a r t ;  it means t h a t  one h a s  made an 
' o b s e r v a t i o n ' ,  -which is  t h e  s t a r t i n g  p o i n t  
of a t h e o r y ,  t h a t  one has  been prompted t o  
r a i s e  a ques t ion-  which must f i n d  an 
answer.. . I1 (Spi tzer :1948:26)  

I f  such a f irst  s t e p  i n  t h e  a n a l y s i s  is  n o t  

o b j e c t i o n a b l e  i n  i t s e l f ,  i t s  danger  l i e s  i.n an  ove:r3.1y 

e n t h u s i a s t i c  e l a b o r a t i o n  of a few i n t u i t i v e l y  chosen 

f a c t s  unchecked by a more thorough l i n g u i s t i c  s tudy.  

This  p r e s e n t  a n a l y s i s  w i l l  f o l low S p i t z e r  i n  t h e  i n i t i a l  

process  of hypo thes i s  formation,  based on pe r sona l  response 

t o  l i n g u i s t i c  f e a t u r e s  i n  s p e c i f i c  passages ,but  w i l l  furthe-ra 

a t tempt  t o  check t h o s e  hypotheses  by means of a mose 

s e m a n t i c a l l y  o r i e n t e d  a n a l y s i s  of t h e  t e x t  a s  a whole. It 

is  our  opin ion  t h a t  a c e r t a i n  amount of s u b j e c t i v i t y  canno t ,  

a t  t h i s  p o i n t  i n  t h e  development of semant ics ,  be t o t a l l y  

e l i m i n a t e d  from s t y l i s t i c  i n v e s t i g a t i o n .  What counts  i s  an 

a c u t e  awareness of t h e  s i t u a t i o n  coupled w i t h  a c t i v e  atLempts 

at  c o n t r o l .  L i t e r a t u r e  i s  ar t .  Its medium i s  language b u t  

i t s  subs tance  is t h e  f u l l  range of human exper ience .  It 

would be audacious t o  assume fa r - reach ing  powers of expla-  

nabion;  bu t  it is p o s s i b l e  t h a t  w e l l  de f ined  d e s c r i p t i v e  

a n a l y s i s  may put  u s  i n  a b e t t e r  p o s i t i o n  t o  understand 

language as ar t  and t h e  ways i n  which it r e l a t e s  t o  o t h e r  

k inds  of l i n g u i s t i c  behavior .  



+ FOOTNOTES TO THE INTRODUCTION 

unconscious a s s i m i l a t i o n  i s  sometimes r e f e r r e d  
t o  i n  t h e  l i t e r a t u r e  as a f u n c t i o n  of a h y p o t h e t i c a l  
t e x t u a l  o r  n a r r a t i v e  competence (Van Dikj :  1971) t h a t  
accounts ,  f o r  example, f o r  t h e  a b i l i t y  of i n d i v i d u a l s  
t o  summarize and i n t e r p r e t  t e x t s  without  any r e f e r e n c e  
t o  t h e  l i n g u i s t i c  f a c t s  which genera ted  t h e  response .  
The ' l i t t l e  b lack  box' of l i n g u i s t i c  competence grows 
i n t o  t h e  ' b i g  b lack  box' which i n c l u d e s  a whole mass 
of c u l t u r a l  knowledge. 

&amiliarity w i t h  f r e q u e n c i e s  of l i n g u i s t i c  i t ems  i n  
g iven  c o n t e x t s  is  p a r t  of t h e  l i n g u i s t i c  exper i ence  we 
have acqu i red  e v e r  s i n c e  chi ldhood.  When t h i s  p a s t  
exper ience  is t u r n e d  t o  t h e  a n a l y s i s  of a running  t e x t ,  
whether heard o r  r e a d ,  it is t r a n s m i t t e d  i n t o  a complex 
flow of e x p e c t a t i o n s  which a r e  e i t h e r  f u l f i l l e d  o r  
d i sappo in ted .  I n  s t y l i s t i c  a n a l y s i s ,  t hen ,  p a s t  c o n t e x t u a l  
f r equenc ies  change i n t o  p r e s e n t  c o n t e x t u a l  p r o b a b i l i t i e s ,  
a g a i n s t  whose aggregate  t h e  t e x t  i s  matched.ll (kh~ l iv i s t :  
1964: 28). 



PABY ONE 

THE TEXT FROM TKE SEPIASIOLOGICAL PERSPECTIVE 

I n  t h i s  p a r t  of o u r  a n a l y s i s  we w i l l  p r e s e n t  

a s e r i e s  of obse rva t ions  based on l i n g u i s t i c  d e t a i l s  noted  

i n  f o u r  passages of t h e  t e x t .  Our vocabulary ,  f o r  reasons  

of p r a c t i c a l i t y ,  w i l l  be drawn from t r a d i t i o n a l  grammar. 
I 

These obse rva t ions  w i l l  t h e n  form t h e  b a s i s  of a s e t  of 

hypotheses about ways i n  which t h e  exper ience  of t h e  r e a d e r  

is  c o n t r o l l e d  by t h e  p a r t i c u l a r  use  of language i n  t h e  t e x t .  

I n t r o d u c t o r y  Observat ions 

Before examining t h e  passages themselves t h e r e  

a r e  t h e  t e x t u a l  f e a t u r e s  of t h e  t i t l e  and t h e  s u b - t i t l e  

which demand a t t e n t i o n .  Although t h e i r  impact on t h e  r e a d e r  

must be cons idered  marginal  compared t o  t h e  c o n t r o l i n g  

i n f l u e n c e  of t h e  body of t h e  t e x t ,  t h e i r  s a l i e n c e  and t h e i r  

p o t e n t i a l  power t o  f i x  t h e  a t t e n t i o n  of t h e  r e a d e r  cannot 

be ignored.  

The t i t l e ,  ~ ' a ~ r & s - m i d i  de Monsieur Andesmas, 

provides  t h e  r e a d e r  wi th  t h e  f i rs t  b i t  of  informat ion  about  

t h e  t e x t  i . e . ,  t h e  name of a p a r t i c u l a r  i n d i v i d u a l  and a  

s p e c i f i c  moment i n  h i s  l i f e  as marked by t h e  d e f i n i t e  a r t i c l e  

and t h e  a t t r i b u t e ,  'de  M. Andesmas'. The use of t h e  d e f i n i t e  

a r t i c l e ,  as opposed t o  t h e  p o s s i b i l i t y  of Un ~ ~ r & s - m i d i  de 

Monsieur Andesmas, u n d e r l i n e s  t h e  s i n g u l a r i t y  of t h e  

a f t e rnoon  i n  r e l a t i o n  t o  t h e  c h a r a c t e r .  We n o t e  as we l l  t h a t  

t h e  use  of t h e  t i t l e ,  Monsieur, as opposed t o  t h e  surname 



H 

1 e s t a b l i s h e s  an i n d e f i n i t e  remoteness from t h e  c h a r a c t e r .  

Above and beyond t h e s e  d e t a i l s  of t h e  t i t l e  i s  a more genera l  

s i g n i f i c a t i o n  i n h e r e n t  i n  t h e  t i t l e t s  form. It ressembles  

o t h e r  t i t l e s  and one i n  p a r t i c u l a r ,  ~ ' a ~ r & s - m i d i  d 'un faune .  

This  k ind  of memorial a l l u s i o n  cannot  be ignored ,  e s p e c i a l l y  

when one cons ide r s  t h e  s t r i k i n g  semantic  c o n t r a s t  between 

t h e  a c t i v i t i e s  of t h e  faune and those  of Andesmas. The 

ro l lowing quote i s  t a k e n  from t h e  album n o t e s  d e s c r i b i n g  

t h e  composition of Debussy: 

"Au cours  d t y n  l o u r d  apr&sTmidi s i c i l i e n ,  
un faune s ' p e i l l e  d 'un  reve a g j t e ,  t o u t  
rempli  de d e s i r s  q u ' i l  cherche a r e t e n i r  
pa r  l a  f o r c e  magique de l a  musique. I1 
s t e x a l t e  de p l u s  en p l u s  e t  s tabandonne 
voluptueusement au tumul te  de s e s  s e n s ;  
e n f i n ,  il retombe dans sa somnolence." 

P o t e n t i a l l y  s i g n i f i c a n t  as we l l  i s  t h e  w o r k ' s  

subheading o r  r & c i t  which can be observed on t h e  cover  of 

t h e  t e x t .  Although l e s s  impor tant  t h a n  t h e  t i t l e  i n  s h a p i n c  

r e a d e r  expecta t i .ons ,  it s t i l l  dese rves  c o n s i d e r a t i o n .  Compared 

t o  roman r & c i t  i s  t h e  more g e n e r a l  term a s  can be seen  -7 

from t h e  fol1owin.g d i c t i o n a r y  e n t r i e s :  

Woman: Oeuvre d '  imagipat ion  en prose  as sez  
longue,  q u i  p resen te  e t  f a i t  v i v r e  , 
dans un, m i l i e u  des  personnages donnes - 
comme r e e l s ,  nous f a i t  c o n n a l t r e  l e u r  
psychologie  , l e u r  d e s t i n ,  l e u r s  aven- 
t u r e s .  

~ & c i t :  R e l a t i o n  o r a l e  ou h c r i t e  ( d e  f a i t s  
v r a i s  ou imag ina i res ) .  

( D i c t i o n n a i r e  Robert ) 

We w i l l  n o t  b e l a b o r  t h i s  d i s t i n c t i o n  f o r  t h e  

p r e s e n t .  I n  a c t u a l  p r a c t i c e  t h e  use  of t h e  terms v a r i e s  



despi te  a t t empts  of c r i t i c s  and genre t h e o r i s b s  t o  impose 
2 

cons i s t ency  . itor t h e  moment l e t  us  e x t r a c t  from tjlis d e f ' i -  
8 

i . i t ion  of r hc i t  t h e  n o t i o n  of r e l a t i o n  de f a i t s .  A t  a  l a t e r  
ii 
h p o i n t  we w i l l  be i n  a b e t t e r  p o s i t i o n  t o  e v a l u a t e  t o  what 
C 

e x t e n t  t h a t  d e f i n i t i o n  a p p l i e s  r e l e v a n t l y  t o  o u r  t e x t .  
t 

I n  choosing t h e  passages  t o  be observed v a r i o u s  

c r i t e r i a  were t aken  i n t o  cons ide ra t ion :  passages were 

r equ i red  from more t h a n  one a r e a  of t h e  t e x t  i n  o r d e r  t o  

be r e p r e s e n t a t i v e ;  passages  needed t o  be s e l e c t e d  w i t h  

r e l a t i v e  o b j e c t i v i t y ;  and f i n a l l y ,  t h e  t e x t  had t o  fo l low 

3 t e x t u a l  breaks  i n  o r d e r  t o  ensure  passage i n t e g r i t y .  - 

Andesmas i s  g r a p h i c a l l y  d iv ided  i n t o  two l a r g e  

4 chap te r s  of 53 and 66 pages. I n  c h a p t e r  one t h e  f i r s t  spac- 

ing  break occurs  a t  page 34. S i n c e  we cons idered  t h i s  passage 

too  long,  a semantic  break  a t  page 10  was e s t a b l i s h e d  as t h e  

cut-off p o i n t  f o r  passage one, e q u a l l i n g  10  pages of a c t u a l  

t e x t .  I n  c h a p t e r  two t h e  f i rs t  g raph ic  break occurs  a f t e r  13 

pages and both c h a p t e r s  end wi th  passages of approximately 

two pages each. These f o u r  segments;  pp. 9-18, 60-61, 63-')Sj, 

and 126-128 were chosen t o  be analyzed from t h e  semasiological .  

p e r s p e c t i v e .  !Phe choice  was cons idered  a  compromise between 

t h e  problemat ic  extremes of random and pure ly  s u b j e c t i v e  

s e l e c t i o n .  The amount of t e x t  was cons idered  l i m i t e d  enough 

t o  a l low f o r  c l o s e  obse rva t ion  and l a r g e  enough t o  genera te  

l ~ g p o t h e s e s  p o t e n t i a l l y  v a l i d  f o r  t h e  e n t i r e  t e x t .  



The f i r s t  paragraph of t h i s  passage ,  which is 

a l s o  t h e  f i rst  paragraph of t h e  t e x t  as a whole, e x h i b i t s  

a f r equen t  use  of t h e  d e f i n i t e  a r t i c l e :  

( 1 )  "11 d6boucha du chemin s u r  l a  gauche. I1 
a r r i v g i t  de  c e t t e  p a r t i e  de l a  c o l l i n e  
cornpletement r e c o u v e r t e  p a r  l a  f orGt ,  dans 
l e  f r o i s s e m e n t  d e s  p e t i t s  a r b u s t e s  e t  des  
bu i s sons  q u i  e n  marquai t  l ' a b o r d  v e r s  l a  
p l a t e f  orrne. (9) 

To unders t and  why t h i s  f e a t u r e  draws o u r  

a t t e n t i o n  we no te  a common d e f i n i t i o n  of t h e  d e f i n i t e  a r t i c l e :  

" L ' a r t i c l e  d 6 f i n i  e s t  celui .  q u i  s e  met, 
devant ,un  nom,pris dans un s e n s  complete- 
ment de termine  ;, il.  i n d i v i d u a l i s e  1 ' e t r e  
ou 1 ' ob je  t nomme. (Grevisse  : 1964: 24<(3) 

The use  o f  t h e  d e f i n i t e  a r t i c l e  f o r  t h e  f i r s t  

mention of t h e  v a r i o u s  ' o b j e c t s t  i m p l i e s  knowledge as y e t  

unshared by t h e  r e a d e r . 5  It is n o t  un chernin bu t  l e  chemin, 

not une olateforme b u t  l a  o l a t e f o r m e .  The f a c t  that; t h e  nouns 

s o  s p e c i f i e d  r e f e r  t o  p h y s i c a l  r e a l i t y  and s p a c i a l  l o c a t i o n  

e s t a b l i s h e s  an u n i d e n t i f i e d  ' o b s e r v e r '  whom we w i l l  d e s i g n a t e  

as t h e  n a r r a t o r  of t h e  passage .  I f  we c o n s i d e r  f u r t h e r  t h e  

t r a d i t i o n a l  d e s c r i p t i o n  of t h e  use  01 t h e  d e f i n i t e  a r t i c l e  

we no te  as we l l :  

"L: a r t i c l e  d6f i n i  s emploie par f  p i s  comme 
d e m o n s t r a t i f ,  devan t  des  noms d e ~ i g n a n t  
un, Gtre  ou un ob je t  d& j H  prksenti? 6u a 
presence  duguel  on s e  t rouve  . It (Grev i s se  : 25%) 

Since  t h e  o b j e c t s  of t h e  first paragraph have 

not  been p resen ted  p r e v i o u s l y ,  t h i s  more d e i c t i c  f u n c t i o n  - 
of t h e  d e f i n i t e  a r t i c l e  appears  t o  be a c t i v a t e d .  
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Using t h e s e  obse rva t ions  as s t i m u l u s ,  l e t  us  

F look i n  more d e t a i l  a t  d i f f e r e n t  ways i n  which nouns a r e  
I 

B 
k determined i n  t h e  opening pages of t h e  t e x t .  It is  important  

minat ion do not  n e c e s s a r i l y  r e f l e c t  a conscious choice  of 

t h e  p a r t  of t h e  au thor .  There a r e  f r equen t  c a s e s  i n  which 

t h e   articular use  of t h e  a r t i c l e ,  f o r  example, i s  s t r o n g l y  

~ o n d i t i o n e d  by t h e  grammatical  system of t h e  language. What 

i n t e r e s t s  US he re  i s  n o t  an e x p l a n a t i o n  o r  j u s t i f i c a t i o n  

of each de terminer  i n  t h e  passage ,  bu t  r a t h e r  a view of t h e  

g e n e r a l  p a t t e r n s  of noun de te rmina t ion .  Beyond t h e  f irst  

paragraph t h e  d e f i n i t e  a r t i c l e  con t inues  t o  be p r e v a l e n t :  

(2)  "La c o l l i n e  de c e  ~ 6 t h - c i  s l a f f a i s s a i t  
abruptement v e r s  l a  p l a i n e .  " (9)  

(3) "J1 ne v i t  pas  t o u t  de s u i t e  l'homme q u i  
e t a i t  assis devant  l a  maison," (10)  

Two o t h e r  ways of s p e c i f y i n g  t h e  noun, t h e  

demonstrat ive a d j e c t i v e  and t h e  possess ive  a d j e c t i v e ,  a l s o  

t u r n  out  t o  have a  high frequency i n  t h e  passage. Por  example, 

(4) "I1 d e v a i t - v e n i r  chaque jour  dans c e t t e  
c o l l i n e ,  a l a  recherche  des  chiennes  gu 
de  n o u r r i t u r e ;  il d e v a i t  a l l e r  j u s q u l a  
c e s  t r o i s  hameaux du v e r s a p t  o u e s t ,  chaquc 
j o u r , ,  f a i r e  ce  parcours  t r e s  long dans 
l f a p r e s - m i d i  a l a  recherche d ' auba ines  
d i v e r s e s .  I t  (10)  

D i r e c t l y  fo l lowing  t h i s  paragraph i s  t h e  f irst  

example df d i r e c t  d i s c o u r s e  i n  t h e  t e x t .  I n  it a r e  expressed  

the  , thoughts  of Andesmas as he watches t h e  p a s s i n g  dog. Here 

t he  frequency of p o s s e s s i v e s  and demons t ra t i ces  i s  e s p e c i a l -  

l y  h igh:  



( 5 )  "-- De chiennes ,  de d 6 t r i t u s  pense FI. 
Andesmas. J e  r e v e r r a i  ce c h i e n  qui  a 
s e s  hab i tudes .  
I1 f a u d r a  de 1 ' e au  ce  c h i e n ,  donner  

d? l ' e a u  a ce  c h i e n ,  marquer, iqi d ' u n  
r e c o n f g r t ,  s e s  longues c o u r s e s  a t r a v e m  
l a  f o r e t , d e  v i l l a g e  en v i l l a g e ,  dans  l a  
mesure du p o s s i b l e  f a c i l i t e r  s?n e x i s t e n c e  
d$f fici1.e. I1 y a  c e t t e  mare, a un 1;ilo- 
metre d ' i c i ,  ou il peut  b o i r e  a y s s i  o e r t e s ,  
mais de  l a  mauvaise eau ,  Cade, e p a i s s i e  
ge suc  d ' h e r b e s .  Verte  e t  g l u a n t e  d e v a i t  
e t r e  c e t t e  eau ,  a l o u r d i e  d e s  l a r v e s  de  
moustiques,  malsaine.  I1 f a u $ r a  de  l a  
bonne eau pour c e  chien  s i  d e s i r e u x  de  
sa j o i e  quot id ienne ."  (12)  

The demonst ra t ives  f i x  o b j e c t s  and l o c a t i o n s  

i n  t h e  surrounding space.  Th i s  i m p l i e s  a p h y s i c a l  p resence  

of t h e  n a r r a t o r  o r ,  a t  l e a s t ,  a ' v i s u a l '  p resence  which  

al lows him t o  s h a r e  t h e  same p e r s p e c t i v e  as Andesmas. The 

d i f f e r e n c e  can be found- i n  t h e  v i s u a l  scope of  t h e  p h y s i c a l  

pe r spec t ive .  Whereas t h e  n a r r a t o r  p o i n t s  ou t  d e t a i l s  of Llle 

e n t i r e  phys ica l  space  w i t h i n  view and a c e r t a i n  amount that 

i s  not  i n .  view ( 'Ices t r o i s  hameaux du v e r s a n t  o u e s t " )  , 
Andesmas i s  a t t e n d i n g  only  t o  t h e  dog and i ts  need f o r  

rel'rcsl-tment as can be seen  by l i s t i n g  t h e  demons t ra t ive  and 

possess ive  express ions :  

ce  ch ien  s e s  longues c o u r s e s  

ce  c h i e n  son e x i s t e n c e  d i f f i c i l e  

c e t t e  mare sa j o i e  q u o t i d i e n n e  

c e t t e  eau 

ce  ch ien  

The n a r r a t o r  and Andesmas both s e e  t h e  dog b u t  

t h e i r  v i s i o n  is n o t  t h e  same. Compare t h e  f o l l o w i n g  two 

sen tences :  
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(6) Marrator :  "11 d e v a i t  v e n i r  chaque , 
j ou r  dans c e t t e  c o l l i n e ,  a 
l a  recherche  des  chiennes  ou 
de n o u r r i t u r e  . 

(7)  Andesmas: "De ch iennes ,  de d & t r i t u s  pense 
I M .  Andesmas.Je r e v e r r a i  ce ch ien  
I q u i  a s e s  habi tudes ."  
t 

Although t h e y  more o r  l e s s  t r a n s l a t e  t h e  same 

judgement, t h e  use of t h e  first person f u t u r e  ( r e v e r r a i )  

wi th  t h e  t h i r d  person p a r a p h r a s t i c  c o n d i t i o n a l  

( d e v a i t  v e n i r )  r e v e a l s  a d i f f e r e n c e  i n  a t t i t u d e .  I n  t h e  
__I_ 

~ p e n i n g  passage we s e e  t h a t  a l though  t h e  n a r r a t o r  and Andesmas 

sha re  a p a r t i c u l a r  s p a c i a l  p e r s p e c t i c e  as obse rve r s  of 

t h e  environment, t h e r e  e x i s t s  a  r a d i c a l  d i f f e r e n c e  i n  t h e  

scope of t h a t  p e r s p e c t i v e .  The n a r r a t o r  observes  much more 

than  Andesmas and Andesmas h imsel f  i s  'observedt  a s  o b j e c t i -  

v e l y  as i a  t h e  dog. I n  f a c t ,  from t h e  s t a n d p o i n t  of t h e  

n a r r a t o r  t h e r e  i s  even ' v i s u a l  embedding',  i . e . ,  t h e  narra-t;cr 

' l o o k s '  a t  t h e  t h e  dog who i s  look ing  a t  Andesmas (example 3 ) .  

Despi te  v a r i a t i o n s  and excep t ions  i n  s p e c i f i c  

works, i t  i s  commonly accepted t h a t  t h e  two most f r equen t  

f e a t u r e s  of n a r r a t o r  d i s c o u r s e  a r e  t h e  use of t h i r d  person 

r e f e r e n c e  and t h e  p r e t e r i t .  A n a r r a t o r  can be desc r ibed  as an 

imaginary s u b j e c t i v e  consc iousness ,  g e n e r a l l y  anonymous, 

whose f u n c t i o n  i s  t o  p r e s e n t  an imaginary world. I n  our  text ; , -  

t h e  use  of t h e  t h i r d  person and t h e  pass& simple e s t a b l i s h  - 
t h e  presence of t h e  n a r r a t o r  from t h e  ve ry  f i r s t  s en tence .  

T r a d i t i o n a l l y ,  t h e  n a r r a t o r  h a s  been t h e  d i r e c t  con t ro l l in ( :  

f o r c e  behind a r e a d e r ' s  unders tanding  of a t e x t .  S ince  o u r  

goa l  i n  t h i s  a n a l y s i s  invo lves  uncovering e s s e n t i a l  p a t t e r n s  



c o n t r o l  a t  work i n  t h e  t e x t ,  t h e  %ehavjor t  of the  

n a r r a t o r  w i l l  cont inue  t o  be of c r u c i a l  i n t e r e s t  t o  us .  

The r e g u l a r  use  of demonst ra t ives  and p o s s e s s i -  

ves  i n  t h e  t e x t  i s  a way of e s t a b l i s h i n g  p a r t i c u l a r  

o r  connect ions  i n  t h e  d i s c o u r s e .  With demons- 

t r a t i v e s  t h e  r e l a t i o n s h i p  i s  between t h e  s p e a k e r  and t?le 

o b j e c t  o r  i n d i v i d u a l  r e f e r r e d  t o ;  wi th  p o s s e s s i v e s ,  and h e r e  

we a r e  l i m i t e d  t o  t h i r d  person p o s s e s s i v e s ,  t h e r e  i s  a  

connect ion  s e t  up between one o b j e c t  o r  i n d i v i d u a l  and a n o t h e r  

o b j e c t  o r  i n d i v i d u a l .  We w i l l  now look a t  what t y p e s  of 

l e x i c a l  i tems a r e  determined by demonst ra t ive  and possess ive  

a d j e c t i v e s  and i n  what c o n t e x t ,  b e a r i n g  i n  mind that:  

" L ~ S ,  ad j e c t i f  s dhmons t ra t i f  s marquen t , en 
g e n e r a l ,  q u e A l  ' on montre ( r6e l l ement  oy p a r  
f i g u r e )  l e s  e t r e s  ou l e s  ob.jets d-esignes 
p a r  l e s  noms auxquels  i l s  s o n t  j o i n t s . "  

( . ~ r e v i s s e  : 360) 

Out of t h e  40 demonst ra t ive  a d j e c t i v e s  found i n  

t h e  f i r s t  passage,  20 determine i tems which d e s i g n a t e  

l o c a t i o n  i n  t h e  environment. F o r  example, 

c e t t e  p a r t i e  (d.e l a  c o l l i n e )  

ce  cGt&-ci 

c e t t e  p l a i n e  

ce v i l l a g e  X 3  
A 

ce  meme espace 

c e t t e  p la teforme X 2  

c e s  t r o i s  hameaux 

c e t t e  c o l l i n e  



c e t t e  mare 

c e t t e  t e r r a c e  X 2  
k 
0 c e t t e  maison X 2  

1 ce p o i n t  

1 ce  chemin X 2  

I n d i v i d u a l s  i n  bhe passage  a r e  a l s o  determined 

by t h e  demonst ra t ive  ; 

c e t  homme X 2  

c e  c b i e n  X5 

as a r e  express ions  of t ime ;  

c e t t e  f o i s  X 3  

ce  jour-1; 

The remaining d e m o n s t r a t i v e s  de termine  p h y s i c a l  

o b j e c t s ;  

c e t t e  eau 

ce  f a u t e u i l  X 2  

ce  co rps  

o r  nomina l i sa t ions  of an a c t i o n  o r  s t a t e ;  

ce parcours  

ce 

ce  rhythme 

c e t t e  faeon 

c e t t e  r e n c o n t r e  

c e t  &ge 

Recognizing t h e  ' p o i n t i n g '  f u n c t i o n  of demons- 

t r a t i v e s  one could  expec t  t h i s  l i s t  t o  r e v e a l  c e r t a i n  

preoccupat ions  i n  t h e  passage .  I n  f a c t ,  t h e  dominant f e a t u r e  



,p t h e s e  l e x i c a l  i t ems  is t h e i r  concre te  o r  phenomenological 

The d e i c t i c s  a r e  d i r e c t i n g  t h e  r e a d e r ' s  a t t e n t i o n  

t o  t h e  p h y s i c a l  r e a l i t y  of t h e  environment, t h e  i n d i v i d u a l s  

and, t o  a l e s s e r  e x t e n t ,  c e r t a i n  movements a l l  of which f o r c e  

the r e a d e r  t o  observe  t h e  scene  as if he himself  were phys ica l -  

l y  p r e s e n t .  We n o t e  as we l l  t h a t  d e s p i t e  t h e i r  concre teness  

of t h e  l e x i c a l  i t ems  a r e  v e r y  genera l  (homme, ch ien ,  

v i l l a g e ,  chemin, e a u ) .  

I n  g e n e r a l ,  demonst ra t ives  a r e  used t o  r e f e r  t o  

o b j e c t s  t h a t  have a l r e a d y  been s p e c i f i e d  i n  t h e  d i s c o u r s e ,  

e i t h e r  because t h e y  have been mentioned e a r l i e r  o r  because 

t h e y  a r e  c o n t e x t u a l l y  obvious i n  some way. The p re fe rence  

f o r  d e f i n i t e  a r t i c l e s  and demonst ra t ives  over  t h e  i n d e f i n i t e  

a r t i c l e  i n  t h e  d e t e r m i n a t i o n  of nouns i n  t h e  passage r e v e a l s  

an emphasis on t h e  q u a l i t y  of obviousness  of .the o b j e c t s  

s p e c i f i e d .  I n s t e a d  of r e c e i v i n g  d e t a i l e d  d e s c r i p t i o n s  of t h e  

n a r r a t i v e  world t h e  r e a d e r  i s  f o r c e d  t o  e n t e r  t h a t  world 

as an  o b s e r v e r  and d i s c o v e r  i t s  q u a l i t i e s  as i f  he were phys-i- 

c a l l 7  p r e s e n t  in it. This  p r e f e r e n c e  f o r  t h e  demonst ra t ive  

o v e r  t h e  d e f i n i t e  a r t i c l e  i n  w r i t t e n  French has  been f requen t -  

l y  n o t e d  by l i n g u i s t s  such as Sauvageot (1957) and even 

e a r l i e r  by Dauzat. They saw i n  t h i s  tendency n o t  merely a 

s h i f t  i n  semantic  p e r s p e c t i v e  i n  t h e  t e x t s  i n  q u e s t i o n ,  b u t  

r a t h e r ,  evidence f o r  t h e  s y s t e m a t i c  weakening of t h e  d e f i n i t e  

a r t i c l e  i n  modern French i n  g e n e r a l .  



The l i s t  of possessi.ve a d j e c t i v e s  y i e l d s  

somewhat d i f f e r e n t  r e s u l t s .  Out of t h e  22 occurrences  1% 

r e f e r  back t o  t h e  dog as ' p o s s e s s o r ' ,  3 t o  Andesmas, 3 t o  

va16r ie ,  3 t o  t h e  house and one t o  t h e  f o r e s t .  Once aga in  

re fe rence  t o  t h e  concre te  is e v i d e n t .  

sa maison 

sa montre 

sa masse 

son  b r a s  

s e s  ong les  

ses c l a i r i G r e s  

However, we f i n d  as w e l l  a whole c o l l e c t i o n  of' 

p o s s e s s i v e l y  determined nouns which a r e  n o t  concre te .  A l l  

r e f e r  t o  l e  ch ien .  

sa s o l i t u d e  

son e f f o r t  

sa f a t i g u e  

s e s  h a b i t u d e s  

s e s  longues courses  

son e x i s t e n c e  d i f f i c i l e  

sa j o i e  quot id ienne  

These nouns focus  on modes of e x i s t e n c e  r a t h e r  

than  p h y s i c a l  r e a l i t y .  They imply judgement which goes beyond 

e x t e r n a l  observat ion .  Both t h e  n a r r a t o r  and Andesmas ' obse rve '  

l e  c h i e n  and comment on h i s  l i f e .  The terms a r e  as g e n e r a l  

and common as those  a p p l i e d  t o  t h e  phys ica l  l e v e l .  It i s  

a l s o  i n t e r e s t i n g  t o  n o t i c e  t h a t  t h i s  last  l i s t  of l e x i c a l  

terms would apply  e q u a l l y  w e l l  t o  a human being.  



R e p e t i t i o n  of l e x i c a l  items and s y n t a c t i c  

s t r u c t u r e s  is a b a s i c  t o o l  i n  language f o r  g a i n i n g  emphasis 

and the reby  d i r e c t i n g  t h e  a t t e n t i o n  of t h e  r e a d e r .  Various 

types  of r e p e t i t i o n  a r e  ev iden t  i n  passage one. Negative 

c o n s t r u c t i o n s  a r e  p a r t i c u l a r l y  apparent .  We n o t e  t h e  fol low- 

i n g  example: 

(8) "11 n ' y  a dans l a  f o r g t  aucune a u t r e  
c o n g t r u c t i o n  que c e t t e  maison aue 
M. Andesmas v i e n t  d  'acqu;?r i r .  * ( l 5 )  

(9) "Entre  ce  v i l l a g e  e t  l a  maison nouvel- 
lemant acqu i se  pa r  M. Andesmas pour 
son e n f a n t ,  V a l e r i e ,  en  e f f e t  aucune 
a u t r e  c o n s t r u c t i o n  ne s ' e l e v a i q ~ )  

(10) "Aucune a u t r e ,  aucune a u t r e  que l a  t i e n n e . "  
7 

I n  t h e  first two v e r y  similar sen tences  we 

observe t h e  t h i r d  person mark of t h e  n a r r a t o r  in r e f e r e n c e  

t o  M .  Andesmas. The second person pronoun i n  t h e  t h i r d  

example marks t h e  s p e a k e r  as Andesmas. We n o t i c e  aga in  how 

t h e  n a r r a t o r  and Andesmas s h a r e  t h e  same l i n g u i s t i c  p a t t e r n  

i n  r e f e r e n c e  t o  t h e  same o b j e c t ,  l a  maison de  ~ a l h r i e ,  while  

r e t a i n i n g  ve ry  d i f f e r e n t  p e r s p e c t i v e s .  In t h e  first two 

examples aucune i s  p a r t  of an o b j e c t i v e  d e s c r i p t i o n  while  

i n  t h e  t h i r d  t h e  r e p e t i t i o n  of aucune c r e a t e s  t h e  emotional  

tone of a s u b j e c t i v e  s t a t ement .  Consider  a n o t h e r  example: 

(11)  "Les amis de,M. Andesmag n ' g x i s t e n t  p lus .  
Une f o i s  l ' e t a n g  a c h e t e ,  personne ne pas- 
s e r a  p lus .  personne. Except ion f a i t e  des  
amis de  V a l e r i e . "  (17) 

Here, t h e r e  a r e  two n e g a t i v e s  r e p e a t e d ,  ne . . . p l u s  

and gersonne.  I n  t h i s  case  t h e  b a r r i e r  between n a r r a t o r  and 

Andesmas is l e s s  ev iden t .  The first sentence  comes from t h e  

n a r r a t o r  bu t  t h e  remainder of t h e  passage could  be a t t r i b u t e d  



t o  e i t h e r .  The r e p e t i t i o n  of personne could a l s o  q u a l i f y  as 

an a f t e r t h o u g h t  t o  e i t h e r  of t h e  two preceding  s e n t e n c e s ,  i . e .  

p r s o n n e  = t h e  non-Ir iends of ~ a l 6 r i e ,  personne = t h e  f r i e n d s  

of Andesmas who a r e  now dead,  o r  as a f u r t h e r  p o s s i b i l i t y ,  

p r s o n n e  = Andesmas h i m s e l f ,  who awaits t h e  same approaching 

non-existence.  The i n t e r e s t i n g  f a c t  l i e s  i n  t h e  p o t e n t i a l  

of r e f e r e n c e  f o r  t h e  i tem. 

I n  t h e  f i n a l  paragraph of t h i s -  passage t h e r e  

occurs  ano the r  s e t  of r e p e t i t i o n s  which i n c l u d e s  n e g a t i v e s :  

(12)  "En mgntant il l ' a v a i t  encore entendue. 
( V a l e r i e ) .  E t  p u i s  l e  b r u i t  dy moteur 
de l t g u t o m o b i l e  a v a i t  massacre son chan t .  
I1 s t  e t a i t  a f f p i b l i ,  a s s o u r d i ,  p u i s ,  
d e s  br$bes en  e t a i e n t  encore parvenues 
jusqu ' a  l u i ,  e t  p u i s  r i e n ,  p l u s  r i e n .  
Une f o i s  a t t e i n t e  l a  plate-forme, p l u s  
r i e n  @ s t e n t e n p a i t  d ' e l l e  ~i de son - 
chan t .  C 1 a v a i t  e t e  long. Long a u s s i  d t i n s -  
t a l l e r  ce  c o r p s , d p s  ce f a u t e u i l  d t o s i e r .  

Quand c ' a v a i t  e t e  f a i t ,  - 9  non vraimen; 
r i e n  r i e n  ne s ' e n t e n d a i t  p l u s  de V a l e r i e ,  - 9  -- ~ de son  c h a n t  I& du bruit du moteur de 
l ' au tomobi le . "  (18)  

The f a d i n g  and d isappearence  of ~ a l & r i e ' s  vo5 ce 

i s  the s u b j e c t  of the paragraph.  A f t e r  t h e  two p h o n e t i c a l l y  

similar p a r t i c i p l e s ,  a f f a i b l i ,  a s s o u r d i ,  a long  sequence 

of n e g a t i v e s  f i x e s  on t h e  absence of a l l  sound from val6ri .e.  

Rien i s  repea ted  f i v e  t imes :  - 
(13)  I T . . .  e t  p u i s  r ieq,  ... glua 

r i e n  ne s ' e n t e n d a i t  d ' e l l e  de son - 
chant-. . . m, vraiment,  a n ,  r i e n  ne 
s e n t e n d a i t  p l u g  de Va le r i e .  . . "(18) 

and t h e  focus  on t h e  d e p a r t u r e  i s  h i g h l y  i n t e n s i f i e d .  Another 

type  of r e p e t i t i o n  can be observed i n  t h e  fo l lowing  example: 

(14)  1 t ~ a 1 6 r i e  l t a t  c o n d u ,  p u i s  e l l e  
xzpaxLk. E l l e  n 1 & t a i t  oas descendue de 



l ' a u t o ,  e l l e  n 8 & t a i t  pas monthe jysqu '6,  
l a  maison, p t e n  a v a i t  D a s  e- l e  d e s i r .  ' I  

( 16)  

ISere, t h e  r a p i d  success ion  of p l u p e r f e c t  forms 

t h e  r a p i d  s u c c e s s i o n  of t h e  even t s .  Other  examples 

inc lude  t h e  fo l lowing:  

(15) "I1 (19 c h i e n )  ~ e t o u r n a  l a  t G t e ,  d & c o u v r i t  
l a  presence  de  l'homme, d r e s s a  l e s  o r e i l l e s . "  
(10)  

(16)  "Sa f a t i g u e  l u i  yev ien t  , i l - h a l i t e  de nouveau, 
e t  r e p a r t  a t r a v e r s  l a  f o r e t . "  (11)  

(17)  I'M. Andesmas s o u l e v 3  son b r a s ,  r e a a r d q  sa 
montre,  q u ' i l  e t a i t  4 heures .  I' (13)  

A l l  t h e s e  examples express  sequences of obser- 

vable  p h y s i c a l  a c t i o n s ,  s imple  and unembellished by s u b j e c t i v e  

comment. 

Various r e p e t i t i o n s  a r e  a l s o  ve ry  e v i d e n t  i n  the 

f i r s t  i n t e r i o r  monologue passage on page 12: 

(18)  "11 faudra .de  l t e a u  & ce c h i e n ,  donner 
de  1 'eau  a ce  Chien. , . " (12)  

and we n o t e  t h e  r e p e t i t i o n  of modi f i e r s  as Andesmas imagines 

t h e  dead water  i n  t h e  near-by pond: 

(19)  ! I . .  . de l a  .mauvaise eau,  m, &ai ss ie  
de  s u e  d ' h e r b e s .  Verte  e t  u a n t e  d e v a i t  
g t r e  c e t t e  eau ,  o u r d i e  d% l a m e s  de 
rnoustiques, gnalsaing." (12)  

This  same t y p e  of p i l ing-up of m o d i f i e r s  occurs  . 

soon a f t e r  i n  a passage obviously marked by t h e  n a r r a t o r  

but  moving i n t o  t h e  though t s  of Andesmas: 

(20)  "Les s i e s t e s  de  M. gndesmas, e l l g s ,  b t a i e n t  
&gales, t ;oujours medicales ,  en e t e ,  
b x v e r ,  s t r i c t e m e n t  . C ' e s t  pourquoi il d u t  
s e  s o u v e n i r  d e s  s i e s t e s  d e s  a u t r e s ,  s i e s t e s  
$iu samedi,  p ro fondes ,  sous l e s  a r b r e s  d e s  
p l a c e s  du v i l l a g e ,  a m o u r e u s a ,  p a r f o i s ,  

s les  c h a m b r a .  I t  (14)  
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The mass of modi f i e r s  c r e a t e s  a  s t r o n g  oppos i t ion  

between l e s  s i e s t e s  of M. Andesmas and l e s  a u t r e s :  

& a l e s  prof ondes 
I 
t 
b 
t 

mgdicales amoureuses 
g 

en 6 t 6  sous  l e s  a r b r e s  

en h i v e r  dans l e s  chambres 

The most obvious example of r e p e t i t i o n  i n  t h e  

passage is t h e  musica l  r e f r a i n ,  g r a p h i c a l l y  marked by 

spac ing  and i t a l i c i z e d  type .  It occurs  f o u r  t imes  i n  

t h e  f i r s t  passage: 

(21) I1Quand l e  l i l a s  f l e u r i r a  mon amour 
Quand 1-e l i l a s  f l e u r i r a  pour t o u j ~ u r s ~ ~  (15)  

I n  t h i s  f i rs t  example t h e  r e f r a i n  immediately 

fo l lows a re fe rence  t o  ~ a l h r i e  and t h e  house. The song i s  

coming from t h e  v a l l e y  below, "Dans l a  v a l l & e ,  quelqu 'un l e  

chanta .  I f  (16) The  remaining examples r e f e r  t o  v a l 6 r i e  ' s  

s i n g i n g  of t h e  song. 

(22)  I tEl le  a v a i t  chantonn; dans l a  c h a l e u r  
du chemin: Quand l e  l i l a s  f l e u r i r a  mon 
amourt1 ( 17). . . 

(23)"Dans &a c h a l e u r ,  vivement, comme s i  r i e n  
n ' e n  e t a j t  de l a  c h a l e u r ,  e l l e  a v a i t  
chantonne : 

Quand l e  l i l a s f l  (18) 

The f o u r t h  example f i n i s h e s  t h e  l i n e  of t h e  song 

a l though s e p a r a t e d  by a paragraph d e s c r i b i n g  M .  Andesmas's 

walk from t h e  c a r  t o  t h e  house as w e l l  as a n o t h e r  comment 

about  ~ a l 6 r i e  s s i n g i n g :  

(24) " E l l e  e 6 t  chant; pa re i l l ement  dans l a  
f r a i c h e u r  $ 'un s o i r  ou d l u n e  n u i t ,  dans 
d ' a u t r e s  r e g i o n s ,  a i l l e u r s .  Ou n ' a u r a i t -  
e l l e  pas  chant;? 

f l e u r i r a  pour t o u  j o u r s u ( 1 8 )  
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It i s  c l e a r  t h a t  through jux t . apos i t ion  and 

6 
direc t  r e fe rence  an a s s o c i a t i o n  i s  be ing  e s t a b l i s h e d  

X: 
I between v a l k r i e  and t h e  love  song. 

i I n  t h e  environment of t h e  love  song r e f r a i n  
I 

t h e r e  a l s o  occur  a l l  b u t  one of t h e  i . n t e r r o g a t i v e  s t r u c t u r e s  

in passage one. D i r e c t l y  fo l lowing  t h e  first r e f  r a i n  we 

f ind:  

(25) "Dans $a v a l l & e ,  quel.qulun l e  c h a n t s .  
Peut-@re l a  s i e s t e  f i n i s s a i t - e l l e ?  
Peu t -e t r e ,  o u i ,  f ini .ssai t ; ;e l le .  Le 
chant  v e n a i t  du v i l l a g e  surement .  De 

u e l  a u t r e  e n d r o i t  a u r a i t - i l  pu v e n i r ? "  
?w 

Who is a s k i n g  t h e s e  quest , ions? The p resence  of 

t h e  pass& simple i n  t h e  f i rst  sen tence  seems t o  i n d i c a t e  t h e  

n a r r a t o r  a l though t h e  fo l lowing  t h r e e  s e n t e n c e s  would be 

e a s i l y  a t t r i b u t a b l e  t o  Andesmas as he s i ts  and wonders t o  

himself .  T r a d i t i o n a l l y ,  t h e r e  i s  no a l l o c u t i o n a l  f u n c t i o n  

i n  n a r r a t o r  d i s c o u r s e  " i n  as much as it i s ,  by d e f i n i t i o n ,  

u t t e r a n c e  without  h e a r e r .  " (Doleze l  : 1973 : 30) 

t lAl locu t ion  presupposes a l i s t e n e r  and 
t h e r e f o r e  it i s  p r o p e r  t o  d i a l o g i c  u t t e r e n c e s ,  
It i s ,  however, a l s o  t y p i c a l  of ' s o l i l o q u y ' ;  
h e r e  a l l o c u t i o n  assumes a  s p e c i f i c  c h a r a c t e r ,  
t h a t  of address ing  o n e s e l f .  (Doleze l :  3 0 )  

These comments a rgue  f o r  a t t r i b u t i n g  t h e s e  

9uesti.ons t o  Andesmas. The example j u s t  p reced ing  t h e  f o u r t h  

r e f r a i n  could be i n t e r p r e t e d  i n  t h e  same way: "Ou n ' a u r a i t - e l l e  

pas chant;?" (18)  The only  o t h e r  i n t e r r o g a t i v e  i n  t h i s  passage  

occurs  i n  r e fe rence  t o  t h e  p a s s i n g  dog* It is a l s o  t h e  first 

i n t e r r o g a t i v e  of t h e  t e x t :  
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(26)  "11 r e v i n t .  Pourquoi? I1 t r a v e r s a  encore 
une f o i s  l a  plate-forme q u i  donna i t  
s u r  l e  v ide .  ( 1 2 )  

The s imple of n a r r a t i o n  sur rounds  t h e  

ques t ion  which seems t o  imply t h a t  it is t h e  n a r r a t o r  who 

is i n  doubt when i t  is  e q u a l l y ,  i f  n o t  more probable ,  t h a t  

t h e  q u e s t i o n  i s  coming from Andesmas as he watches t h e  dog 

pass  i n  f r o n t  of him. Th i s  ambigui ty of p e r s p e c t i v e  is,  

of course ,  no th ing  new i n  t w e n t i e t h  cen tu ry  f i c t i o n  and has  

a l r e a d y  undergone i n t e n s i v e  a n a l y s i s  by l i t e r a r y  c r i t i c s  

and l i n g u i s t s  a l i k e .  It is commonly r e f e r r e d  t o  as f r e e  

i n d i r e c t  d i scourse .  We w i l l  wi thhold  fo rmula t ing  o u r  hypothe- 

t h i s  about  t h e  n a t u r e  of f r e e  i n d i r e c t  d i s c o u r s e  i n  t h e  

t e x t  and i t s  r o l e  i n  c o n t r o l l i n g  t h e  exper ience  of t h e  r e a d e r  

u n t i l  obse rva t ions  of a11 t h e  passages  have been p resen ted .  

Observat ionsr  Passage Two 

A f t e r  having  noted  i n t e r r o g a t i v e  s h x c t u r e s  

i n  passage one, we s e e  t h r e e  more examples i n  t h e  s c a n t  

two pages of t h i s  passage.  There is l e s s  ambigui ty of o r i g i n  

here  : 

(27) flComment f a i r e  autrement,  qu a t t e n d r e ?  
At tendre  l ' a u t o  de Va le r i e .  11. r i g o J e .  
I1 e s t  enferme dans  l a  f o r g t  p a r  V a l e r i e  - 
son enfant.I1 (60) 

(28) "Le s o l e i l  ava i t - i l  t o u r n & ? ~ a n s  doute ,  
remarqua M .  Andesmas . l1 (61)  

It i s  c l e a r  t h a t  t h e s e  q u e s t i o n s  come from 

M b  Andesmas. I n  both  examples t h e r e  i s  a c a u s a l  r e l a t i o n  

implied between t h e  q u e s t i o n  and subsequent response on 

t h e  p a r t  of M. Andesmas; i n  t h e  former,  I I i . 1  r i g o l e "  and i n  

t h e  l a t t e r ,  t lsans d o u t e ,  remarqua M. Andesmas. " Only t h e  



t h i r d  person t ~ a n s f o r m a t i ~ u s  separa te  the  o t h e r  sentences 

from t h e  d i r e c t  d iscourse  mode. For example: 

I I 
I1 estAenfermQ dpns J e  s u i s  enfermg 
l a  f o r e t  pa r  Valerie  dang l a  f o r e t  pa r  - son enfan t .  Valer ie  - mon enfan t .  

The t h i r d  i n t e r r o g a t i v e  occurs i n  the  l a s t  

sentence of t h e  passage which is a l s o  the  l a s t  sentence of 

the  book's f irst  chapter .  The sound of the  love song has 

once again  r i s e n  from the  v a l l e y  below: 

(29) " ~ ~ r k s  q u ' e l l e  eu t  cess;, l a  j o i e  f u t  
moins v io l en t e .  Quelques r i r e s  e t  e l l e  
s ' e t e i g n i t .  M. Andesmas s t endormi t - i l  
encore,  apres  l a  chanson?" (61) 

Here one can imagine M .  Andesmas asking himself :  

Est-ce que je  s u i s  endomi  encore ap&s l a  chanson? Iiowever, 

the  person and tense  markers i n  t h e  quest ion,  a s  well  a s  

i n  t he  preceding two sentences ,  d e f i n i t e l y  impose the  

presence of the  n a r r a t o r .  The r e s u l t i n g  impression of 

n a r r a t o r  doubt has s i g n i f i c a n t  impl ica t ions  f o r  reader  

response. If  both the  n a r r a t o r  and the  cha rac t e r  communicate 

l imi t ed  knowledge the  reader  automat ica l ly  f i n d s  it necessary 

t o  p a r t i c i p a t e  i n  t h e  i n t e r p r e t a t i o n  of events ,  s i t u a t i o n s  

and t h e  ind iv idua ls  involved i n  them. 

The love song r e f r a i n  reappears i n  t h i s  passage 

a s  well :  

(30) "Quand l e  l i l a s  f l e u r i r a  m p  amour 
Quand no t r e  e s p o i r  s e r a  l a  chaque jour.."( 63.) 

fol lowing the  paragraph which inc ludes  t he  second i n t e r r o g a t i v e :  

(31) "Le s o l e i l  a v a i t - i l  t ~ u r n & ? ~ ~ a n s ,  doute , 
remarqua M. Andesmas. Un h e t r e  a quelques 
metres de l u i ,  l e  b a l a i e  de son ombre 
d'une noble grandeur,  d'une impgsante A 

grandeur. Ce t t e  ombre commence a  s e  m e l e r  
a c e l l e  du mur blanc de chaux." (61) 
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I n  t h i s  c a s e ,  r e f e r e n c e  t o  ~ a l & r i e  is no t  

i n  t h e  immediate v i c i n i t y  of t h e  r e f r a i n .  The paragraph 

above i n t e r v e n e s  wi th  a d e s c r i p t i o n  of t h e  encrsaching  

shadow of t h e  beech t r e e .  I n s t e a d  of ~ a l h r i e  it i s  an 

o b j e c t i v e  c o r r e l a t i v e  of t h e  p a s s i n g  of t ime t h a t  is jux- 

taposed wi th  t h e  r e f r a i n  and t h e  d e s c r i p t i o n  is made i n  

v i s u a l  terms. Reference t o  l e  s o l e i l  is  a l s o  made a t  t h e  

beginning of t h e  passage: 

( 3 2 )  " L g a t t e n t e  de M. Andesmas f i n i t  une 
f o i s  de  p l y s  p a r  r edeven i r  t r a n q u i l l e .  
Le s o l e i l  e t a i t  encore hau t . "  (60)  

Both t h e  sun  and t h e  song punctua te  l s a t t e n t e  

of M .  Andesmas. 

We have observed f r e q u e n t  examples of verbs  

i n  the s imple and p r e s e n t  t e n s e .  I n  t h i s  passage we 

a l s o  encounter  f u t u r e  and c o n d i t i o n a l  forms : 

(33) nL'enltrevue s e r q i t  cour te .  I1 d i r a i t  en 
quelques mots a Michel Arc c e  q u ' i l  , 
c r o y a i t  q u ' i l  f a l l a i t  f a i r e ,  jusqu'ou 
d e v a i e n t  a l l e r  l e s  b a l u s t r a d e s  s u r  l a  
p l a t e - f o m e .  

La t e r r a c e  s e r a  en d e m i - c e p l e ,  s a p s  
aucun a n g l e ,  e l l e  9 r r i v e r a  a deux metres  
du gouf f re  de lumiere.  I' (60)  

Changing t h e  c o n d i t i o n a l  forms t o  t h e  f u t u r e  and 

t h e  pronouns t o  t h e  f i r s t  person r e v e a l s  a n o t h e r  example 

of Andesmas i n  thought :  

L '  en t revue  s e r a  c o u r t e .  J e  d i r a i  en  quelques 
mots a Michel Arc c e  que j e  c r o i s  q u ' i l  f a u t  
f a i r e  ... 

whioh corresponds p e r f e c t l y  wi th  t h e  two paragraphs which 

fol low.  I n  t h e  t e x t  t h e  thoughts  have been t ransformed i n t o  

t h e  n a r r a t i v e  p a s t .  The t r a n s i t i o n  t o  f u t u r e ,  l i k e  t h e  

t r a n s i t i o n  from p a s t  t o  p r e s e n t ,  i n t e n s i f i e s  t h e  ' r e a l i t y '  

of t h e  scene.  
e 



We n o t e  as we l l  t h a t  demonst ra t ives  cont inue  

to appear ,  most o f t e n  r e f e r r i n g  back t o  e s s e n t i a l  l o b j e c t s "  

in the s t o r y :  c e t t e  plate-forme,  c e t t e  e n f a n t  de M .  Andesmas, 

c e t t e  ombre. - 
Observat ions:  Passage Three 

The f i r s t  s t r i k i n g  d e t a i l  observed i n  t h i s  

passage has  t o  do wi th  t h e  g raph ic  c h a p t e r  break  t h a t  occurs  

between passages two and t h r e e .  The last  sen tence  of c h a p t e r  

one is  t h e  fol lowing:  

(34)  "M. Andesmas s t e n d o r m i t - i l  encore ,  apr6s 
l a  chansan?" ( 6 1 )  

The f i r s t  sentence  of c h a p t e r  two is: 

(35)  "Sans doute o u i  s ' endormi t - i l .  I' (63)  

 his q u e s t i o n  and answer d i r e c t l y  p a r a l l e l s  an 

example i n  passage one: 

(36) " ~ e u t - e t r e  l a  s i 6 s t e  f i n i s s a i t - e l l e ?  
Peu t -e t r e ,  o u i ,  f  i n i s s a i t - e l l e .  I t  (16) 

The break between t h e  two sen tences  appears  pure-  

l y  t o  be without  mot iva t ion .  It may be impossible  t o  know 

t h e  e x a c t  reason t h e  a u t h o r  made t h e  break bu t  it p o s s i b l y  

r e p r e s e n t s  t h e  pe r iod  of t ime d u r i n g  which Andesmas i s  

b a s l e e p ,  i . e .  c u t  o f f  from p h y s i c a l  r e a l i t y .  

R e p e t i t i o n s  a r e  once aga in  apparent  i n  t h i s  

passage and t h e  first two examples r e c a l l  t h e  nega t ives  ob- 

served  i n  passage one (examples 10-13): 

(37) "Oui, il a v a i t  d c  s ' endormir  encore ,  
encore une f o i s .  'I (63)  

(38) " C  l e s t  d! a i l l e u p  vainement qu l  il s l e s t  
approche du p r b c i p i c e  un moment avant .  
Jamais p l u s ,  desormais ,  jamais plus . ' '  (63)  



However, t h e s e  examples, i n  c o n t r a s t  t o  t h e  

o t h e r s ,  a l s o  make re fe rence  t o  t ime.  We no te  ano the r  

example a s  wel l :  

(39) '- J e  ne comprends pas.  Ce n t e s t  pas 
b i e n  de l a  p a r t  de M. Arc, ce  n ' e s t  
pas  b i e n  de f a i r e  a t t e n d r e  un v i e i l -  
l a r d ,  des  h e u r e s ,  comme il l e  f a i t . "  (65) 

There i s  no doubt t h a t  t h e  example (39) 

r e p r e s e n t s  t h e  language o r  thought  of Andesmas. I n  t h e  pre-  

ceding  two examples t h e  t e n s e  and grammatical person r e n d e r  

t h a t  same i d e n t i f i c a t i o n  l e s s  obvious but  no l e s s  r e a l .  

Once a g a i n ,  as mentioned e a r l i e r ,  we a r e  d e a l i n g  with a 

n a r r a t i v e  technique desc r ibed  as f r e e  i n d i r e c t  d i s c o u r s e .  The 

examples i n  o u r  passages  a r e  v e r y  f r equen t .  The use of t h i s  

technique  is i n  no way unusual ,  i n  f a c t ,  i t  i s  one of t h e  

most common c h a r a c t e r i s t i c s  of  modern f i c t i o n  s i n c e  P l a u b e r t .  

The fo l lowing  d e s c r i p t i o n  c l e a r l y  f i t s  many of o u r  observa- 

t i o n s :  

"The c h a r a c t e r ' s  consc iousness  i s  rendered i n  
an idiom t h a t  is  s o  h a b i t u a l  i n  modern f i c t i o n  
t h a t  i t s  s t y l i s t i c  p e c u l a r i t i e s  pass  unnot iced .  
If we s t o p  t o  ana lyze ,  we f i n d  t h a t  t h e  r e f l e c t -  
i n g  mind is p resen ted  i n  t h e  t h i r d  person and i n  
t h e  customary e p i c  t e n s e  of n a r r a t i o n ,  t h e  
p r e t e r i t e .  But a t  t h e  same time t h e  s y n t a c t i c a l  
s t r u c t u r e  i s  t h a t  of d i r e c t  d i s c o u r s e ,  with the 
rhythms of spoken language rendered through - 
exclamations,  r h e t o r i c a l  q u e s t i o n s ,  r e p e t i t i o n s  
and exagera ted  emphases." (Cohn:1966:97) 

The fo l lowing  i s  a n o t h e r  ve ry  t y p i c a l  example: 

(40) " ~ g m e  en  sachan t  b i e n  q u ' e l l e  ne p o y r r a i t  
jamais s a t i s f a i r e  l ' a v i d e  c u r i o s i t e A q u t  il, 
avai t  d t e l l e ,  i $  souha i t ?  q u t e l l e  f u t ,  p r e s  
de l u i ,  c e t  apres-midi-la. F r e s  de l u i , ,  
mgme en s e  t a i s a n t  interminaplement ,  p r e s  
de l u i ,  il l a  v o u l u t  c e t  apres-midi-la." 
(75) 



The c o n s i s t e n t  use of r e p e t i t i o n  t o  mark the 

c o n ~ c i o u s n e s s  of Andesmas manages t o  t r a n s l a t e  both t h e  

monotony of w a i t i n g  and t h e  hasp ing  obsess ions  of o l d  age.  

R h e t o r i c a l  q u e s t i o n s ,  such as t h o s e  observed 

i n  passage one, con t inue  t o  be e v i d e n t  i n  passage t h r e e .  

The f i r s t  example i s  p a r t i c u l a r l y  i n t e r e s t i n g  as it p o i n t s  

out  t h e  complexity of con tex t  t h a t  surrounds c e r t a i n  sen tences .  

T h i s  q u e s t i o n  occurs  i n  r e l a t i o n  t o  Andesmast thoughts  about 

Michel Arc ' s  l a t e n e s s :  

"Comment p e u t - i l  s e  permet t re  une chose p a r e i l l e ? I 1  
(65) 

I f  we look back a few paragraphs we s e e  t h a t  

t h i s  q u e s t i o n  impl ie s  much more t h a n  a c a s u a l  query: 

(41) "Ains i  a t t e n d r i l ,  p r&tendant  qu ' il ne peu t 
pas  a r r i v e r  a comprepdre l ' i n c o r r e c t i o n  
de Michel Arc a son egard.  

Une nouvel le  f o i s ,  il prononce, g 'une vo jx  
d p c e  e t  p o l i e ,  ce  mensonge f a i t  a l u i -  
meme. Ce n ' e s t  pas  b i e n  de l a  p a r t  de 
M. Arc,  ce  n ' e s t  pas  b i e n  de f a i r e  a t t e n -  
d r e  un v i e i l l a r d ,  des  h e u r e s ,  comme il 
l e  f a i t . "  (65) 

I n  c o n t e x t ,  t h i s  q u e s t i o n  f u n c t i o n s  more a s  a 

n e g a t i v e  than  an i n t e r r o g a t i v e .  M .  Andesmas r e f u s e s  t o  admit 

t h a t  he unders tands  t h e  reason behind Michel A r c ' s  l a t e n e s s .  

An impor tant  a s p e c t  of passage t h r e e  is t h e  

d ia logue .  The words of t h e  c h a r a c t e r s ,  l i k e  t h e  thoughts  and 

s o l i t a r y  comments of Andesmas, a r e  marked by t h e  n a r r a t o r ' s  

ve rb  of communication ( d i t - i l ,  e l l e  a j o u t a ,  demande-t-il,  

etc ' .  . .). Other  t y p e s  of d i s c o u r s e  a r e  a l s o  found. i n t e r s p e r s e d  

wi th  t h e  d ia logue .  These va ry  from t h e  extreme of o b j e c t i v e  



words and thought of M .  Andesmas. I n  examples of t h e  

l a t t e r ,  i n t e r r o g a t i v e s  a r e  aga in  ve ry  ev iden t  and a r e  

f r e q u e n t l y  d i r e c t e d  towards t h e  c h a r a c t e r  of Mme Arc: 

(42)  llDepuis combien de  temps l e  regar-  
d a i t - e l l e ,  e l l e  a u s s i ,  j oue r ,  de 
c e t t e  facon gvec s e s  p i e d s ,  dans 
l e  s a b l e ?  Tres  peu de  temps s a n s  
doute .  C e l u i  q u ' i l  l u i  a v a i t  f a l l u  
pour  s o r t i r  du chemin e t  a r r i v e r  
devant  l u i . "  (66-67) 

(43) "La c o n n a $ t r a i t - i l  jamis c e l l e  q u i  
a v a i t  e t e  l a  femme de Michel Arc?" 
( 6 8 )  

(44)  "Ma$s au fond,  comment s a v o i r  s i  e l l e  
n l e t a i t , p a s  vepue seulement pour  s e  
t a i rg  l a ,  aupres  de ce v i e i l l a r d  
p l u t o t  q u ' a i l l e u r s ?  S i  e ) l e  n ' a v a i t  
c h o i s i  c e t  e n d r o i t ,  ce temoin?" (69)  

(45)  "La femme l ' h c o u t a  ( l e  chan t )  a t t e n t i -  
vement g u ' i l  s o i t  l o i n t a i n  ou proche. 
Mais l ' e c o u t e - t - e l l e ? l l  (70) 

No comparable s t r u c t u r e s  a r e  p resen ted  from 

t h e  p e r s p e c t i v e  of l a  femme. The r e a d e r  is  aware of t h e  

words d i r e c t e d  towards M. Andesmas and t h e  woman's p h y s i c a l  

appearance.  Whereas t h e  d ia logue  is presented  wi th  o b j e c t i -  

v i t y ,  t h e  i n s t a n c e s  of p h y s i c a l  d e s c r i p t i o n ,  such a s  those  

g iven  above, c l e a r l y  come from t h e  v i s u a l  and psychologica l  

p e r s p e c t i v e  of t h e  main c h a r a c t e r .  It is  e q u a l l y  obvious 

t h a t  t h e s e  examples correspond wi th  our  e a r l i e r  d e s c r i p t i o n  

of f r e e  i n d i r e c t  d i s c o u r s e  i n  which, 

"Two l i n g u i s t i c  l e v e l s ,  i n n e r  speech wi th  i t s  
i d i o s y n c r a s y  and a u t h o r ' s  r e p o r t  with i t s  
q u a s i - o b j e c t i v i t y ,  become fused  i n t o  one, 
s o  t h a t  t h e  same c u r r e n t  seems t o  pass  through 
n a r r a t i n g  and f i g u r a l  c o n s c i o u s n e s s . ~  (Cohn:98) 



A s  our f i n a l  observat ion of passage th ree  

we note  a paragraph of repor ted thought t h a t  occurs 

before t he  a r r i v a l  of Mme Arc. Andesmas has j u s t  asked 

himself ,  d i shones t ly ,  about t he  l a t enes s  of Michel Arc: 

(46) I1Un jour  ou l f a u t r e , , e n  robe r i che  de 
couleur  c l a i r e ,  Va le r ie ,  s u r  cet;e 
t e r r a s s e ,  g u e t t e r a i t  ce chemin, 9 
c e t t e  heyre-ci du soir .Sous ce h e t r e  
qu i  p e g e t u e r a i t  l e s  bienf@$s de son 
ombre a quiconque s e r a i t  l a  a c e t t e  
heure-ci ,  dans, l ' a v e n i r ,  en c e t t e  sai- 
son exacte ,  Va le r ie  a t t enGra i t  l a  venue 
de quelqu'un. Ce d e v r a i t  e t r e  i c i ,  en 
e f f e t ,  q u ' e l l e  ne t a r d q r a i t  pag a  s e  
s i t u e r  c e t t e  a t t e n t e - l a  de Valerie.! '  (65) 

We observe here a number of f a m i l i a r  d e t a i l s ,  

i n  p a r t i c u l a r ,  t he  heavy use of t h e  demonstrative a d j e c t i v e ,  

t r a n s l a t i n g  the  v i s u a l  and temporal perspect ive  of Andesmas, 

and t h e  t ransformat ion of t he  sub jec t ive  f u t u r e  t o  the  

repor ted s t y l e  of t h e  condi t iona l .  The a t t e n t e  of M .  Andesmas 

becomes t h e  a t t e n t e  of ~ a l h r i e .  However, the  metamorphosis 

i s  incomplete i n  one absolute  and e s s e n t i a l  d e t a i l  which 

is not e x p l i c i t l y  mentioned, i . e . ,  the  ob jec t s  of t h e i r  

respec t ive  , a t t e n t e s ; f o r  one it is love ,  f o r  t he  o t h e r  only 

death.  

Observations: Passage Four 

The f o u r t h  passage, which makes up approximate- ' 

l y  t he  l a s t  two pages of the  t e x t ,  is  dominated by dialogue.  

Although d i r e c t  d iscourse  is the  most f requent  form, t h e r e  

a r e  a l s o  f i v e  examples of i n d i r e c t  d iscourse ,  marked by 

verbs of communication ( d i r e  - 2 X ,  demander, s u p p l i e r ,  

p h v e n i r )  and t h i r d  person re fe rence  t o  Andesmas and the  



wife of Michel Arc. Three paragraphs a r e  . a l s o  a t t r i b u t a b l e  

t o  t h e  n a r r a t o r ;  t h e y  occur  a t  t h e  beginning,  end, and 

t h e  middle of t h e  passage and a l low f o r  t h e  a d d i t i o n  of 

d e s c r i p t i v e  d e t a i l  t o  t h e  d ia logue  scene. A s  b e f o r e ,  t h e  

d e t a i l s  o f f e r e d  a r e  l i m i t e d  t o  observable  r e a l i t y .  For  

example, 

(46)  "11 ne r e s t a  p l u s  qu tun  f i l  de  l u m i i r e ,  
e n t r e  l ' h o r i z o n  e t  l a  mer. M.  Andesmas 
s o u r i a i t  t o u j o u r s . "  (26)  

We aga in  no te  a c o n c e n t r a t i o n  of nega t ive  and 

i n t e r r o g a t i v e  s t r u c t u r e s ,  e s p e c i a l l y  i n  the d ia logue ,  

These s t r u c t u r e s ,  by focus ing  on t h e  nonex i s t en t  and t h e  

unknown, t r a n s l a t e  t h e  psychologica l  preoccupat ions  of 

one who waits. I r o n i c a l l y ,  however, it is  v a l 6 r i e  and 

Michel Arc whose knowledge i s  ques t ioned by Andesmas 

and l a  femme; 

(47)  "- 11s ne saven t  r i e n ?  demande e n f i n  
M.  Andesmas. - Non. Rien. Ce matin,  encore r i e n .  

- N i  Va le r i e  ?on enfan t?  
- Non. N i  V a l e r i e ,  n i  Michel Arc." (127) 

A s  w e l l  a s  t h e  i n t e r r o g a t i v e s  and n e g a t i v e s ,  

t h e  d ia logue  of Andesmas and l a  femme r e v e a l s  emotional 

i n t e n s i t y :  

(48) " J e  me f i c h e  de  ce  que vous d i t e s ,  
d i t  M. Andesmas. Mais p a r l e z  je  vous 
en  p r i e .  (127) 

(49) "Ecoutez! C t e s t  v a l h r i e  q u i  chante!  " (127) 

(50 )  "Je  s o u f f r e  kormhment,  il f a u t  aue .ie * " 
vous l e  raconte ."  (127) 



(51) "11s vont Gtre  1; dans quelques minu- 
t e s ,  s u p p l i a  l a  femme. J e  ne vous ra- 
c g n t e r a i  r i e n  de  p l u s  que c e  q u i  s e r a  
n e c e s s a i r e  . J e  vous en p r i e  . (128) 

The q u e s t i o n s  and mutual s u p p l i c a t i o n s  of t h e  

d ia logue  c o n t a i n  r e p e t i t i o n s  i n  much t h e  same way as d i d  

t h e  r e p o r t e d  thoughts  of Andesmas i n  t h e  e a r l i e r  passages:  

(52)  "Comment v o n t - i l s  s e  l e  d i r e ?  Alors  que 
t o u t  l e  v i l l a g e  l e  s a i t ,  t o u t  l e  monde, 
e t  que t o u t  l e  monde a t t e n d  c e t  i n s t a n t ? "  
(126-12?;rT-------- 

The s t r a n g e n e s s  of t h e  d ia logue  d e r i v e s  from 

t h e  f a c t  t h a t  t h e  two c h a r a c t e r s  d o n ' t  r e a l l y  want t o  t a l k  

t o  each  o the r .  Mme Arc con t inues  t o  speak because she  must: 

she  f i n d s  no o t h e r  way t o  c o n t r o l  h e r  pa in  t h a n  t o  s h a r e  

it wi th  M. Andesmas: 

(53)  " Je  ne vous r a c o n t e r a i  r i e n  de p l u s  q.ue 
ce  q u i  s e r a  n e c e s s a i r e . "  (128) 

Andesmas, on t h e  o t h e r  hand, makes h i s  f i n a l  

r e t r e a t  and h i s  f i n a l  negat ion:  

(54)  'Je n f 6 c o u t e r a i  p l u s  r i e n ,  l a  p r 6 v i n t  
M .  Andesmas." (128)  

The need f o r  speech d e s p i t e  t h e  l ack  of any 

communicative i n t e r e s t  on t h e  p a r t  of t h e  i n t e r l o c u t o r s  

s u g g e s t s  two coord ina ted  monologues r a t h e r  t h a n  t h e  expected 

i n t e r p l a y  of thought  and p e r s o n a l i t y  c h a r a c t e r i s t i c  of 

d ia logue .  This  mutual i n d i f f e r e n c e  could be i n t e r p r e t e d  

i n  v a r i o u s  ways: psycho log ica l ly ,  it might mark t h e  extremi-  

t y .  of emotion be ing  exper ienced by t h e  c h a r a c t e r s ,  ph i lo -  

s o p h i c a l l y ,  it could  r e p r e s e n t  t h e  i n h e r e n t  f u t i l i t y  of 

human communication. However, from t h e  s t a n d p o i n t  of 

n a r r a t i v i t y ,  t h e  tendency f o r  t h e  d ia logue  t o  ressemble 



n e g a t i v e  s t r u c t u r e s ,  r e p e t i t i o n s )  s i g n i f i c a n t l y  b l u r s  t h e  

f r o n t i e r  between monologue and d ia logue .  We have a l r e a d y  

d i s c u s s e d  t h e  way i n  which f r e e  i n d i r e c t  d i s c o u r s e  e s t a -  

b l i s h e s  a f l u i d  t r a n s i t i o n  between t h e  d i s c o u r s e  of t h e  

n a r r a t o r  and t h a t  of a s e p a r a t e  f i c t i o n a l  c h a r a c t e r .  The 

breakdown i n  t h e  d i s t i n c t i o n  between monologue and d ia logue  

could  be seen  as p a r t  of a similar preoccupat ion  wi th  t h e  

e r o s i o n  of t r a d i t i o n a l  n a r r a t i v e  modes i n  f a v o r  of a l o o s e r ,  

more ambiguous r e n d e r i n g  of a f i c t i o n a l  world. 7 

Hypotheses 

Although t h e s e  obse rva t ions  of l i n g u i s t i c  de- 

t a i l s  a r e  by no means e x h a u s t i v e ,  we w i l l  t r y  t o  summarize 

o u r  f i n d i n g s  i n  o r d e r  t o  come up wi th  hypotheses  about ways 

i n  which a r e a d e r ' s  exper ience  of t h e  t e x t  i s  c o n t r o l l e d .  

A l i s t  of preoccupat ions  i n  t h e  t e x t  as revea led  by t h e  

use  of language might inc lude  t h e  fo l lowing:  

1 )  A d e s c r i f i t i v e  b i a s  towards t h e  r ender ing  of 

observable  p h y s i c a l  r e a l i t y  emphasized by t h e  use o f :  

a )  t h e  d e f i n i t e  a r t i c l e  
b)  demonst ra t ive  a d j e c t i v e s  
c )  sequences of v e r b s  and modi f i e r s  

which a l l  focus  on t h e  immediacy 
of t h e  phys ica l  q u a l i t i e s  of 
both  t h e  environment and t h e  par-  
t i c i p a n t s  

2) S i m p l i c i t y  and g e n e r a l i t y  of t h e  r e a l i t y  

p resen ted .  



3 )  P r e v a i l i n g  p a t t e r n s  of r e p e t i t i o n  of 

v a r i o u s  i tems which inc lude :  

a )  n e g a t i v e s  
b )  i n t e r r o g a t i v e s  

e )  t h e  love  song r e f r a i n  

Although d i s c o u r s e  examples heavy wi th  r e p e t i t i o n  a r e  most 

o f t e n  t r a c e a b l e  t o  t h e  p o i n t  of view of M .  Andesmas, we 

a l s o  n o t i c e  them i n  n a r r a t e d  passages where sequences of 

v e r b s  and modi f i e r s  c r e a t e  rhythms i n  t h e  d i s c o u r s e  ve ry  

similar t o  t h o s e  e s t a b l i s h e d  through t h e  r e p e t i t i o n s  of 

n e g a t i v e s  and i n t e r r o g a t i v e s .  

4) Ambigui t ies  e s t a b l i s h e d  between t h e  n a r r a t o r  

and Andesmas concerning t h e  ' s o u r c e '  of p a r t i c u l a r  d i s -  

course  examples. Free i n d i r e c t  d i s c o u r s e  technique  was 

noted  a s  s i g n i f i c a n t  i n  t h e  c r e a t i o n  of those  ambigu i t i e s .  

From t h e s e  p o i n t s  we s e e  t h a t  t h e r e  i s  emphasis 

p laced  both on c h a r a c t e r i s t i c s  of e x t e r n a l  phys ica l  r e a l i t y  

and on t h e  i n t e r n a l  s u b j e c t i v e  s t a t e  of t h e  main cha rac te r s .  

Techniques such a s  r e p e t i t i o n  he igh ten  r e a d e r  invovement by  

t r a n s l a t i n g  t h e  p e r s i s t e n t  s u b j e c t i v e  obsess ions  of thought .  

I n  c o n t r a s t  t o  t h i s  view i s  t h e  n a r r a t o r ' s  p r e s e n t a t i o n  0.r 

' r e a l i t y '  w i th  t h e  o b j e c t i v i t y  of t h i r d  person r e f e r e n c e  

and t h e  d i s t a n c e  of t h e  p a s t  t e n s e .  We hypothes ize  t h a t  

t h i s  oppos i t ion  h a s  a major impact on c o n t r o l l i n g  t h e  ex- 

p e r i e n c e  of t h e  r e a d e r  by e s t a b l i s h i n g  an ep i s t emolog ica l  

t e n s i o n  i n  t h e  n a r r a t i v e  between what is o b j e c t i v e  and 

e x t e r n a l  and what i s  s u b j e c t i v e  and i n t e r n a l .  We f u r t h e r  



contend t h a t  this t e n s i o n  i s  s u b t l y  manipulated i n  t h e  d i s -  

course  by means of l i n g u i s t i c  f e a t u r e s  which a r e  shared  bh 

bobh t h e  n a r r a t o r  and Andesmas. I n  g e n e r a l  t h i s  is  accom- 

p l i s h e d  through t h e  technique  of f r e e  i n d i r e c t  d i s c o u r s e .  

I n  p a r t i c u l a r ,  t h e  appearance of s i m i l a r  l i n g u i s t i c  con- 

s t r u c t i o n s  such as demonstratives,interroga-tives,negatives 

e t c . . . i n  n a r r a t o r  and main c h a r a c t e r  speech cons ide rab ly  

b l u r s  t h e  l o g i c a l  b a r r i e r  between Andesmas and t h e  n a r r a t o r .  

The e f f e c t  is  one of f l u i d  t r a n s i t i o n  between t h e  p o l a r i t i e s  

of n a r r a t o r  and c h a r a c t e r ,  g i v i n g  t h e  r e a d e r  t h e  impression 

of unders tanding  even t s  f rorn two s e p a r a t e  p e r s p e c t i v e s  

s imul taneous ly .  

These hypotheses  a r e  s t i l l  f a r  from represenbing  

a t o t a l -  p i c t u r e  of c o n t r o l l i n g  i n f l u e n c e s  i n  the t e x t .  I n  

o r d e r  t o  observe t h e  t e x t  i n  a d i f fe ren t -  l i g h t ,  g a i n  a c c e s s  

t o  f a c t s  n o t  uncovered from t h e  semas io log ica l  p e r s p e c t i v e  

and,  f i n a l l y , t o  check t h e  s t a t e m e n t s  j u s t  p resen ted ,  we w i l l  

move now t o  the  second p a r t  of o u r  a n a l y s i s  i n  which we 

approach t h e  t e x t  from t h e  p o i n t  of view of onomasiology. 



FOOTNOTES TO PART ONE 

'1n p a r t i c u l a r , w e  w i l l  depend on d e f i n i t i o n s  found i n  Le bon 
usage by Maurice Grevisse .  

2For S a r t r e  La naus6e i s  a roman; f o r  Camus 
r e c i t .  Robbe-Gril let  w r i t e s  romans and 
of Margueri te  Duras appear  t o b e e g o r i z e d  as n e i t h e r .  

w i l l  recognize two t y p e s  of passage break:  ( 1 )  g r a p h i c ,  
which i s  b u i l t  i n t o  t h e  p r i n t e d  t e x t  by means of c h a p t e r  d iv -  
ision,spacing,paragraphing e t c . . .  and (2)  semantic, marked 
most f r e n q u c n t l y  by a temporal  o r  s p a c i a l  s h i f t  i n  t h e  n a r r a -  
t i v e .  Most t e x t s  w i l l  have bo th  and t h e y  a r e  f r e n q u e n t l y  
isomorphic a l though m a n i f e s t a t i o n s  va ry  widely,  e s p e c i a l l y  i n  
modern f i c t i o n .  

4 ~ a l l i r n a r d  e d i t i o n  

5 ~ e  w i l l  use  t h e  t e rm,ob jec t ,  t o  r e f e r  t o  a t h i n g ,  person,  o r  
m a t t e r  t o  which thought  o r  a c t i o n  is d i r e c t e d .  

b ~ e  n o t e  ,however, t h a t  t h e r e  a r e  o t h e r  moments i n  t h e  t e x t  
when Andesmas s l e e p s  and t h e r e  a r e  no t e x t u a l  breaks  ( f o r  ex- 
ample,p.4-4) That t h e  break e x i s t s  as a kind of nega t ive  empha- 
s>s of t h e  a r t i f i c i a l i t y  of c h a p t e r  breaks  i n  a  cont inuous 
r e c i t  is  more f a r f e t c h e d  but  n o t  impossible  cons ide r ing  the  
formal preoccupat ions  of w r i t e r s  of t h e  so -ca l l ed  nouveau 
roman. - 
' ~ e s ~ i t e  t h e  danger  involved i n  making d i r e c t  comparisons 
between d i f f e r i n g  a r t  forms, it i s  d i f f i c u l t  t o  n o t  a s s o c i a t e  - 
t h i s  b l u r r i n g  of n a r r a t i v e  modes wi th  t h e  changes i n  t h e  
t r e a t m e n t  of l i n e  and c o l o r  c h a r a c t e r i s t i c  of t h e  impression- 
ists. 



PART TWO 

TKE TEXT PROM THE ONOMASIOLOGICAL PERSPECTIVE 

I n  t h i s  second p a r t  of t h e  a n a l y s i s  we 

observe t h e  e n t i r e  t e x t  of Andesmas from t h e  p o i n t  of 

view of onomasiology, i . e . ,  moving from t h e  conceptua l  

p lane  t o  t h a t  of l i n g u i s t i c  express ion .  I n  e f f e c t ,  a l l  

t h a t  we have observed i n  p a r t  one,  a t  t h e  l e v e l  of 

l i n g u i s t i c  express ion ,  i s  determined and c o n t r o l l e d  by 

t h e  more g e n e r a l  meaning of t h e  t e x t  as a whole. A s  

Jonathan  C u l l e r  s t a t e s  i n  h i s  book, S t r u c t u r a l i s t  P o e t i c s ,  

" I n  t h e  s t u d y  of l i t e r a t u r e  
t h e  n o t i o n  of s t r u c t u r e  has  
a  t e l e o l o g i c a ~  c h a r a c t e r :  t h e  s t r u c t u r e  
is determined by a p a r t i c u l a r  end; it is  
recognized as a c o n f i g u r a t i o n  which 
c o n t r i b u t e s  t o  t h i s  end." (243) 

The de te rmina t ion  of t h a t  ' p a r t i c u l a r  end ' 
is a c r u c i a l  problem i n  any l i t e r a r y  a n a l y s i s .  I n  p r i n c i p l e  

we r e j e c t  any dependency on t h e  a u t h o r  f o r  unders tanding  

t h e  conceptua l  b a s i s  of a  l i t e r a r y  work. The s e l f - e x p l a n a t i o n  

of a r t i s t s  is  both  i n t e r e s t i n g  and i l l u m i n a t i n g  i f  s t u d i e d  

w i t h i n  t h e  con tex t  of t h e  g e n e r a t i o n  of l i t e r a r y  a r t ,  

b u t  it i s  t o o  s u b j e c t i v e  and t o o  v a r i a b l e  t o  be incorpora ted  

i n t o  any genera l  approach t o  t h e  s t u d y  of meaning i n  

l i t e r a t u r e .  Many a u t h o r s  r e f u s e  o r  have no i n t e r e s t  i n  s e l f -  

a n a l y s i s .  The s o l e  dependence on t h e  pe r sona l  judgement of  

a p a r t i c u l a r  a n a l y s t  is  no l e s s  s u s p e c t  and we admit t h a t  

l i t t l e  p rogress  has  been made i n  t h e  a r e a  of e m p i r i c a l  s t u d i e s  



I 
r of l i t e r a r y  respanse .  Rather  t h a n  d i s r e g a r d  t h e  i s s u e  we have 

opted f o r  what we admit t o  be a compromise between b l a t a n t  

s u b j e c t i v i t y  and over  zea lous  c la ims of o b j e c t i v i t y .  I n  

o r d e r  t o  i n v e s t i g a t e  t e x t u a l  p a t t e r n s  of meaning from t h e  

concep tua l  po in t  of view we have accepted ,  - a p r i o r i ,  EVENTS, 

PARTICIPANTS, and $ETTING as t h e  primary conceptua l  c o n s t i -  

t u e n t s  of a l l  n a r r a t i v e .  These c a t e g o r i e s  have a long h i s t o r y  

of use  i n  l i t e r a r y  s t u d i e s .  Wellek and Warren comment t h a t  

"Ana ly t i ca l  c r i t i c i s m  of t h e  novel  h a s  
cus tomar i ly  d i s t i n g u i s h e d  t h r e e  c o n s t i t u e n t s ,  
p l o t ,  c h a r a c t e r i z a t i o n ,  m d  s e t t i n g . "  (216) 

The terms a r e  n o t  e x a c t l y  t h e  same as those  

we a r e  u s i n g  b u t  t h e y  r e p r e s e n t  t h e  same k ind  of d i v i s i o n .  

The u s e  of n a r r a t i v e  c a t e g o r i e s  con t inues  t o  i n t e r e s t  

l i n g u i s t s  as w e l l ,  e s p e c i a l l y  t h o s e  involved i n  t h e  d e s c r i p t i o n  

of d i s c o u r s e  i n  non-Indo-European languages.  I n  The Thread 

of Discourse Joseph Grimes s u g g e s t s  t h a t  e v e n t s ,  p a r t i c i p a n t s  

and s e t t i n g  a r e  t h e  primary c o n s t i t u e n t s  of a l l  n a r r a t i v e ,  

whether spoken o r  w r i t t e n ,  and r e g a r d l e s s  of l i t e r a r y  s t a t u s .  

He s t a t e s  t h a t  

" L i t e r a r y  c r i t i c i s m  h a s  never  been n o t i c e a b l y  
c l o s e  t o  l i n g u i s t i c s ,  y e t  t h e  c r i t i c  and 
t h e  l i n g u i s t  who works on d i s c o u r s e  r e a c t  t o  
some of t h e  same p a t t e r n s  i n  1anguage.I' ( 1 4 )  

There a r e  c e r t a i n  t o  be d i f f e r e n c e s  i n  d e f i n i t i o n  

and a p p l i c a t i o n  of n a r r a t i v e  te rms bu t  t h e r e  i s  no doubt 

t h a t  t h e i r  appearance i n  both  l i n g u i s t i c  and l i t e r a r y  c r i -  

t i c i s m  argues  w e l l  f o r  t h e i r  g e n e r a l i t y .  

Our - g o a l  i n  t h i s  s e c t i o n  w i l l  be t o  observe 

t h e  ways i n  which e v e n t s ,  p a r t i c i p a n t s  and s e t t i n g  a r e  
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identified l i n g u i s t i c a l l y  i n  o u r  t e x t .  T h i s  procedure 

w i l l  be q u a l i f i e d  by o u r  s u b j e c t i v e  assessment t h a t  t h e  

human experience of a t t e n t e  is  t h e  primary conceptua l  focus  

of t h e  t e x t .  By n o t i n g  ways i n  which t h e  t h r e e  primary 

t y p e s  of n a r r a t i v e  informat ion  a r e  i d e n t i f i e d  l i n g u i s t i c a l l y  

i n  t h e  t e x t  we hope t o  come up wi th  conclus ions  about 

p a t t e r n s  of meaning i n  t h e  d i s c o u r s e  a g a i n s t  which t o  

ba lance  and more c l e a r l y  judge o u r  e a r l i e r  assessments  based 

on p a t t e r n s  of l i n g u i s t i c  express ion .  

We w i l l  begin  wi th  t h e  p r e s e n t a t i o n  of even t s  

fol lowed by t h a t  of p a r t i c i p a n t s  and of s e t t i n g .  It is 

impor tant  t o  recognize  from t h e  o u t s e t  t h a t  t h e  boundaries  

between t h e s e  t h r e e  n a r r a t i v e  consti tuen-bs a r e  n o t  always 

easy  t o  e s t a b l i s h .  A t  one l e v e l  we might look a t  t h e  

fo l lowing  sen tence ,  

Le v ieux  M .  Andesmas somnole dans sa c h a i s e  

and r i g h t l y  a s s e r t  t h a t  we a r e  provided wi th  two d i f f e r e n t  

k inds  of informat ion;  on t h e  one hand, t h a t  someone d i d  

something, i . e .  t h e  e v e n t ,  somnole dans sa c h a i s e ,  and t h a t  

t h e  person was M.  Andesmas who i s  a l s o  vieux. The las t  

two p i e c e s  of in fo rmat ion  a r e  n o t  about an even t  bu t  about  

an i n d i v i d u a l ,  i . e .  a p a r t i c i p a n t .  Never the less ,  once 

s e n t e n c e s  combine i n  d i s c o u r s e ,  e s p e c i a l l y  l i t e r a r y  d i s c o u r s e ,  

one cannot  avoid t h e  n o t i o n  t h a t  even t s ,  i n  t h e i r  t u r n ,  a l s o  

provide  informat ion  about p a r t i c i p a n t s  . To t a k e  t h a t  argument 

t o  i t s  extreme we could  quote Henry James1 e s s a y ,  The A r t  of 

F i c t i o n ,  when he a s k s ,  

"What is c h a r a c t e r  b u t  t h e  de te rmina t ion  of 



inc ident?  What is  incident  but the  
i l l u s t r a t i o n  of character?"  

This may be va l id  a t  a c e r t a i n  psychological 

l e v e l ,  but once again,  it i s  the  type of comment which 

tends t o  argue f o r  t he  non-analyzability of l i t e r a r y  d i s -  

course,  a pos i t ion  we obviously r e j e c t .  We do not  deny the  

complexity of the  t a s k  but we agree with Grimes when he 

s t a t e s  t h a t  

"The answer t o  complexity i s  not t o  give 
up the  whole th ing ,  but t o  f ind  general i -  
za t ions  and s impl i fying assumptions t h a t  
put t h e i r  f i n g e r  on the  e s s e n t i a l  f a c t o r s  
behind the  complexity. ( 5) 

In  addi t ion ,  we quote Baldinger: 

"Faire des d i s t i n c t i o n s ,  c ' e s t  mettre en 
ordre ,  mais c l e s t  en meme temps f a i r e  des 
separa t ions ,  oa au fond, il y a un i t e .  Mais 
separer  ce qui  es3 un i  pour y mettre de 
l ' o r d r e ,  c ' e s t  l ' e t e r n e l  paradoxe de l a  
science." (1966:l)  

Our ana lys i s  i n  terms of two complementary 

approaches, those which we have designated a s  s e m ~ s i o l o g i c a l  

and onomasiological, does not claim t o  escape the  basic  

paradoxes of e i t h e r  science o r  l i t e r a t u r e  but it does in tend 

t o  look a t  a s p e c i f i c  example of l i t e r a r y  language i n  a way 

which does not s e r i o u s l y  d i s t o r t  t he  d e l i c a t e  synthesis  

of form and content c h a r a c t e r i s t i c  of l i t e r a r y  a r t .  

Events and t h e i r  l i n g u i s t i c  i d e n t i f i c a t i o n  

Events a r e  the  backbone of any na r ra t ive .  However, 

Andesrnas, l i k e  much modern f i c t i o n ,  is s t r i k i n g l y  uneventful 

when compared t o  the  t r a d i t i o n a l  19th  century novel. I n  

our t e x t ,  f o r  example, 

"Le r & c i t ,  l e  r & c i t  v i s i b l e ,  semble un 



paradoxe : r i e n  d ' a u t r e  qu8un v i e i l  homme 
a s s i s ,  pendant quelqyes heures ,  s u r  une 
f a l a i s e ,  dans un apres-midi de ju in .  I1 
somnole, il v o i t  p a s s e r  un ch ien ,  p u i s  
une pe t j . t e  f i l l e ,  e t  e n f i n  une femme, avec 
q u i  il echange des  p a r o l e s  i n s i g n i S i q n t e s .  
Le s o l e i l  tombe. C ' e s t  t o u t . t t  (Alberes  
1970, p. 182). 

Despi te  i t s  seeming a n t i t h e s i s  t o  e v e n t f u l n e s s  

o r  a c t i o n ,  t h e  a t t e n t e  of M. Andesmas makes up t h e  c e n t r a l  

event  of t h e  n a r r a t i v e .  The l i m i t s  of a t t e n t e  a r e ,  i n  f a c t ,  

t h e  l i m i t s  of t h e  t e x t .  1 

Events  t a k e  p lace  i n  t ime. They can occur  

i n  success ion ,  ove r l ap ,  embed, o r  t a k e  p lace  s imul taneous ly .  

A t  t h e  sentence  l e v e l  con j u n c t i o n s ,  r e l a t i v e  pronouns and 

t e n s e  a r e  t y p i c a l  t o o l s  f o r  marking t h e  r e l a t i o n s h i p s  of 

e v e n t s  and a c t i o n s  t o  one ano the r .  A t  t h e  l e v e l  of an 

e n t i r e  t e x t  t h e s e  r e l a t i o n s h i p s  i n c r e a s e  r a d i c a l l y  i n  complex- 

i t y .  A whole range of even t s  wi th  a very s p e c i f i c  chmno- 

l o g i c a l  o r d e r  is p o t e n t i a l l y  open t o  ve ry  d i f f e r e n t  t e x t u a l  

o rde r ings .  Experimenting wi th  o r d e r i n g  of n a r r a t i v e  even t s  

has  been a preoccupat ion of t h e  " a r t i s t i c t t  s t o r y t e l l e r  

from Homer t o  t h e  nouveau roman. Th i s  i s  a s t r o n g  device  

f o r  c o n t r o l l i n g  t h e  r e a d e r ' s  exper ience .  It i s  t h e r e f o r e  

n o t  enough t o  c o n s i d e r  only  t h e  i n d i v i d u a l  l i n g u i s t i c  

i d e n t i f i c a t i o n s  of e v e n t s  i n  t h e  t e x t ;  it i s  a l s o  necessa ry  

t o  determine how e v e n t s  a r e  organized  i n  t h e  t e x t  as a  whole. 

The base  of t h e  system of even t s  i n  Andesmas 

i s  cons idered  t o  be l ' a t t e n t e .  Events  which t a k e  p lace  

d u r i n g  t h e  approximate two and one h a l f  hours  of wa i t ing  
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w i l l  be . ca l led  primary events.  Events taking place Outside 

t h a t  timespan w i l l  be designated a s  secondary events.  We 

must emphasize t h a t  the  terms, primary and secondary, a s  

appl ied t o  events a r e  used t o  descr ibe  na r ra t ive  s t r u c t u r e  

and a r e  not  meant t o  imply a hierarchy of importance. 

The following schema represents  t he  primary events.  We have 

included the  time of day a s  ind ica ted  i n  the  t e x t  and the  

numbers of the  pages on which each event begins. We have 

char ted those events which mark the  major scene changes 

i n  t h e  t e x t ;  they a r e  the  a r r i v a l s  and/or depar tures  of 

t h r e e  d i f f e r e n t  pa r t i c ipan t s :  l e  chien,  l a  f i l l e ,  and 

l a  femme. 

Page 

9 

Primary events 

Event - 
The dog passes t h e  
p l a t f  o m  

The dog leaves ;  Andesmas 
waits alone 

The g i r l  a r r i v e s  ; 
Encounter with dialogue 

G i r l  goes t o  the  pond; 
Andesmas wai ts  alone 

G i r l  r e turns  t o  t he  platform; 
Encounter with dialogue 

Time of day 

4 PM ( p *  13) 

G i r l  r e turns  t o  t he  v i l l a g e ;  
Andesmas waits alone 

The wife a r r i v e s ;  
Encounter with dialogue as they 
await the  a r r i v a l  of the  
o thers  6:10 (p .  99) 

The others  approach 
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This  schema r e v e a l s  A very  r e g u l a r  s t r u c t u r e ;  

t h e  p e r i o d s  of w a i t i n g ,  which a r e  of a s i m i l a r  l e n g t h ,  

a l t e r n a t e  wi th  t h e  encounters .  We w i l l  f i r s t  d i r e c t  o u r  

a t t e n t i o n  t o  t h e  i d e n t i f i c a t i o n  of t h e  a r r i v a l s  and 

d e p a r t u r e s .  

The a r r i v a l  of l e  c h i e n  oran& makes up t h e  

f i r s t  l i n e s  of t h e  t e x t .  I n  e f f e c t ,  it i s  a l s o  t h e  r e a d e r  

who e n t e r s  i n t o  t h e  t e x t  wi th  him; 

(55)  "11 diboucha du chemin s u r  l a  gauche. 
I1 a r r i v a i t  d$ e e t t e  p a r t i e  de l a  
c o l l i n g  completement r ecouver te  p a r  
l a  f o r e t .  . , (9 )  

The v e r b s  which i d e n t i f y  t h e  even t  a r e  i n  

t h e  pass& simple and t h e  i.-mparfait, t h e  t r a d i t i o n a l  v e r b a l  

forms of n a r r a t i o n .  We n o t e ,  however, t h a t  h e r e ,  and i n  

paragraphs  which fo l low,  it i s  n o t  t h e  a c t i o n s  which a r e  

d e t a i l e d  bu t  t h e  environment i n  which t h e y  t a k e  p lace :  

(56)  "I1 v e n a i t  s a n s  doute  des  agglom6- 
r a t i o n s  qui ,  s e  trouvaien; s u r  1 a u t  r e  
pen te ,  p p s e  l e  s o ~ m e t ,  a une douzaine 
de k i lomet res  de  la ."  (9) 

Compared t o  t h e  v i s u a l l y  d e s c r i p t i v e  a r r i v a l  of 

t h e  dog, t h e  a r r i v a l  of t h e  g i r l  i s  s t r i k i n g l y  d i r e c t .  

It i s  t h e  sound of h e r  vo ice  t h a t  marks t h e  a r r i v a l .  

(57) "Michel Arc, d i t  l a  jeune f i l l e ,  yous 
f a i t  d i r e  q u ' i l  va  a r r i v e r  b i e n t o t . "  (25) 

The f r e e  i n d i r e c t  d i s c o u r s e  passage which fo l lows  

exposes t h e  d i f f e r e n c e  between t h e  two a r r i v a l s :  

(58) "M. AncJesmas pe l ' a v a i t  pas  vue a r r i v e r .  
Peut -e t re  s 1 e t a i t - i l  p a o u p i  pendant 
qon approche? I1 l a  decouvr i t  t o u t  
9 coup, debout ,  s u r  l a  p la teforme,  
a l a  meme d i s t a n c e  que le c h i e n  orang&. 



Sgil s 8 & t a i t  assoupi,  6 ta i t -ce  
pendant c e t t e  approche ou depuis un 
peu plus longtemps?" (26) 

Before t h e  appearence of the  g i r l ,  Andesrnas 

had been thinking and dozing. Phe use of the  g i r l ' s  voice 

t o  mark h e r  a r r i v a l  forces  the  reader  t o  experience the  

event from the  perspect ive  of Andesmas. The a r r i v a l  of - l a  

femme is i d e n t i f i e d  i n  a  d i f f e r e n t  manner. Once again 

Andesmas is a t  f i r s t  unconscious of h e r  presence and is  

a l e r t e d  by the  sound of h e r  voice ,  but ins tead  of shar ing 

the  experience of Andesmas the  n a r r a t o r  pushes the  reader  

back i n t o  an observational  pos i t ion .  

(59) "Du vent a r r iva .  Le h&re fr6rni.t; 
E t  dans son bruissement 1"rrivee , 
d'une femme eu t  l i e u ,  qui  echappa a  
M.  Andesmas. 

E l l e  s e  trouva devant l u i  e t  l u i  
par la .  (66) 

The t h r e e  a r r i v a l s  d i f f e r  i n  the  viewpoint 

from which they a r e  presented,  ye t  there  a re  s i m i l a r i t i e s  

a s  well .  We note,  f o r  example the  r e p e t i t i o n  of the  verb,  

a r r i v e r ,  i n  a l l  t he  examples. Also s i m i l a r  i s  the  associa-  

t i o n  of sound with the  a r r i v a l s ;  not only the  souvld of 

voices but sound i n  the  environment. The dog a r r i v e s  "dans 

l e  froissement des p e t i t s  arbustes  e t  des buissons q u i  en 

marquait l ' abord  vers  l a  plateforme1I (9) and with l a  femme 

it  i s  the  sound of t he  wind i n  the  beech t r e e  t h a t  accornp- 

an ies  h e r  a r r i v a l ,  

The depar tures  of these  pa r t i c ipan t s  share many 

of the  same c h a r a c t e r i s t i c s  i n  terms of t h e i r  l i n g u i s t i c  

i d e n t i f i c a t i o n .  Considering f i r s t  the  departure of the  dog 

we note the  following passage: 



(60) ItLentement, il s ' e n  a l l a  pour ne plus 
r even i r  cep jour-1;; I1 a v a i t  t ransper& 
de s a  coulee coloree l l e s p a c e  g r i s  a . l a  
hauteur $u vol  des oiseaux. S i  d i s c r e t e  
avg i t  e t e  s a  marche s y r  l e s  roches de 
gres  qu i  bordaient  l ' a -p i c ,  q u l e l l e  a v a i t  
cependant t r a c e ,  du raclement sec  de s e s  
ongles s u r  l e s  roches, dans l t a i r  environ- 
nant ,  l e A s o ~ v e n i r c d t u n  passage. 

La f q r e t  ~ t a i t  epa isse ,  sauvage. Ses 
c l a i r i e r e s  e t a i e n t  ra res .  Le s e u l  chemin 
qui  l a  t r a v e r s a i t  l e  chien $e p r i t ,  c e t t e  
f o i s  - t o u r n a i t  t r e s  v i t e  apres  l a  maison. 
Le chien tourna e t  d i sparu t .  (12) 

The dog's  disappaarence i n t o  the  f o r e s t  i s  

marked by v i s u a l  and audi tory d e t a i l  ( s a  coul6e colorbe,  

( l e )  raclement sec  de s e s  ongles) .  

The daughter of Michel Arc a r r i v e s  and depar t s  

twice,  f i r s t  t o  v i s i t  the  neardby pond and second t o  r e t u r n  

t o  the  v i l l a g e .  The depar tures  a r e  i d e n t i f i e d  i n  very 

s i m i l a r  ways; 

(61) "El le  p a r t i t  dans l a  d i r e c t i o n  du h p t  
de l a , c o l l i n e ,  c e l l e  par l aque l l e  e t a i t  
a r r i v e  l e  chien orange." (33) 

(62) "El le  p a r t i t ,  sans  s e  tromper, par  19  
chemin q u t a v a i t  p r i t  l e  chien orange, 
sagement , lentement , ( 50) 

Auditory d e t a i l  is  a l s o  pa r t  of t he  i d e n t i f i c a -  

t i o n  of the  g i r l ' s  depar ture .  M. Andesmas c a l l s  a f t e r  h e r  

t o  ask i f  she w i l l  give a  message t o  Valerie but he cannot 

understand the  g i r l t  s reply:  

(63) " ~ ' 6 c h o  de l a  voix enfantine f l o t t e  long- 
temps, inso luble ,  augour de M.  Andesmas, 
puis  aucun $es sens  eventuels  g u ' i l  a u r a i t  
pu a v o i r  n ' e t a n t  retenu,  il s ' e lo igne ,  
s ' e f f a c e ,  r e j o i n t  l e s  miroitements d ive r s ,  
des mi l$ ie rs ,  suspendus dans l e  gouffre 
de lymiere, devient  l t u n  d'eux. I1 dis -  
p a r a i t .  ( 50) 
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The depar tures  of the g i r l  and the  dog take 

place i n  the  same loca t ion  ( f o r e s t  path) ,  i n  the  same manner 

(slowly) and a re  marked by the  same kind of audi tory fade-out. 

Both paragraphs a l s o  terminate with the  same verb (d i spara2 t re ) .  

We suggest t h a t  t h i s  uniformity i n  i d e n t i f i c a t i o n  tends t o  

n e u t r a l i z e  the  i n d i v i d u a l i t y  of t he  events and places them 

a t  t he  same l e v e l  of importance. 

The a r r i v a l s  and depar tures  a re  events which 

s tand between two o t h e r  s e t s  of primary events ,  i . e .  the  

encounters and periods of s o l i t u d e ,  as schematized e a r l i e r .  

Secondary events ,  those outs ide  the  c e n t r a l  narza t ive  

timespan, a re  var ious ly  embedded i n  the  na r ra t ion  of primary 

events.  

Compared t o  the  i d e n t i f i c a t i o n  of t he  a r r i v a l s  

and depar turas ,  t he  presen ta t ion  of the encounters and 
11 

periods of so l i t ude  is  a l s o  very uniform. I n  f a c t ,  both 

encounters and periods of s o l i t u d e  a re  composed of the  same 

s e t s  of a c t i v i t i e s :  looking, l i s t e n i n g  and physical  movement. 

They d i f f e r  i n  t h a t  t he  encounters involve dialogue between 

the  pa r t i c ipan t s .  I n t e r i o r  monologue f u l f i l l s  a  s i m i l a r  

funct ion i n  the periods of so l i t ude .  

I n  the  opening pages of the  t e x t  t he  dog and 

M. Andesmas watch the  sky, "ce m$me espace vide illurnin; 

que t r ave r sa i en t  pa r fo i s  des compagnies dtoiseaux".  (10) 

They a l s o  watch each o ther ,  but t h e  dog observing Andesmas 

is' emphasized; 

(64) "11,retourna l a  t & e ,  d6couvrit  l a  
resence de lthomme,?iressa l e s  o r e i l l e s .  
u t e  f a t igue  cessante ,  il 1 'examinatt . 

(10) 



(65) "Le chien l e  regarda peu de temps de 
temps de c e t t e  faqon contemplativement 
f ixe ."  (11) 

Sound, a s  commented e a r l i e r ,  i d e n t i f i e s  both 

the  beginning and end of t he  encounter. Movement i n  t h i s  

encounter ,  a s  i n  those  which follow, i s  pr imari ly  associa ted 

with p a r t i c i p a a t s  o t h e r  than Andesmas . Frequently movements 

a r e  i d e n t i f i e d  i n  a s e r i e s  a s  i n  example 64 above a s  well  

a s  noted e a r l i e r  i n  example 16. The preferred verbal  form 

is t h e  pass& simple, although examples occur i n  the  present  

t ense  a s  wel l ,  

(66) 'Sa f a t igue  l u i  rev ignt ,  il h a l i t e  iA 
nouveau, e t  r e p a r t  a  t r a v e r s  l a  f o r e t . . . "  
(11) 

These sequences of verba l  forms t ransmit  an 

almost v i s u a l  e f f e c t ,  a s  i f  t he  eye of t he  reader  were 

being c a r e f u l l y  guided by the  author.  The t r a n s i t i o n  

t o  t h e  presen t ,  by e l iminat ing temporal d i s t ance ,  br ings  

t h a t  v i s u a l  r e a l i t y  i n t o  even sharper  focus. 

I n  the  second encounter,  t h a t  between Andesmas 

and t h e  daughter of Michel Arc, t he re  i s  again cons is tan t  

mutual observation: 

(67) "La jeune f i l l e ,  & c e t t e  d i s tance  respec- 
tueuse,  examina l e  corps massi f . . . "  (26) 

(68) "Le regard s 'accoutuma peu & peu au 
spec tac le  de M. Andesmas." (27) 

(69) "El le  in te r rogea  M. Andesmas du regard. . . " 
(31) 

When she leaves  t o  v i s i t  the  pond M. Andesmas 

watches h e r  disappear:  

(70) !!I1 l a  s u i v i t  des yeux jusqul& ne plus  
r i e n  en v o i r ,  r i e n ,  plus une seu le  des 
taches  bleues de s a  robe..." (33) 



I n  t h i s  case  we no te  a  v i s u a l  fade-out similar 

t o  the a u d i t o r y  example c i t e d  e a r l i e r ,  T h i s  emphasis on 

t h e  p rocess  of d isappearence  probably r e p r e s e n t s  t h e  pers -  

p e c t i v e  of t h e  main c h a r a c t e r  who repea ted ly  f i n d s  himself  

a lone .  

During t h e  t ime s p e n t  wi th  Andesmas t h e  g i r l  

a l s o  d i r e c t s  h e r  gaze t o  t h e  square  below: 

(71)  "Au l i e u  de s ' e n  a l l e r ,  e l l e  a l l a  s ' a s s e o i r  
s u r  l e  bord de  l a  t e r r a s s e  f u t u r e  e t  e l l e  
r e g a r d a  l e  g o u f f r e .  (28)  

(72)  I1L'enfant s c r u t a  l a  p lace  du v i l l a g e ,  
a s s e z  longuement, p u i s  s e  r e t o u r n a  v e r s  
M .  Andesmas. . . (30) 

However, h e r  gaze is n o t  l i m i t e d  t o  e x t e r n a l  

r e a l i t y :  

(73)  "La peti!e J i l l e  f ronqa  l e s  s o u r c i l s  e t  
p a r u t  r e f l e c h i r .  Son '  regard  g u i t t a  
h.  Andesmas e t  cheqcha d e r r i e r e  l u i ,  
s u r  l e  ~ u r ,  b l a n c ,  a apercev0i.r quelque 
chose,  a d e c o u v r i r  quelque chose q u ' i l  
s o u h a i t a i t  v o i r  e t  q u ' i l  ne v i t , p a s .  
A l o r s ,  son v j s a g e  exprima t o u t  a coup 
upe b r u t a l i t e  bou lever san te ,  il s e  
r e v u l s a  dans 1 ' e f f o r t  d 'un  rega rd  ine-  
x i s t a n t .  E l l e  r e g a r d a i t  un songe e t  
e l l e  s o u f f r a i t .  Ce songe q u ' e l l e  regar-  
d a i t  ne s e  v o y a i t  pas ."  (44) 

Whatever i n t e r n a l  anguish  she exper iences  remains 

hidden and without  name; only  e x t e r n a l  s i g n s  of f a c i a l  

e x p r e s s i o n  g ive  evidence of h e r  pa in .  

Although she  speaks now and t h e n  wi th  Andesmas, 

most of t h e  time she  q u i e t l y  waits wi th  t h e  o l d  man. Here 

we' observe t h e  n e g a t i v e  i d e n t i f i c a t i o n  of a c t i o n :  

(74)  " E l l e  s e  t a i sa i t . .  . (46)  

(75) I1Elle ne bougea p a s , .  . " (46)  
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She l i s t e n s  i t e n t l y  t o  the  music and voices 

from the v i l l a g e  below and eventual ly  d i r e c t s  the  a t t e n t i o n  

of Andesmas t o  it: 

(76) I8Elle montra l e  gouffre o; s e  pas sa i t  l e  
ba l .  -- Ecoutez, d i t - e l l e . "  (50) 

The f i n a l  encounter t akes  place with the  wife 

of Michel Arc and makes up approximately one ha l f  of t he  

t e x t  of which one h a l f ,  i n  t u r n ,  i s  dialogue. Madame Arc 

wai ts  with M. Andesmas and, i n  the  same manner a s  he r  

daughter ,  looks,  l i s t e n s ,  moves and speaks. She looks a t  the  

aouffre  de lurniire and a t  Andesmas, she l i s t e n s  t o  the  music 

from the square,  she si ts i n  the  same pos i t i on  a s  h e r  daughter ,  

l a  t g t e  contre l e  pied du f a u t e u i l ,  she walks i n  f ron t  of 

t he  platform, llde c e t t e  dbmarche qui  e s t  l a  m6me que c e l l e  

de s a  p e t i t e  f i l l e  un moment avant .  . . (97) and. intermingled 

with these  ac t ions  i s  a s t range ,  of ten desperate dialogue. 

We have r e fe r r ed  t o  the  preceding s e t s  of ac t ions  

a s  events i n  the  discourse ,  y e t  t h e i r  s imi l a r i ty  from p a r t i -  

c ipant  t o  p a r t i c i p a n t ,  t h e i r  r e p e t i t i o n ,  and t h e i r  lack of 

purpose a11 combine t o  give an impression, l e s s  of ac t ions ,  

than of physical  re f lexes .  The monotonous motions of looking, 

hear ing and body-shifting resemble mindless tropisms. 

During Andesmas' per iods  of s o l i t u d e ,  ac t ions  . 

a re  very s i m i l a r  t o  those noted during the  encounters. He 

observes h i s  surroundings: 

(77) "Dans un craquement de t o u t  Je  f a u t e u i l  
d ' o s i e r ,  M. And~smas considera l e s  l i e u x  
c h o i s i s  par  Valer ie .  (23) 

(78) regarda l e  gouffre  de lumiire.  A ~ a  mer 
a c e t t e  a l t i t u d e  es t  presque du meme b leu ,  
remarque-t-il, que l e  c i e l . "  (34) 



and l i s t e n s  ts t h e  sounds: 

(79) "11 g c o u t a i t  l e s  a i rs  dansan t s . "  ( 2 2 )  

H i s  p h y s i c a l  movements a r e  minimal. He l e a v e s  

h i s  c h a i r  only  once t o  look down a t  t h e  v i l l a g e  square .  

Although d e t a i l s  of p h y s i c a l  movement and response a r e  

c o n s i s t e n t l y  p r e s e n t ,  it  is t h e  i d e n t i f i c a t i o n  of Andesmas' 

i n t e r n a l  mental  s t a t e  which dominates t h e  p e r i o d s  of s o l i t u d e .  

I n t e r i o r  monologue, t h e r e f o r e ,  occupies  a cons ide rab le  

p o r t i o n  of t h e  p e r i o d s  of s o l i t u d e .  

Although monologue, d u r i n g  s o l i t u d e ,  and d i a l o g u e ,  

d u r i n g  encounters ,  t a k e  p lace  d u r i n g  t h e  same timespan as 

primary e v e n t s ,  t h e y  a l s o  c o n t a i n  informat ion  of a d i f f e r e n t  

s o r t .  From t h e  p o s i t i o n  of Andesmasts s o l i t u d e ,  t h e r e  a r e  

in t roduced  memories from t h e  p a s t  and c r e a t i o n s  of imagi- 

n a t i o n  which e x i s t  a t  a tenuous l e v e l  of dream-rea l i ty .  

Out of t h e  encounters  come d ia logue  r e f e r e n c e s  t o  p a s t  e v e n t s  

and t o  even t s  p r o j e c t e d  i n t o  t h e  f u t u r e .  It is  t h e s e  k inds  

of informat ion  which we w i l l  c l a s s i f y  as secondary even t s .  

The use  of t h e  te rm,  secondary,  does not  imply, however, 

t h a t  t h o s e  even t s  have a l e s s e r  n a r r a t i v e  s i g n i f i c a n c e  

i n  t h e  t e x t .  The fo l lowing  diagram shows t h e  s k e l e t a l  

system of even t s  i n  t h e  t e x t .  
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secondary e v e n t s  secondary  even t s  

It i s  t h e  secondary e v e n t s ,  d i s p e r s e d  and 

a t  t imes  p r a c t i c a l l y  hidden i n  t h e  chain  of d i s c o u r s e ,  

which a r e  t h e  source  of t h e  pr imary even t s .  

We c o n s i d e r  secondary e v e n t s ,  which a r e  

numerous i n  t h e  t e x t ,  t o  be of two types :  background 

e v e n t s ,  which a r e  evoked from t h e  p a s t  and I u n c t i o n  t o  

e x p l a i n  primary e v e n t s ,  and sugges ted  even t s ,  which e x i s t  

a t  t h e  l e v e l  of t h e  h y p o t h e t i c a l .  Although we w i l l  no t  

a t t empt  an exhaus t ive  l i s t i n g  and a n a l y s i s  of a l l  secondary 

e v e n t s ,  c e r t a i n  d e t a i l s  r e q u i r e  comment. 

Secondary even t s  a r e  most o f t e n  d i s t i n g u i s h e d  

from primary even t s  by means of v e r b a l  form, t h e  p l u p e r f e c t  

be ing  p r e f e r r e d  f o r  background e v e n t s ,  and t h e  f u t u r e  and 

c o n d i t i o n a l  forms f o r  sugges ted  even t s .  Por  example: 

(80) I1Michel Ar9 a v a i t  d i t  que 4 heures  rnoins 
l e  q u a r t  e t a i t  une heure q u i  l u i  conve- 
na i t . I1  (13)  

(81)  "I1 a v a i t  p6niblement a t t e i n t  l a  p l a t e -  
forme.. ." (18)  

and we a l s o  no te :  

(82)  l1va l6 r i e ,  en chemise de n u i t ,  r e g a r d e r a  



' +z 

donc, b i e n t G t ,  d6s son r k v e i l ,  t o u t  & 
son g r e ,  la mer. Parfoi.? c e l l e - c i  s e r a i t  
comme a u j o u r d ' h u i  e l l e  e t a i t ,  ~ a l m e . ~ ~  (24)  

Background even t s  a r e  rooted  i n  p a s t  ' r e a l i t y '  

and a c t  t o  e x p l a i n  t h e  p r e s e n t ,  f o r  example: who is 

PI. Andesmas? Why is he on t h e  p la t form? how d i d  he g e t  

t h e r e ?  e t c .  . . * Suggested e v e n t s ,  because t h e y  i d e n t i f y  

t h e  p o s s i b l e  and t h e  imaginary,  a r e  more s u b t l e  i n  n a t u r e .  

S ince  t h e y  concern n o n r e a l i t y  t h e y  end up r a t h e r  a c t i n g  

as i n d i r e c t  i d e n t i f i c a t i o n s  of t h e  mental preoccupat ions  

of t h e  p a r t i c i p a n t  producing them. A p a r t i c u l a r l y  s t r i k i n g  

example of t h i s  is  one t h a t  was noted  i n  p a r t  one (ex .  46) 

i n  which Andesmas imagines ~ a l 6 r i - e  on h e r  t e r r a c e  awa i t ing  

someone's a r r i v a l .  A l l  t h e  d e t a i l s  of s e t t i n g  maech t h e  

exper ience  of Andesmas except  f o r  one c r u c i a l  but  unmention- 

ed d e t a i l :  V a l e r i e  i s  probably w a i t i n g  f o r  h e r  l o v e s  while  

t h e  a t t e n t e  of t h e  o l d  man l e a d s  no l o n g e r  t o  love bu t  t o  

dea th .  Th i s  conclus ion  is no t  o v e r t l y  s t a t e d ,  b u t  only  

impl ied  through a complex network of d e t a i l  exposed e a r l i e r  

i n  t h e  t e x t  and i n  t h e  passage i t s e l f .  

Secondary even t s  open doors  t o  t h e  f u t u r e  and 

t h e  p a s t ,  and by s o  doing ,  a r e  v e r y  powerful i n  c r e a t i n g  

t h e  i l l u s i o n  of a n a r r a t i v e  'wor ld1 .  A s  we have seen ,  pr imary 

e v e n t s  i n  Andesmas a r e  i d e n t i f i e d  i n  terms of i n a c t i o n ,  

monotony and r e p e t i t i o n .  I n  f a c t ,  no th ing  happens; t h e  only  

occurrences  i d e n t i f i e d  a r e  examples of pass ive  pe rcep t ion  of 

t h e  environment,  unconscious p h y s i c a l  movement, and d ia logue  

wi thout  communicative i n t e n t i o n .  It i s  t h e  secondary e v e n t s ,  

i n  c o o r d i n a t i o n  wi th  t h e  i d e n t i f i c a t i o n a l  d e t a i l s  of p a r t i -  

c i p a n t s  and s e t t i n g  which guide  t h e  n a r r a t i v e  by p rov id ing  



the  reader with the information with which t o  construct  

the  meaning of a t t e n t e .  

Pa r t i c ipan t s  and t h e i r  l i n g u i s t i c  i d e n t i f i c a t i o n  

We recognize s i x  individuals ,  o r  pa r t i c ipan t s ,  

i n  the  t ex t :  Andssmas, the  dog, the  g i r l ,  the  woman, 

val6ri.e Andesmas and Michel Arc. Since the l a s t  two are  

presented auts ide t h e  spacio-temporal borders of primary 

events we shall divide the  pa r t i c ipan t s  i n t o  primary and 

secondary groups. 

Primary pa r t i c ipan t s  Secondary pa r t i c ipan t s  

the  dog Val6rie Andesmas 
the  g i r l  Michel Arc 
the  woman 
Monsieur Andesmas 

We w i l l  f i r s t  observe l i n g u i s t i c  iden t i f i ca -  

t i o n  of primary par t ic ipants .  

The presentat ion of the  dog occupies r e l a t i v e l y  

l i t t l e  space i n  the  t e x t  ye t  possesses considerable sa l ience  

due t o  i ts  introductory posit ion.  I d e n t i f i c a t i o n  is prirnari- 

l y  i n  terms of physical  movement (diboucher, a r r i v e r ,  ven i r ,  

re tourner)  and perception (voiT, deviner, dGcouvrir, regarder)  . 
through perception of the  dog t h a t  reference 

Andesmas is f i r s t  made i n  the  t e x t ;  
, 

(83) "Jl. ne v i t  pas - t ~ u t  de s u i t e  1 'homme qui 
e t a i t  assis devant l a  maison.. . I1  (10) 

The physical  descr ip t ion  of the  dog comes from 

the perspeceive of Andeamas, T h i s  kind of mutual observation 



watches t h e  dog move a c r o s s  t h e  space i n  f r o n t  of him, 

and a l s o  manages, through t h e  p e r s p e c t i v e  of t h e  dog, t o  

p l a c e  Andesmas i n  t h a t  same p h y s i c a l  environment. Although 

t h e  dog i s ,  f o r  t h e  most p a r t ,  desc r ibed  e x t e r n a l l y ,  it  i s  

t h e  wandering though t s  of Andesmas which i d e n t i f y  t h e  dog 

i n  te rms of a n o t h e r  more i n t e r n a l  r e a l i t y ,  exempl i f ied  by 

t h e  p o s s e s s i v e l y  determined non-concrete nouns g iven  i n  

p a r t  one ( s a  s o l i t u d e ,  son  e x i s t e n c e  d i f f i c i l e ,  son  e f f o r t  

e t c  ...). These i d e n t i f i c a t i o n s  could  be i n t e r p r e t e d  a s  

p r o j e c t i o n s  of Andesmas' own i n t e r n a l  preoccupat ions .  

The i d e n t i f i c a t i o n  of l a  f i l l e  i s  a l s o  dominated 111 

by t h e  technique of rriutual obse rva t ion .  A s  w i t h  t h e  dog, 

it is  t h e  g i r l  who is presen ted  observ ing  Andesmas be fo re  , 
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he h a s  even n o t i c e d  h e r .  When d e s c r i p t i v e  r e f e r e n c e  i s  made I 

t o  t h e  g i r l  it i s  from t h e  v iewpoint  of Andesmas: 

(85) "Sa s i l h o u e t t e  6 t a i t  s i  longue,  d& j i ,  
que c ' e s t  seu)ement a l ' inconvenence  
du rega rd  pose Fur  l u i  que M .  Andesmas 
dev ina  q u ' e l l e  e t a i t  encore une e n f a n t .  

Sous l e s  cheveux n o i r s ,  l e s ,  yeux pa- 
r a i s s a i e n t  c l a g r s .  Le v i sage  e t a i t  
p e t i t ,  a s sez  pa le . "  (26)  

When s h e  l e a v e s  f o r  t h e  pond she  i s  f u r t h e r  

i d e n t i f i e d  p h y s i c a l l y :  

(86)  " E l l e  p a r t i t  gauchement s u r  ses  jambes 
maigres a pe ine  g a l b e e s ,  d e s  p a t t e s  
d t o i s e a u ,  sous  l e  regard  s o u r i a n t  e t  
convenant du v i e i l l a r d .  (33) 

Beyond t h e  r e c u r r e n t  d e t a i l s  of looking ,  

h e a r i n g  and movement, as mentioned e a r l i e r ,  t h e  g i r l  i s  



a l s o  iclent-if'ied i n  terms o f  h e r  g a r t i c j p a t i o n  i n  t h e  music 

r i s i - n g  from l e  b a l :  

(87) "pu deuxi6me c o u p l e t ,  l l e n f p t  s e  mit 
a l e  c h a n t e r  p t u n e  yoix  g r e l e  e t  in-  
c e r t a i n e . .  . Detournee de l u i ,  e l l e  c h a n t a ,  
ponct.uant l e s  tgmps de facon s c o l a i r e ,  
l a  chanson e n t i e r e . "  (29) 

(88) "Alors  l 1 e n f ? n t  s i f f  l a  l t a i - r  de. l a  
chanson. C t e t a i t  un s i f f l e m e n t  p l u s h  
a i g u ,  p l u s  r a l e n t i  g u y 1  n l g u r a i t  du. 
E l l e  ne d e v a i t  p a s  e t r e  en  age de d a n s e r  
encore.  E l l 9  s i f f l a i t ,  avec une a p p l i -  

. c a t i o n  f o r c e e ,  m a l .  ( 3 0 )  

I n  a l l  of t h e  las t  t h r e e  examples t h e  d e s c r i p -  

t i o n  i s  accompanied by e v a l u a t i v e  informat ion  as we l l .  

The e v a l u a t i o n s  a r e  a l s o  nega t ive .  Al though .  t h e  g i r l  

i s  only  a y e a r  younger t h a n  V a l 6 r i e  (p .  84) she  is  

i d e n t i f i e d  as awkward and c h i l d - l i k e .  These c h i l d l i k e  

q u a l i t i e s ,  as observed by Andesmas, a r e  a l s o  combined 

w i t h  d . e sc r ip t ive  f e a t u r e s  which imply a deeper  hidden 

r e a l i t y  i n  t h e  g i r l :  

(89) "-La f i l l e  a h k e  de Michel Arc n f e s t  
pas  comme l e s  a u t r e s .  Michel Arc croTt  
que s a  f i l l e  n t e s t  pas comme l e s  a u t r e s .  
Ca n t e s t  pas  s i  g rave ,  d i t -on .  P a r  
i n s t a n t s ,  e l l e  o u b l i e  t o u t . "  

Mention of h e r  f o r g e t f u l  e s p e c i a l l y  a s  

a s s o c i a t e d  wi th  l a  p i i c e  de c e n t  f r a n c s ,  r e t u r n s  repeated-  

l y  throughout  t h e  t e x t .  Her i n t e r n a l  anguish ,  which is  o n l y  

sugges ted ,  as i n  example 73, appears  a l l  t h e  more poignant  

f o r  i t s  l a c k  of d e f i n i t i o n .  

The wife  of Michel Arc i s  p r e s e n t  i n  approxi- 

mate ly  one h a l f  of t h e  t e x t ,  i , e .  most of c h a p t e r  two, 

d u r i n g  which she  s h a r e s  t h e  a t t e n t e  of M. Andesmas. Although 

d ia logue  is t h e  dominant d i s c o u r s e  mode d e s c r i p t i v e  r e f e r e n c e  
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t o  t h e  woman is  a l s o  frequent.  She too is  f irst  presented 

observing Andesmas, a s  noted i n  example 59, and i s  describ-  

ed subsequently from Andesmas' perspective:  

(90) llElle a v a i t  des cheveux n o i r s ,  assez 
longs,  e t  p l a t s ,  qui  lui,tornbaient 
un peu plus bas que l e s  epau-les, des 
yeux cJ.airs que M. Andesmas reconnut 
coqme e t a n t  ceux de l a  p e t i t e  g i l l e ,  
t r e s  grands, p lus  grands peut-etre que 
ceux de l a  p e t i t e  f i l l e .  E l l e  aussj. 
6 t a i t  en e s p a d r i l l e s  e t  en robe d1e t6 .  
E l l e  p a r a i g s a i t  p lus  grande q u l e l l e  
ne deva i t  e t r e ,  a cause de s a  minceur. 
(67 )  

Verbs of s i g h t  ( p a r a i t r e ,  v o i r ,  aperccvoir ,  

regarder  e t c . .  .) continue t o  mark t h i s  j eu  du regard which 

we have noted so  of ten.  Nonetheless, the  woman i s  a l s o  

i d e n t i f i e d  i n  a  manner which implies the  l i m i t a t i o n s  of 

s i g h t .  I n  the  fol lowing example she i s  s i t t i n g  on the  edge 

of t he  platform and looking down a t  the  square: 

(91) I'M. Andesmas n1aper?o i t  d ' e l l e  que l a  
papp? noire  e t  goyeuse de s e s  cheveux 
e t a l e e  s u r  seg epaules e t  s e s  bras  nus 
qu i ,  rassembles pa r  s e s  mains jo in t e s ,  
enlacent  s e s  genoux. Non, e J l e  d o i t  
regarder  seulement , ne pas ecouter .  
M.  A n d e s m a ~ ~ c ~ o i t  deviner q u ' e l l e  sur- 
v e i l l e  ce cote  de La place du v i l l a g e ,  
c e l u i  des arbreg e t  des bancs, c e l u i  q u ' i l  
a  yu apres l e  depar t  de l ' e n f a n t  vers  
l ' e tang ."  (71) 

Her movements repeat  those of h.er daughter,  

and physical  s i m i l a r i t i e s  between the  two continue t o  be 

emphasized: 

(92) 'Elle r e p a r t  6 nouveau vers  l e  chemin 
de c e t t e  demarche qui  e s t  l a  meme que 
c e l l e  d~ ?a p e t i t e  f i l l e  un moment 
avant ,  l egere ,  un peu de t r a v e r s ,  l e s  
jambes seu le s  s e  mouvant sous l e  corps 
d r o i t ,  sans e f f o r t . "  (97) 

These l ikenesses  a r e  s t r e s s e d  a t  t he  beginning 
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of t h e  encounter .  A s  t h e  wa i t ing  of Andesmas and Mme Arc 

p r o g r e s s e s ,  a l t e r n a t e l y  soothed and. i r r i t a t e d  by t h e i r  

d ia logue ,  t h e  movements of t h e  woman change as w e l l ,  

becoming more nervous and e r r a t i c :  

(93)  " E l l e  f a i t  quelques pas dans l e  
chemin, r e v i e n t  p u i s  s ' a s s i e d  
comme a c o n t r e  coeur .  . . I t  ( 97)  

(94)  l fE l l e  s e  lGve encore ,  r e p a r t  encore 
v e r s  l e  chemin, en,  r e v i e n t  encore ,  
tou jours ,  en p r o i e  a  cet;e occupa- 
t i o n ,  l ' e g o u t e  passionnee des  b r u i t s  
de l a  f o r e t  dans l a  d i r e c t i c p  du 
chemin. ElLe r e v i e n t ,  s l a r r e t e ,  l e s  
yeux mi-clos. ( 100) 

(95)  I tEl le  commence .& a l l e r  dans l e  chemin, 
r e v j a n t  encore ,  e t  p u i s ,  c e s s a n t  son 
manege, e i l e  tombe a s s i s e  d l u n  s e u l  
coup l a  ou e l l e  s e  t rouve ."  (104) 

The s y n t a c t i c  and l e x i c a l  r e p e t i t i o n s  t r a n s l a t e  U 

t h e  monotonous recur rence  of t h e  woman's movements. Despi te  

t h e  t enseness  impl ied  by t h e  c o n s t a n t  coming and going,  

movement i s  a l s o  i d e n t i f i e d  i n  terms of slowness:  

(96) "Qpant e l l e  r e s s o r t  du  hemi in, s a  
demarche e s t  ensommeilee e t  p r x e n t e . .  .I' 
(98) 

(97)  I1Elle v i e n t  v e r s  l e  v i e i l l a r d ,  lentement .  
E t  len tement ,  e l l e  p a r l e .  (103) 

(98 )  " E l l e  tourne  lentement  l a  tGte  &. n g u v e n ~  
happ&e p a r  l e  s p e c t a c l e  de l a  f o r e t  de 
p i n s  e t  de l a  mer." (111) 

I n  f a c t ,  lentement  is  a p r e f e r r e d  adverb i n  

t h e  t e x t  as a whole. It i s  both  a re fe rence  t o  t h e  passage 

t ime dur ing  a t t e n t e ,  and k i n d  ' v i s u a l  ' i n t e n s i f i e r ,  

n'ot u n l i k e  t h e  dramat ic  use of s low motion i n  cinema. 3 

Assoc ia t ion  of t h e  wind wi th  t h e  woman1s movements a l s o  

impl ie s  t h e  passage of t ime s i n c e  it i s  t h e  s e t t i n g  of 

t h e  sun  which b r i n g s  t h e  evening breezes  ( s e e  p. 21):  



(99)  "Le ven t  1"cheve la i t  chaque f o i s  
q u ' e l l e  s e v e n a i t  du chemin. I1 
s o u f f l a i t  p l u s  souvent e t  un peu 
p l u s  f o r t . "  (101)  

(1QO) "Une f o i s ,  l e  ven t  e s t  assea  f o r t  
pour  ramener l a  masse e n t i e r e  de s e s  
cpeveux s u r  son  v i sage  e t  e l l e ,  las- 
s e e  de  d e v o i r  f a i r e  une nouve l l e  
f o i s  ce. ges$e machinal,  de l e s  rame- 
n e r  en a r r i e r e ,  ne l e  f a i t  pas .  E l l e  
n '  a p l u s  de v i s a g e ,  n i  de regard .  
Au l i e u  d ' a v p c e r  s u r  l a  plate-forme,  
e l l e  r e s t e  l a ,  dans l e  chemin, a t t e n -  
dant ,  que prenne f i n  l a  bourrasque q u i  
l ' a  echevelee." (102) 

The f i n a l  i d e n t i f i c a t i o n a l  d e t a i l  we no te  

i n v o l v e s  t h e  i n c i d e n t  with t h e  e s p a d r i l l e .  A s  t h e  woman 

s i t s  on t h e  edge of t h e  p la t fo rm,  c l o s e  t o  M .  Andesmas, 
I! 

" v o i c i  qu'une chose s e  p r o d u i t  q u i  l e  dhroute  t o u t  d ' a b o r d ,  I 

p u i s  l t e f f r a y e . "  ( 7 2 )  

woman and a s  he looks  

pays no a t t e n t i o n :  

(101) I tEl le  

Y 

A shoe drops  from t h e  f o o t  of t h e  

a t  h e r  f o o t  he n o t i c e s  t h a t  she 

ne bronche pas ,  ne s e n t  pas que 
son p ied  perd s.on e s p a d r i l l e .  Le pied 
e s t  l a i s s e  nu, oub l i e . "  ( 7 2 )  

M .  Andesmas immediately remembers t h e  g i r l  who 

has  passed by. Th i s  f o r g e t f u l n e s s  appears  t o  i d e n t i f y  

a n o t h e r  s i m i l a r i t y  wi th  t h e  daugh te r  but  a l s o  p o s s i b l y  

impl ie s  an inadver tence  whose source  is  a  hidden ex t remi ty  

of emotion. This  same i n s i s t e n c e  on t h e  hidden i s  ev iden t  - 

i n  an i d e n t i f i c a t i o n  t h a t  appears  soon a f t e r  t h e  woman's 

a r r i v a l  be fo re  M. Andesmas: 

(102) "M. Andesmas cpmpri t  que l a  femme de 
Michel Arc n ' e t a i t  pas c e l l e - c i ,  q u i  A 

ge t e n a i t  devant  l u i ,  q u ' e l l e  a v a i t  du 
e t r e  a u t r e  e t  q u t i l  c r a i g n i t  de ne l a  
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The i d e n t i f i c a t i o n  of a l l  t h r e e  of t h e s e  

primary p a r t i c i p a n t s  h a s  been c h a r a c t e r i z e d  by language 

d e s c r i b i n g  t h e  e x t e r n a l  and t h e  observable  while  a t  t h e  

same time sugges t ing  an i n t e r n a l  experience which is  both 

p a i n f u l  and s o l i t a r y .  It i s  wi th  t h e  c h a r a c t e r  of Andesmas, 

however, t h a t  t h i s  s o l i t a r y  t e r r a i n  i s  c h a r t e d  e x h a u s t i v e l y ,  

Despi te  h i s  r o l e  as c e n t r a l  p a r t i c i p a n t  i n  t h e  

t e x t  and emphasis on h i s  pe r sona l  p e r s p e c t i v e ,  Andesmas i s  

no excep t ion  t o  t h e  r u l e  of ' v i s u a l t  i d e n t i f i c a t i o n .  I n  

f a c t ,  whereas t h e  o t h e r  t h r e e  primary p a r t i c i p a n t s  a r e  i d e n t i -  

f i e d  from t h e  unique p e r s p e c t i v e  of t h e  main c h a r a c t e r ,  

Andesmas himself  comes under s c r u t i n y  from m u l t i p l e  a n g l e s ;  1 

t h e  dog, t h e  woman, and t h e  g i r l  a r e  a l l  i d e n t i f i e d  a s  

observ ing  him. .From t h e  o u t s e t  i d e n t i f i c a t i o n  i n  terms of 

t h e  p h y s i c a l  body i s  p r e v a l e n t ,  y e t  t h e  emphasis is  o f t e n  

m a t e r i a l  t o  t h e  p o i n t  of dehumanization; 

(103) "M. Andesmas ne f u t  p l u s  entour6  que 
p a r  sa masse tr2s grosse  de so ixan te -  
d ix -hu i t  ans  d ' a g e .  t t  (14)  

(104) "Sous l a  t 6 t e  tres, ancienne,  s o u r i a n t e  
e t  nue,  l e  co rps  e t a i t  richement re -  
couver t ,  de t r e s  beaux hab$ts  sombres 
d t u n e  met iculeuse  p ropre te .  On ne v o y a i t  
qu 'approximat$vem~nt  l a  forme immense, 
e l l e  e t a i t  t r e s  cecemment r ecouver te  
de c e s  h a b i t s  t r e s  beaux." (26)  

(105) ! 'El le  ( l a  f i l l e )  ramassa l a  e t  
recommenca a examiner c e t t e  masse impo- 
s p t e  q u i  p a ~ a i s s a i t  s e  r e p o s e r  profon- 
dement, t a s s e e  dans l e  f a u t e u i l . . . "  (31)  

(106) "Sa masse bougea dans l e  f a u t e u i l ,  s ' y  
r e c r o q u e v i l l a .  I t  (75)  

(107) ' E l l e  ( l a  femme) s c r u t a  avec s & v & r i t &  
l a  masse informe de M .  Andesmas." (107) 
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This  r epea ted  i d e n t i f i c a t i o n  i n  terms of mass 

i s  a type  of metonymy. It is p a r t i c u l a r l y  powerful s i n c e  i t  

e x p l o i t s  a ve ry  fundamental semantic  d i s t i n c t i o n  between 

animate and inanimate.  It s u g g e s t s  weight,  formlessness  and 

quiescence.  M .  Andesmas is n o t  t o t a l l y  mot ion less ,  of c o u r s e ,  

bu t  h i s  a c t i v i t y  i s  r e s t r i c t e d  t o  a s h i f t i n g  i n  h i s  c h a i r ,  

o f t e n  i d e n t i f i e d  by t h e  sound of t h e  creaking  wicker ,  and 

a s h u f f l i n g  of h i s  f e e t  i n  t h e  d u s t  of t h e  p la t form.  Th i s  

l a t t e r  movement is sometimes performed as he l i s t e n s  t o  t h e  

music from t h e  v i l l a g e  square  and i n t i m a t e s  a s a d  parody of 

t h e  dance below. Despi te  t h i s  occas iona l  movement Andesmas 

is  p r i m a r i l y  i d e n t i f i e d  as mot ionless .  I n  one of t h e  

e a r l i e s t  r e f e r e n c e s  we f i n d :  

(108) I'M. Andesmas ne bougea pas ,  il ye marqua 
au c h i e p  aucun s i g n e  d ' i n i m i t i e  ou 
d ' a m i t i e .  I' ( 1 1 )  

Th i s  k ind  of n e g a t i v e  i d e n t i f i c a t i o n  of t h e  

o l d  man i s  ev iden t  throughout  t h e  t e x t  and c o n s i s t e n t l y  

de termines  him by a c c e n t u a t i n g  what he i s  no t .  

The on ly  excep t ions  t o  t h e  i d e n t i f i c a t i o n  i n  

terms of i n a c t i v i t y  a r e  r e l a t e d  t o  t h e  j e u  du regard  which 

we have mentioned be fo re .  A f t e r  having l ea rned  from t h e  

g i r l  t h a t  Michel Arc is dancing on t h e  square  M .  Andesmas 

r i s e s  from h i s  c h a i r :  

(109) "11 s e  l i v e ,  f a i t  t r o i s  pas gn d i r e p t i o n  
du g o u f f r e  p l e i n  d 'une lumiere  d e j a  
j a u n i s s a n t e ,  e t  il a p e r c o i t  comme il 
l ' a v a i t  prevu,  l e  long dgs bancs v e r t s  
de l a  p lace  du v i l l a g e ,  a  llornbre des  
a r b r e s .  1 ' a u t o  n o i r e  de V a l e r i e  s ta t ionnGe.  " 



L a t e r  he r e a l i z e s  t h a t  he himself i s  v i s i b l e  

from t h e  p e r s p e c t i v e  of t h e  square :  

(110) "De l a  p lace  du v i l l a g e ,  l e  temps e s t  
s i  c l a i r ,  on peup l l a p e r c e v o i r ,  s i  on 
l e  d e s i r e . ,  . Vale r i e  d o i s  pouvoi r  l e  
v o i r ,  ce  p e r e ,  s i  e l l e  d e s i r e  l e  v o i r ,  
dans son a t t e n t e  de Miche1,Arc. D1au t res  
a u s s i  l e  peuvent.  II e s t  l a ,  o f f e r t  aux 
r e g a r d s ,  e t  chacun s a i t  q u l i l  ne peut  
s ' a g i r  que de  l u i ,  M.  Andesmas. ( 52) 

This  r e a l i z a t i o n  f o r c e s  him t o  d r a g  h i s  c h a i r  

forward,I1afin d l G t r e  p l u s  v i s i b l e  d ' e n  basf1.  (53) The d e s i r e  

t o  s e e  and t o  be s e e n  i s  t h e  mot iva t ion  behind t h e  only 

purpose fu l  a c t s  of Andesmas. 

Although d e s c r i p t i v e  r e f e r e n c e  t o  his body i s  

f r e q u e n t ,  Andesmas h a s  no f a c e .  The only f e a t u r e  i d e n t i f i e d  

is h i s  smi le ;  and t h i s  i d e n t i f i c a t i o n  i s  made i n  a wag t h a t  

s u g g e s t s  t h e  p e r s o n a l  exper ience  of a smi le .  Andesmas has  

no f a c e  because he cannot  s e e  h i s  own face .  

(111) IfDans l e  v i s a g e  de  M .  Andesmas l e  s o u r i r e  
ne s ' i n s c r i v a i t  p luz  na tu re l l ement .  
Sauf l o r s q u e  a p p a r a i t  V a l e r i e .  . . (32) 

A similar nega t ive  i d e n t i f i c a t i o n  occurs  a t  

t h e  end of t h e  t e x t ,  a s  t h e  woman and t h e  o l d  man l i s t e n  t o  

t h e  approach of ~ a l h r i e  and Michel Arc: 

(112) "Le s o u r i r e  ne s ' e f f a q a i t  pas s u r  l e  
v i s a g e  de  M. Andesmas. J1 s e , s o u v i n t  
t o u j o u r s  de ce  v i sage  d e c h i r e  e t  para- 
l y s e  - l e  s i e n  - p a r  ce s o u r i r e A q u t i l  
ne pouvai t  n i  j u s t i f i e r ,  n i  a r r e t e r .  " (125)  

Once a g a i n ,  use  of t h e  term, t rop i sm,  appears  

p a r t i c u l a r l y  a p p r o p r i a t e ,  and t h e  f r ~ z e n  q u a l i t y  of t h e  

smi le  o f f e r s  a n o t h e r  i d e n t i f i c a t i o n  i n  terms of i n a c t i v i t y .  

A l l  of t h e  i d e n t i f i c a t i o n a l  d e t a i l s  d i scussed  
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have been based on e x t e r n a l  obse rva t ion  which only  h i n t s  

a t  a n o t h e r  more hidden r e a l i t y .  Andesmas, however, is  ex- 

t e n s i v e l y  i d e n t i f i e d  i n t e r n a l l y  a s  w e l l ,  through t h e  

l i n g u i s t i c  p o r t r a y a l  of h i s  thought .  Objec ts  such as t h e  

pond and t h e  p r o j e c t e d  t e r r a c e  a r e  r e c u r r e n t  d e t a i l s  i n  

t h a t  thought  but  it i s  h i s  daugh te r ,  ~ a l b r i e ,  who i s  t h e  

focus  of a l l  h i s  mental  a c t i v i t y .  Mediating between t h e  two 

extremes of o b j e c t i v e  and s u b j e c t i v e  i d e n t i f i c a t i o n  of 

Andesmas a r e  c e r t a i n  p a r t i c u l a r  passages from t h e  p o i n t  o f  

view of t h e  n a r r a t o r .  Consider  t h e  fo l lowing:  

(113) " L o r s q u ' i l  r a c o n t a  c e t  Gpisode de son 
in te rminab le  v i e i l l e s s e  . il m e t e n d i t .  . . " 

(114) "y. ,Andesmas p r 6 t e n d i t  p$us t .ard a v o i r  /I/ 
e t e  l a  y i c t i n e ,  ce; ~ p r e s - m i d i  l a ,  ,,, 

d t u n e  decouver te  pene t ran te  e t  v i d e . .  . I 1  

( 4 1  I 

(115) I ' M .  Andesmas s e  souv in t  jusqu 'au  d e r n i e r  
moment de sa v i e  de l ' approche  de c e t t e  
a u t r e  en fan t . "  (43)  

(116) "M. Andeamas r e l a 5 a  p a r  l a  g u i t e  q u ' i l  
f u t  t e n t e  - mais e t a i t - i l  s u r  de son pass&, 
ce  v i e i l l a r d ?  - d t e t r e  c r u e l  envers  c e t t e  
femme. . . I t  (82) 

I n  t h e s e  r a r e  bu t  r a t h e r  p e r s i s t e n t  occurences 

a  r e a l  autonymous n a r r a t o r  i s  i d e n t i f i e d  who ' hea rd '  about 

t h e  a f t e r n o o n  from Andesmas h imsel f  and who h a s  proceded 

t o  r e l a t e  it t o  t h e  r eader .  Like s i g n a l s  throughout  t h e  

t e x t ,  t h e y  remind t h e  r e a d e r  t h a t  t h i s  a l l  happened t o  

somebody e l s e  and t h a t ,  perhaps ,  some of it d i d n ' t  happen 

a t  a l l .  It i s  h e r e  t h a t  t h e  work e a r n s  i ts  s t a t u s  of r 6 c i t ,  

" r e l a t i o n  o r a l e  ou 6 c r i t e  de f a i t s  v r a i s  ou imaginai res" .  

What is  t h e  p o i n t  of t h i s  emphasis? Its primary f u n c t i o n  i s ,  
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most l i k e l y ,  t o  e s t a b l i s h  a l o g i c a l  base f o r  t h e  l i m i t e d  

p e r s p e c t i v e  of t h e  n a r r a t i v e  and a t  t h e  same time a justi- 

f i c a t i o n  f o r  t h e  i n c l u s i o n  of Andesmas' thoughts  i n  t h e  

t e x t .  If t h e  so -ca l l ed  omniscient  n a r r a t o r  i s  re fused ,  t h e  

only  way t o  r e p r e s e n t  thought  i s  t o  r e p o r t  i t  through a n o t h e r  

i n d i v i d u a l ,  t h u s ,  t h e  importance of  t h e  n o t i o n  of & c i t e  

There a r e  some who contend t h a t  t h e s e  k inds  of 

p r o t e s t s  a g a i n s t  t h e  ' f i c t i o '  of f i c t i o n  a r e  inane. and 

wi thout  j u s t i f i c a t i o n ,  b u t ,  we a rgue ,  t o  ignore  t h e  r & c i t  

c h a r a c t e r  of t h e  t e x t  i s  t o  d i s r e g a r d  t h e  ep i s t emolog ica l  

base of t h e  e n t i r e  n a r r a t i v e  and, hence,  t h e  source  of t h e  

h a b i t u a l  p a t t e r n s  of meaning. Le t  us  imagine t h e  epistemolo- 

g i c a l  base  as an a x i s  wi th  Andesmas and t h e  n a r r a t o r  a t  

oppos i t e  extremes: 

NARRATOR ANDESMAS 
( i l )  ( J e )  

The p o l e s  of t h e  a x i s  r e p r e s e n t  t h e  l i m i t s  of 

knowledge. However, based on t h e  preceding examples from 

t h e  t e x t  we can c l e a r l y  s t a t e  t h a t  t h e  n a r r a t o r ' s  knowledge 

d e r i v e s  from t h a t  of t h e  main c h a r a c t e r .  Due t o  Andesmas' 

l o c a t i o n  i n  t ime and space t h a t  knowledge i s  a l s o  ve ry  

l i m i t e d .  H i s  knowledge i n  t h e  p r e s e n t  i s  r e s t r i c t e d  t o  per- 

c e p t i o n ,  and i n  t h e  non-present,  t o  memory and fan tasy .  

I n  a d e t e c t i v e - l i k e  manner, t h e  r e a d e r  i s  f o r c e d  t o  a t t e n d  

t o  eve ry  d e t a i l  i n  an a t tempt  t o  c o n s t i t u t e  t h e  n a r r a t i v e  

world. 

Eventhough ~ a l 6 r i - e  Andesmas is  o u t s i d e  t h e  

sequence of primary e v e n t s ,  s h e  i s  omnipresent i n  t h e  t e x t .  

She i s  i d e n t i f i e d  f r e q u e n t l y  and i n  va r ious  manners bu t  t h e  



- 

'!'O 
sources  of those i d e n t i f i c a t i o n s  a r e  l i m i t e d  t o  Andesmas 

an4 t h e  wife  of Micl-~el Arc. AS w i t h  '1. Andes nas , the i d e ~ ~ t i -  

I i c a t i o n s  of ~ a l 6 r i e  a r e  s o  numerous t h a t  we w i l l  o f f e r  only  

t h e  most cons tan t  f e a t u r e s .  We w i l l  c o n s i d e r  Andesrnas' 

p e r s p e c t i v e  first. 

I n  o u r  obse rva t ions  i n  p a r t  one we mentioned 

t h e  j u x t a p o s i t i o n  of r e f e r e n c e  t o  ~ a l h r i e  wi th  occurrences  

of t h e  musical r e f r a i n .  I n  t h e  t e x t  as a whole t h i s  i d e n t i -  

f i c a t i o n  of ~ a l i r i e  i n  terms of music i s  ve ry  common. She i s  

p resen ted  n o t  only  as s i n k i n g  t h e  popular  love  song (ex .  22, 

23 and 24) ,  but  a s  dancing as w e l l :  - 
llParf o i s  , l e s  t r o u v a ~ t  t r o p  longs ,  
s ' i m p a t i e n t a n t ,  V a l e r i e  danse dans 
l e s  longs  c o u l o i r s A d e  l a  maison, l a  
p l u p a r t  du temps meme, s e  s o u v i e n t  
M .  Andesmas, excep$ion f a i t c  d e s  heyres  
de s i e s t e  de  son  pe re ,  l u i . , L e  rnarte- 
lement des  p i e d s  nus de V a l e r i e  q u i  
danse dans l e s  c o u l o i r s ,  il l ' e c o u t e  
chaque f o i s ,  e t  chaque f o i s  il c r o i t  
que c ' e s t  son coeur  q u i  s ' a i ' f o i e  e t  
q u i  s e  meurt. t1 

Reference t o  v a l 6 r i e t s  bare  f e e t  i s  i n d i c a t i v e  

of a n o t h e r  commqn i d e n t i f i c a t i o n a l  p a t t e r n  i n  which a s p e c t s  

of v a l k r i e  s p h y s i c a l  appearence a r e  emphasized. These 

a s p e c t s  a r e  ve ry  l i m i t e d ,  however; t h e r e  i s  no g e n e r a l  

d e s c r i p t i o n  of h e r  i n  t h e  t e x t  and, l i k e  Andesmas, h e r  f a c e  

i s  n e v e r  i d e n t i f i e d .  It is only  h e r  h a i r  and t h e  way she  

walks t h a t  a r e  d e t a i l e d :  

(118) "Ah! que l a  b londeur  de  ~ a l 6 r i . e  coure 
l e  monde, que l e  monde e n t i e r  s e  t e r -  
n i s s e ,  s i  bon l u i  semble, devant  t a n t  
de blondeur .  . . (39) 

A f t e r  t h i n k i n g  about  t h e  p lans  f o r  t h e  t e r r a c e ,  

Andesmas r e f l e c t s  : 



(119) "(&and e l l e  s o ~ t  du sommeil, v a l k r i e ,  
e l l e  e s t  s i  d e c o i f f e e  que s e s  cheveux 
blond? l u i  tombent s u r  l e s  yeux. Ge 
s e r a  a t r a v e r s  l e s  rapures  de s e s  che- 
veux blonde q u t e l ) e  d e c o u v r i r a ,  de sa 
t e r r a s s e ,  a son r e v e i l ,  l a  mer, c e t t e  
e n f a n t  de M .  Andesmas." (61)  

It i s  d u r i n g  t h e  d ia logue  w i t h  t h e  wife of 

Michel Arc t h a t  t h e  r e f e r e n c e  t o  v a 1 6 r i e t s  blondness  becomes 

even more pronounced. Mme Arc d e s c r i b e s  t o  M .  Andesmas t h e  

f i r s t  t ime she saw ~ a l & r i e :  

'120) "Tant de b londeur ,  me s u i s - j e  d i t ,  
seulement q u ' e l l e  d o i t  e t r e  b e l l e . "  (89) 

"-Tant de  b londeur ,  t a n t  e t  t p t  de 
b londeur  i n u t i l ~ ,  a i - j ~  pense ,  t a n t  
de blondeur  impec i l e ,  a quoi  $ a  peut  
s e r v i r ?  Sinon a un homme, pour s ' y  
noyer? J e  n t a $  pas t rouve  t o u t  de s u i t e  
q u i  a i m e r a i t  a 19 f o l i e  s e  noyer  dans 
c e t t e  blondeur- la .  I1 mla f a l l u  un an. 
Un an. Une c u r i e u s e  annee. (102)  

When v a 1 6 r i e t s  c r o s s i n g  of t h e  v i l l a g e  square 

is desc r ibed  by t h e  woman, we a l s o  note  r e f e r e n c e  t o  " l a  

sp lendeur  de sa dbmarche, dans l a  lumigre de  l a  p lace  du 

v i l l a g e " .  (87) 

A f i n a l  f e a t u r e  which r e c u r s  i n  t h e  i d e n t i f i c a t i o n  

of V a l e r i e  has  t o  do wi th  possess ion .  v a l b r i e  i s  presented  

i n  t h e  t e x t  as' be ing  obsessed wi th  t h e  a c q u i s i t i o n  of what 

s h e  s e e s  around h e r .  Her d e s i r e s  f o r  l a n d ,  t h e  house and 

t h e  pond seem conse rva t ive  compared t o  Andesmast s t a t ement  ' 

of h e r  u l t i m a t e  goa l :  

(121) " ~ a l 6 r i e  veu t  t o u t  l e  v i l l a g e .  (86) 

This  d e t a i l  compares wi th  t h e  woman's i d e n t i f i -  

c a t i o n  of val6ri.e i n  terms of h e r  gourmandise: 

(122) "-Avec des  bonbons! con t inua- t - e l l e .  
E l l e  ne r e g a r d 9 i t  personne , personne , 
con t ra i r ement  a c e  q u ' e l l e  d i t ,  mais 



seulement l e h p a q u e t  de bonbons! 
Un p e t i t  a r r e t !  E l l e  ouvre l e  paquet 
e t  prend un bonbon, ne pouvant a t t e n -  
d r e  davantage . " (108) 

(123) "Blonde. Des c h e y e u ~  dans l e s  yeux, 
t o u j o u r s .  Occupee a  s u c e r  ce  bonbon, 
r ega rdan t  l e s  a u t r e s  bonbons, r e g r e t -  
t a n t  de  ne pas  l e s  a v o i r  t o u s  a l a  f o i s  
dans l a  bouche." (123) 

The c o n t r a s t  between t h e  greedy preoccupat ion 

wi th  t h e  candy and h e r  wish t o  possess  t h e  v i l l a g e  marks a 

s t r i k i n g  t r a n s i t i o n  from c h i l d  t o  woman. 

~ a l b r i e  is i d e n t i f i e d  by d e t a i l s  of song and 

dance,  h e r  s e n s u a l  b londness ,  and h e r  d e s i r e  t o  possess .  

Whereas a kind of v i s u a l  o b j e c t i v i t y  c h a r a c t e r i z e d  t h e  

i d e n t i f i c a t i o n  of t h e  primary p a r t i c i p a n t s ,  ~ a l k r i e  i s  

i d e n t i f i e d  v i a  t h e  s u b j e c t i v e  exper ience  of Andesmas and t h e  I 

I 

wife of Michel Arc. v a l & r i e l s  b lack  c a r ,  whose movements , 
I 

can be observed from t h e  h i l l ,  o f f e r s ,  metonymically, t h e  

only  r e c u r r e n t  o b j e c t i v e  i d e n t i f i c a t i o n s  of M. Andesmas' 

daughter .  

The i d e n t i f i c a t i o n  of Michel Arc i n  t h e  t e x t  

i.s both p e r s i s t e n t  and h i g h l y  l i m i t e d .  Although he i s  

f r e q u e n t l y  i d e n t i f i e d ,  d i r e c t l y  o r  a n a p h o r i c a l l y ,  i n  t h e  

thoughts  of Andesmas as i n :  

(124) "-Get homme, comme il e s t  malhonnGte, 
con t inue- t - i l . "  (39) 

d e s c r i p t i v e  r e fe rence  t o  Michel Arc is  nonex i s t en t .  Andesrnas' 

i d e n t i f i c a t i o n  is more e v a l u a t i v e  t h a n  d e s c r i p t i v e  and it 

compares s i m i l a r l y  t o  a r e f e r e n c e  made by Mme Arc; 

(125) "-Mais Michel Arc e s t  un homme admirable ,  
d i t - e l l e .  (117)  

So l i t t l e  i d e n t i f i c a t i o n a l  informat ion  is provided 
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co11tradictorg e v a l u a t i o n s ,  such a s  those  i n  t h e  examples 

above, s e r v e  only t o  extend t h a t  ignorance.  
* / 

It i s  t h e  daugh te r  of Michel Arc who provides  

t h e  most s i g n i f i c a n t  i d e n t i f i c a t i o n  of t h e  en t repreneur .  

When t h e  g i r l  l e a v e s  f o r  t h e  pond Andesmas c a l l s  a f t e r  h e r :  

(126) '-Et qu tes t - ce  q u l i l  f a i t  t o n  pGre? 
demande-t-il. 
A lo r s  q u t e l l e  aA&t& jusque-1; d  'une 
contenance degoutee ,  mais respec tueuse ,  
devant  t a n t  de v i e i l l e s s e ,  e l l e  d e v i e n t  
insolen$e .  Un c r i  a g r i v e  , p e q a n t  , 
exaspere ,  de  l a  f o r e t .  
-11 danse." (33-34) 

H i s  dancing is t h e  only  e x p l i c i t  a c t i o n  asso-  

who have been i d e n t i f i e d  i n  terms of t h e  dance. Th i s  sha red  I 

I1 i d . e n t i f i c a t i o n a 1  f e a t u r e  g i v e s  r i s e  t o  t h e  i m p l i c a t i o n  t h a t  ,, 
1 ,  

~ a l 6 r i . e  and Michel Arc a r e  t o g e t h e r  dancing on t h e  v i l l a g e  

square .  It i s  impor tant  t o  no te  t h a t  t h i s  f a c t ,  which could 

be cons idered  t h e  p i v o t a l  f a c t  of t h e  e n t i r e  n a r r a t i v e ,  

is  on ly  i n d i r e c t l y  i d e n t i f i e d .  The combination of t h e  

r e l a t i v e  n o n - i d e n t i f i c a t i o n  of Michel Arc and h i s  a c t i o n s  

r e f l e c t s  no t  only  h i s  r o l e  as an unknown, almost  phantom-like 

c h a r a c t e r  i n  t h e  s t o r y ,  bu t  a l s o  sugges t s  Andesmast unwi l l ing-  

n e s s  t o  accept  t h e  e n t r e p r e n e u r ' s  impact on h i s  l i f e .  

P a r t i c i p a n t s  i n  Andesmas a r e  i d e n t i f i e d  i n  v a r i o u s  

ways. The dog, t h e  g i r l  and t h e  woman, d e s p i t e  d e t a i l e d  

d e s c r i p t i o n ,  a l l  remain nameless throughout t h e  t e x t .  These 

t h r e e  primary p a r t i c i p a n t s  a r e  a l s o  i d e n t i f i e d  i n  l i n g u i s -  

t i c a l l y  similar ways which a c t  t o  n e u t r a l i z e  t h e i r  i n d i -  

v i d u a l i t y .  Although e x t e r n a l  p h y s i c a l  d e s c r i p t i o n  predominates ,  
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each i s  a l s o  i d e n t i f i e d  i n  a wag t h a t  sugges t s  a hidden 

exper ience  t h a t  ressembles  t h e  i n t e r n a l  s u f f e r i n c  of 

Andesmas h imse l f ,  

M. Andesmas is  i d e n t i f i e d  e x t e r n a l l y  i n  terms 

of i n a c t i v i t y  and mass. H i s  i n t e r n a l  i d e n t i f i c a t i o n  

d e r i v e s  from a l i n g u i s t i c  r e p r e s e n t a t i o n  of s u b J e c t i v e  

thought  which is made up p r i m a r i l y  of images of h i s  daugh te r ,  

~ a l h r i e ,  mingled w i t h  thoughts  shaped by p h y s i c a l  percep- 

t i o n .  ~ a l & r i e  is  i d e n t i f i e d ,  v i a  t h e  s u b j e c t i v e  conscious- 

ness  of Andesmas and,  t o  a l e s s e r  e x t e n t ,  t h a t  of t h e  wife  

of Michel Arc. Her i d e n t i f i c a t i o n  is  c h a r a c t e r i z e d  by grace- 

f u l  movement, s e n s u a l  beauty and possess ion .  Michel Arc 

d i f f e r s  from t h e  o t h e r  p a r t i c i p a n t s  by h i s  l a c k  of d e s c r i p -  

t i v e  i d e n t i f i c a t i o n ,  d e s p i t e  h i s  r o l e '  as t h e  o v e r t  o b j e c t  
I i 
11, 

of a t t e n t e .  f l  

'ill 

S e t t i n a  and i t s  l i n g u i s t i c  i d e n t i f i c a t i o n  

S e t t i n g  i s  b a s i c a l l y  concerned with t h e  where 

and t h e  when of a c t i o n s  o r  even t s .  The i n t e r r e l a t i o n s h i p s  

of s p a c i a l  and temporal s e t t i n g  have preoccupied n a r r a t i v e  

a r t i s t s  f o r  thousands of y e a r s ,  and t h e  imaginat ive  manipu- 

l a t i o n  of t h e  v a r i a b l e s  of t ime and space has  become a 

c e n t r a l  preoccupat ion of 20th cen tu ry  f i c t i o n .  There have 

been numerous a r t i c l e s  and even e n t i r e  books devoted t o  t h e  

e x p l o r a t i o n  of t h e s e  f a c t s  i n  t h e  modern novel .  4 

I n  Andesmas, s p a c i a l  and temporal s e t t i n g  a r e  

i n  unique r e l a t i o n s h i p  t o  one ano the r .  Both a r e  ve ry  

r e s t r i c t e d  a t  t h e  l e v e l  of primary e v e n t s ,  bu t  s p a c i a l  s e t t i n g ,  
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i n  p a r t i c u l a r ,  is completely s t a t i c .  Andesmas never  changes 

h i s  p o s i t i o n  d u r i n g  t h e  e n t i r e  r i c i t  and t h e  n a r r a t o r  s h a r e s  

a t  a l l  t imes  t h e  s p a c i a l  p e r s p e c t i v e  of t h e  main c h a r a c t e r .  

Fixed p e r s p e c t i v e  r a d i c a l l y  reduces t h e  p h y s i c a l  environment 

while  a t  t h e  same t ime i n c r e a s i n g  t h e  presence of i t s  v a r i o u s  

elements .  The fo l lowing  map r e p r e s e n t s  t h e  d i s p o s i t i o n  of 

major e lements  i n  t h e  s p a c i a l  s e t t i n g .  

LA MER 

LA PLACE 

FFRE 

ANDESMAS 

LA FORET 



Temporal s e t t i n g ,  as we have no ted ,  is of 

c e n t r a l  importance t o  t h i s  t e x t .  We have a l r e a d y  r e f e r r e d  

t o  i t  i n  our  d i s t i n c t i o n  between primary and secondary 

even t s .  The e s s e n t i a l  t imespan is s p e c i f i c a l l y  marked i n  

t h e  n a r r a t i v e  through i d e n t i f i c a t i o n s  of Andesmas consu l t -  

i n g  h i s  watch. These occur  a t  t h e  beginning and t h e  end of 

t h e  t e x t .  It is  f o u r  o ' c l o c k  i n  t h e  e a r l y  r e f e r e n c e  (p .  13)  

and s i x - t e n  towards t h e  end ( p .  99). If we c o n s i d e r  two o t h e r  

d e t a i l s ,  i . e .  t h a t  t h e  meeting wi th  Michel Arc was t o  t a k e  

p l a c e  a t  t h r e e - f o r t y - f i v e ,  and t h a t  s e v e r a l  pages of d ia logue  

fo l low t h e  l a s t  t ime i n d i c a t i o n ,  we may e s t i m a t e  t h a t  
#' 

M .  Andesmas w a i t s  approximately two and one h a l f  hours f o r  

t h e  a r r i v a l  of Michel Arc. 

Returning t o  s p a c i a l  s e t t i n g ,  we no te  t h a t  

Andesmas appears  i n  t h e  middle of our  map of s p a c i a l  elemenbs. I 

The major oppos i t ion  e s t a b l i s h e d  f o r  s p a c i a l  s e t t i n g  i s  

between l e  gouf f re  and l a  f o r g t .  Both a r e  i d e n t i f i e d  s o  

f r e q u e n t l y  t h a t  we w i l l  no t  g i v e  a l l  t h e  examples. 

I d e n t i f i c a t i o n  t h e  f o r e s t  occ.urs t h e  second 

sen tence  of t h e  t e x t  (ex .  1 )  and o f t e n  reappears  throughout  

t h e  e a r l y  pages: 

(127) ItLa f o r $ t  &tait & p a i s s e ,  sauvage. Ses  
c l a i r i e r e s  e t a i e n t  r a r e s .  " (13)  

(128) " A u t ~ u r  d ' e l l e  ( l a  m a i s p ) ,  voyez, l a  
f ~ r e t , ~ r i e n  que l a  f o r e t .  P a r t o u t ,  
l a  f o r e t . "  ( 1 6 )  

(129) ItAutour de M. Andesmas l a  forGt s e  
d r e s s e  immobile, a u t o u r  de l a  maison 
a u s s i ,  s u r  t o u t e  l a  c o l l i n e  auss i . I t  (19)  
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The t h i c k n e s s  of t h e  f o r e s t  is  reemphasized 

j i n  Andesmas' thoughts :  

(133) "Un jour  il f a u d r a  2 b a t t r e  b i c n  des  
a r b r e s  de c g t t e  f o r e t ,  a r r a c h e r  des  
g u i s s o n s ,  d e v a s t e r  une p a r t i e  de c e t t e  
e p a i s s e u r  informe,  a f i n  que 1 'air s ' y 
engouf f  r e ,  l i b f e  , p a r  des  c l a i r i e r e s  
igmenses, e t  derange e n f i n  c e t  e n t r e -  
melement monumental. ( 51) 

I n  o p p o s i t i o n  t o  t h e  t h i c k  mass of t r e e s  

sur rounding Andesmas is t h e  a i r y  space sur rounding t h e  
A 

v i l l a g e  which he observes  from t h e  h i l l ,  "ce meme espace 

vide-illurnin; que t r a v e r s a i e n t  p a r f o i s  des  compagnies d ' o i -  

seauxu .  (10) Th i s  space a l s o  comes t o  be a s s o c i a t e d  w i t h  

t h e  dance: " 
(131) " E l l e  ( l a  f i l l e )  montra l e  g o u f f r e  06 

s e  p a s s a i t  l e  b a l . "  (50) 

(132) "Des ~ r i s  de p l a i s i r  mont&rent de l a  
v a l l e e .  E t  p u i s  une danse l e p  recou- 
v r i t *  Ce f u t  une v a l s e  chantee ."  (58) 

The f o r e s t  is  i d e n t i f i e d  i n  terms of c l o s u r e  

and entrapment : 

(133) "Comment f a i r e  autremen; q u t a t t e n d r e ?  
At tendre  l ' a u g o  de Va le r i e .  I1 r i g o l g .  
I1 e s t  enferme dans l a  f o r 2 t  p a r  Va le r i e  -- 
son e n f a n t . "  (60) 

whereas t h e  aouff  r e  i s  i d e n t i f i e d  i n  terms of movement and 

freedom: 

(134) "Des bandes d ' o i s e a u x ,  de p l u s  en p l u s  
mombreuses, s ' echappent  de l a  c o l l i n e  
e t  t o u r n e n t ,  f o l l e s ,  dans l e  s o l e i l  du 
vide. ' '  (96) 

It i s  almost  as i f  t h e  b i r d s  have become t h e  

dancers  whom M .  Andesmas cannot  d i s t i n g u i s h  i n  t h e  v i l l a g e  

square  below, where t h e  dance con t inues  wi th  "son irr6sis- 

t i b l e  urgence,  son e x i s t e n c e  p a r a l l G l e  sa f i n " .  (22) 
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S p a c i a l  s e t t i n g  and, i n  p a r t i c u l a r ,  t h e  

combination of l a  f o r e t  and l e  gouf f re  w i t h  t h e i r  r e s p e c t i v e  

p h y s i c a l  and non-physical  a s s o c i a t i o n s ,  i d e n t i f y  t h e  two 

d i s t i n c t  environments of a t t e n t e  and non-at tente .  

S p a c i a l  s e t t i n g  performs ano the r  important  

f u n c t i o n  i n  t h e  t e x t ,  however. We note  t h e  fo l lowing  examples 

r ega rd ing  t h e  f o r e s t  : 

(135) "Une s i r i e  de craguements tr$s b r e f s ,  
s e c s ,  l l e n v i r o n n e r e n t A t o u t  a coyp: Du 
v e n t  passa  s u r  l a  f o r e t .  -Eh, d e j ? , ,  
prononqa t o u t  h a u t  M .  Andesmas . De ja. . . 
M. Andesmas ne f i t  pas encore l e  g e s t e  
de r e g g r d e r  sa montre. Le ven t  ce.ssa. 
La f o r e t  r e p r i t  sa ,pose s i l e n c i e u s e  s u r  
l a  montagne. Ce n l e t a i t  pas l e  s o i r ,  
mais seulement un ven t  de h a s a r d ,  pas 

,4 encore c e l u i  du so i r . I1  (20-21) 

Here t h e  f o r e s t  i s  a s s o c i a t e d  wi th  r e f e r e n c e s  

t o  t h e  passage of t ime.  Th i s  a s s o c i a t i o n  con t inues  throughout  
I 

t h e  t e x t  a l though one t a l l  beech t r e e  behind Andesmas becomes Ill 

t h e  major i d e n t i f i c a t i o n a l  focus .  The movement of t h e  sun 

causes  t h e  shadow of t h e  beech t r e e  t o  move a c r o s s  t h e  

s p a c i a l  s e t t i n g ,  n o t  u n l i k e  t h e  movement of an enormous 

sund i a l  : 

(136) I1L'ombre du h g t r e  s e  d i r i g e a i t  v e r s  e l l e .  
E t  a l o r s  qu: i l s  s e  t a i s a i e n t  t o u s  deux 
e t  q u ' e l l e  e t a i t  t o u j o u r s  dans l a  sc ru -  
t a t i o n  r i g i d e  e t  f a s c i n e e  de l a  p lace  
du v i l l a g e ,  M. Andesgas, l u i ,  v o y a i t  
que c e t t e  ambre du p e t r e  a l l a i t  v e r s  
e l l e  , dans une apprehension g r a n d i s s a n t e  . I' 

( 79)  

The changing l i g h t  i n  t h e  g o u f f r e  marks t ime 

i n .  a similar way: 

(137) "I1 s e  l g v e ,  f a i t  t r o i s  pas gn d i r e p t i o n  
du gouf Pre p l e  i n  d ' une lumiere de ja 
j a u n i s s a n t e  . . . (34) 
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Towards t h e  end of t h e  t e x t  the l i g h t  and 

shadow s t a r t  t o  merge: 

(138) "L'ombre a v a i t  maintenant $ag& t o u t e  
l a  plate-forme. C ' e t a i t  Geja cel- le  de  
l a  c o l l i n e .  Ltombre dy h e t r e  e t  c e l l e  
d e , l a  m a i s o n , , e l l e s ,  e t a i e n t  t o u t  en- 
t i e r e s  bgsculees  dans l e  g o u f f r e .  

La v a l l e e ,  l e  v i l l a g e ,  l a  m e r , , l e s  
champs s o n t  encore dans La lumiere."  (96) 

I n  t h e  l a s t  sentence  of t h e  t e x t ,  as l t a t t e n t e  

is  carning t o  an end, t h e  s u s t a i n e d  c o n t r a s t  i n  s p a c i a l  

s e t t i n g  is f i n a l l y  n e u t r a l i z e d :  

(139) I1Elle p a r l a  cependant ,  sa main s u r  l a  
s i e n n ? ,  l a  secouant  ou l a  c a r e s s a n t  
t o u r  a t o u r ,  pencant l e s  quelques 
p i n u t e s  q u i  r e s t e r e n t  avant  1 ' a r r i v & e  
e b l o u i e  des  a u t r e e  devant he ,gouff re  
r c p p l i  $itune lumiere uniformement 
deco lo ree .  l1 (128)  

The preceding  examples have a l l  had t o  do wi th  

t h e  v i s u a l  apprehension of s e t t i n g .  When one cons ide r s  t h e  
I1 

d e t a i l s  observed i n  t h e  i d e n t i f i c a t i o n  of e v e n t s  and par- 

t i c i p a n t s ,  it i s  n o t  s u r p r i z i n g  t o  d i s c o v e r  t h a t  the a u d i t o r y  

apprehension of s e t t i n g  i s  a l s o  v e r y  ev iden t .  Outside of 

t h e  sound of t h e  wind i n  t h e  f o r e s t ,  which we have a l r e a d y  

mentioned, t h e  major  i d e n t i f i c a t i o n  of s e t t i n g  i n  terms of 

sound i s  t h e  music and. v o i c e s  t h a t  r i s e  from t h e  dance on 

t h e  square .  The love  song r e f r a i n ,  which h a s  a l r e a d y  been 

a s s o c i a t e d  w i t h  ~ a l & r i e  Andesmas, a l s o  i d e n t i f i e s  l e  bal:. 

I n  t h i s  way, v a l & r i e l s  presence can be c o n t i n u a l l y  sugges ted  

through s e t t i n g ,  wi thou t  t h e  need f o r  h e r  d i r e c t  i d e n t i f i c a -  

t i o n .  Th i s  a s s o c i a t i o n  is s e t  up e a r l y  i n  t h e  t e x t :  

(140) " L ' a i r ,  r e p r i s  p a r  un pick-up, s ' & l e v a  
de l a  P lace  central-e .  $1 empl i t  l e  v ide .  
C e l u i  que c h a n t a i t  Va le r i e  depu i s  quelque 
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temps, c e l u i  q u ' i l  1- ' e n t e n d a i t  cl~ant-era 
l o r s q u ' e l l e  p a s s a i t  l e s  coyloi-rs  de 
l e u r  na i son ,  l e s  c o u l o i r s  etaxit t r o p  
l o n g s ,  d i s a i t - e l l e ,  e t  e l l e  s ' y  ennuyant,  
l e s  passan t .  (31)  

The f a c t  t h a t  t h e  music r epea ted ly  s tar ts  and 

s t o p s  e s t a b l i s h e s  an a u d i t o r y  rhythm i n  t h e  s e t t i n g :  

(141) "Toutes l e s  v i n g t  minutes ,  approximative- 
ment, l ' a i r  r e v i e n t  avec une f o r c e  p l u s  
grange, ravageuFe, aqcrue encore p a r  
sa r e p e t i t i o n  r e g u l i e r e .  Alo r s ,  l a  p lace  
danse , danse , danse , t o u t  e n t i e r e .  (24) 

J u s t  as t h e  changes i n  l i g h t  and shadow 

mark d u r a t i o n  t o  t h e  eye ,  t h e  sounds of t h e  wind and t h e  

musical  r e f r a i n  become temporal  i n d i c a t o r s  f o r  t h e  e a r .  

.-c To summarize, we have noted t h a t  s e t t i n g  i n  

Andesmas i s  p r i n c i p a l l y  i d e n t i f i e d  i n  s p a c i a l  terms and 

t h a t  s p a c i a l  p e r s p e c t i v e  is s t a t i c .  However, through 

c o n s i s t e n t  r e f e r e n c e  t o  g radua l  change i n  t h a t  environment,  

temporal  d u r a t i o n  i s  c o n t i n u a l l y  emphasized. We f u r t h e r  

n o t e  t h a t  t h e  l i n g u i s t i c a l l y  s t r e s s e d  c o n t r a s t  between 

l a  f o r $ t  and l e  g o u f f r e  a c t s  as an echoing reminder of t h e  

a l i e n a t i o n  exper ienced by t h e  main p a r t i c i p a n t .  



Summary: e v e n t s ,  p a r t i c i p a n t s  ane s e t t i n g  

Our o b s e r v a t i o n  of the  t e x t  from t h e  onomasio- 

l o g i c a l  p o s i t i o n  involved recogn iz ing  a  base of semantic  

( n a r r a t i v e )  c a t e g o r i e s  which se rved  t o  d i s t i n g u i s h  types  

of informat ion  i n  t h e  d i s c o u r s e .  The v a r i o u s  ways i n  which 

t h e s e  t h r e e  primary t y p e s  of informat ion  a r e  i d e n t i f i e d  

l i n g u i s t i c a l l y  i n  t h e  t e x t  as a whole, might i n c l u d e  t h e  

fo l lowing:  

Events  

Primary e v e n t s  i n  t h e  3ex t  a r e  b a s i c a l l y  made 
4 

up of i d e n t i f i c a t i o n s  of p e r c e p t i o n  ( s e e i n g  & h e a r i n g ) ,  

b o d i l y  movement, and speech (monologue & d i a l o g u e ) .  Those 

e v e n t s  a r e  c h a r a c t e r i z e d  by r e p e t i t i o n  and un i fo rmi ty  of 

i d e n t i f i c a t i o n .  Secondary e v e n t s ,  embedded i n  primary e v e n t s ,  I 

a r e  d e s c r i b e d  as a complex network of r e f e r e n c e s  s e r v i n g ,  

i n d i r e c t l y ,  as a b a s i s  f o r  a s s i g n i n g  meaning t o  the  

exper ience  of a t t e n t e .  

P a r t i c i p a n t s  

Uniformity i n  t h e  i d e n t i f i c a t i o n  of l e  c h i e n ,  

l a  f i l l e ,  and l a  femme is s o  pronounced as t o  almost  deny 

i n d i v i d u a l i t y .  Although p h y s i c a l  d e s c r i p t i o n  is emphasized, 

a h idden i n n e r  r e a l i t y  is  a s s o c i a t e d  wi th  a l l  t h l e e .  

Andesmas' e x t e r n a l  i d e n t i f i c a t i o n  i n  terms of inanimate 

mass c o n t r a s t s  wi th  t h e  i d e n t i f i c a t i o n  of h i s  thought  which 

is dominated by s e n s u a l  images of h i s  daughter ,  ~ a l 6 r i e .  

Michel Arc,  t h e  o b j e c t  of t h e  w a i t i n g ,  s t a n d s  ou t  due t o  

h i s  r e l a t i v e  n o n - i d e n t i f i c a t i o n  whose major excep t ion  



( " i l  danse")  i n d i r e c t l y  i d e n t i f i e s  t h e  reason f o r  a t t e n t e .  

S e t  -l; ing 

The i d e n t i f i c a t i o n  of s e t t i n g  r e v e a l s  a dual  

focus.  On t h e  one hand, s p a c i a l  s e t t i n g  is  observed as 

an o b j e c t i v e  c o r r e l a t i v e  f o r  t h e  a l i e n a t i o n  of  Andesmas, 

and on t h e  o t h e r ,  as a means of i n d i r e c t l y  i d e n t i f y i n g  

t h e  passage of t ime.  



FOOTNOTES TO PART TWO 

1. It i s  worth n o t i n g  t h a t  a t t e n t e  i s  a r e c u r r e n t  theme 
i n  modern l i t e r a t u r e  and one w i t h  d e f i n i t e  p h i l o s o p h i c a l  
r o o t s .  Duras, h e r s e l f  a d ~ i t s ,  " J ' a i  vecu dans l e  b a i n  
e x i s t e n t i e l .  J ' a i  r e s p i r e  I f a i r  de c e t t e  ph i losoph ie . "  
( I n t e r v i e w :  Par is -Theat re :  #178). 

' ~ h i s  t y p e  of informat ion  was m o ~ t  o f t e n  p resen ted  by t h e  
n a r r a t o r  i n  t h e  1 9 t h  c e n t u r y  nove l ,  a l though f l a shback  i s  
a n o t h e r ,  ve ry  a n c i e n t ,  technique  f o r  i n t r o d u c i n g  background 
informat ion .  

 he comparison of n a r r a t i v e  viewpoint  with t h e  cinemato- 
g r a p h i c  camara eye h a s  become extremely common i n  d i s c u s s i o n  

" of modern f i c t i o n .  A r t i c l e s  and even e n t i r e  books, such as,  
Alan S p i e g e l ' s  P i c t i o n  and t h e  Carnara Eye: Visua l  Consciousness 
i n  Film and t h e  Modern Novel. have been devoted t o  s tudy ing  
t h e  v a r i o u s  r e l a t i o n s h i p s  between t h e  two media. We recognize ,  
as w e l l ,  t h a t    argue rite Duras i s  a n o v e l i s t  a l s o  a c t i v e l y  
involved i n  cinema. These f a c t s  a r e  both  i n t e r e s t i n g  and 
s i g n i f i c a n t ,  however, t h e i r  d i s c u s s i o n  would l e a d  u s  f a r  
o u t s i d e  t h e  g o a l s  of o u r  a n a l y s i s .  

''we n o t e ,  f o r  example, Sharon S p e n c e r ' s  Space,  Time and 
S t r u c t u r e  i n  t h e  Modern Novel. Michel ~ u k o r  i s  ano the r  French 
n o v e l i s t  preoccupied wi th  t h e  r e l a t i o n s h i p s  between time and 
space .  I n  f a c t ,  i t  h a s  been s a i d  t h a t  t hose  r e l a t i o n s h i p s  
a r e  the primary focus  of h i s  work. 



I n  t h e  f i rst  p a r t  of o u r  i n v e s t i g a t i o n  we focused 

on a s p e c t s  of l i n g u i s t i c  form i n  o r d e r  t o  r e v e a l  p o s s i b l e  

p a t t e r n s  of c o n t r o l  i n  t h e  d i s c o u r s e .  We r e c a l l  t h a t  t h e  re-  

s u l t s  inc luded t h e  fo l lowing:  

- A d e s c r i p t i v e  b i a s  towards t h e  r ender ing  of 

observable  p h y s i c a l  r e a l i t y  emphasized by t h e  

use  of t h e  d e f i n i t e  a r t i c l e  and demonst ra t ive  

a d j e c t i v e s  as w e l l  as sequences of ve rbs  and. 

m o d i f i e r s  a c c e n t u a t i n g  t h e  p h y s i c a l  q u a l i t i e s  of 

bo th  environment and p a r t i c i p a n t s .  

- P a t t e r n s  of r e p e t i t i o n  i n  t h e  use  o f :  

a) n e g a t i v e s  
i n t e r r o g a t i v e s  
v e r b a l  forms 

d )  noun modi f i e r s  
e )  t h e  love  song r e f r a i n  

- Ambiguit ies  of p e r s p e c t i v e  e s t a b l i s h e d  between 

an e x t e r n a l  n a r r a t o r  and t h e  main c h a r a c t e r  of 

Andesmas . 

I f  we compare t h e s e  obse rva t ions  w i t h  those  pa t -  

t e r n s  of l i n g u i s t i c  i d e n t i f i c a t i o n  summarized a t  t h e  end of 

p a r t  two we note  no p a r t i c u l a r  c o n t r a d i c t i o n s .  However,there 

i s  a d e f i n i t e  change i n  emphasis. Whereas t h e  d e t a i l s  of 

l i n g u i s t i c  form revea led  a f r e q u e n t  ambiguous t e n s i o n  be- 

tween t h e  e x t e r n a l  n a r r a t o r  and t h e  pe r sona l  p o i n t  of view 

of t h e  main c h a r a c t e r ,  t h e  second p a r t  d i sp layed  a  much 



This  was seen  i n  a  v a r i e t y  of ways. Por example, un i fo rmi ty  

of i d e n t i f i c a t i o n ,  s o  f r e q u e n t l y  noted i n  t h e  p r e s e n t a t i o n  

of e v e n t s  and p a r t i c i p a n t s ,  seems t o  t r a n s l a t e  no t  only  

Andesmas' r a t h e r  i n d i f f e r e n t  a t t i t u d e  towards h i s  companions in 

a t t e n t e ,  bu t  a l s o  manages t o  t r a n s m i t  t o  t h e  r e a d e r  t h e  a c t u a l  

monotony of t h e  exper ience .  The i d e n t i f i c a t o n  of t h e  dog, 

t h e  woman and t h e  g i r l  i n  terms of a hidden s u f f e r i n g  only  

reemphasizes t h e  on ly  i n n e r  s u f f e r i n g  d e t a i l e d  i n  t h e  t e x t ,  

k. e .  , t h a t  of Andesmas. 

With t h e  i d e n t i f i c a t i o n  of t h e  ' a b s e n t '  secondary 

p a r t i c i p a n t s ,  t h e  primacy of Andesmas' p e r s p e c t i v e  is  a l s o  

pronounced eventhough t h e  viewpoint  of t h e  wife  of Michel Arc 

i s  g iven  some exposure d u r i n g  d ia logue .  The m a j o r i t y  of 

i d e n t i f i c a t i o n s  of ~ a 1 6 r i e  o r i g i n a t e  i n  t h e  mind of Andesmas 

and t h e  almost t o t a l  absence of r e f e r e n c e  t o  Michel Arc can 

be i n t e r p r e t e d  as r e f l e c t i n g  bo th  Andesmas ' l i m i t e d  knowledge 

of t h e  man as w e l l  a s  a psycho log ica l  r e f u s a l  t o  dwell  on 

t h e  i m p l i c a t i o n s  of h i s  daugh te r  and t h e  e n t r e p r e n e u r  be ing  

t o g e t h e r  on t h e  v i l l a g e  square ,  

F i n a l l y ,  t h e  i d e n t i f i c a t i o n  of s e t t i n g ,  by s t r e s s -  

i n g  a l i e n a t i o n  and t h e  pass ing  of t ime ,  ex tends  Andesmas' 

s u b j e c t i v e  exper ience  t o  t h e  whole of t h e  p h y s i c a l  envi ron-  

ment. 

There i s  no doubt t h a t  when we c o n s i d e r  t h e  r e -  

s u l t s  of t h e  two p a r t s  we a r e  d e a l i n g  w i t h  two d i f f e r e n t  

k inds  of informat ion ,  on t h e  one hand formal and on t h e  



okher, semantic. Fow do they r e l a t e  t o  each other?  How do 

w e  c o r r e l a t e  our observations regarding a f undamental 

epis temological  opposi t ion between the  imaginary conscious- 

ness  of Andesmas and the  more ob jec t ive  imaginary conscious- 

ness  of t h e  n a r r a t o r  with t he  observations of p a r t  two which 

revea l  an overwhelming dominance of Andesmast point  of view? 

What do these  observat ions  t e l l  us  about Marguerite Duras' 

p a r t i c u l a r  way of c r e a t i n g  a n a r r a t i v e  world? 

A poss ib le  key can be found i n  one term which 

reappears con t inua l ly  i n  our  observat ional  summary of p a r t  
* 

two. That word i s  i n d i r e c t .  The i d e n t i f i c a t i o n s  of even ts ,  

p a r t i c i p a n t s  and s e t t i n g  a l l  con t r ibu t e  t o  the  r ep re sen ta t i on  

of a n a r r a t i v e  s i t u a t i o n  which i s  never d i r e c t l y  i d e n t i f i e d ,  

i-. e .  , t h e  imminent love a f f a i r  between Michel Arc and v a l k r i e .  

This kind of oblique i d e n t i f i c a t i o n  i s  evident  even i n  t h e  

p re sen ta t i on  of Andesmas1 i n t e r n a l  s t a t e .  For example, a f t e r  

the daughter  of Michel Arc has  shouted back t h a t  h e r  f a t h e r  

i s  dancing on the  v i l l a g e  square ,  Andesmas i s  i d e n t i f i e d  a s  

calm, almost nonchalant.  r i s e s  from h i s  c h a i r  "pour s e  

d&ourdir  l e s  jambes e t  mieux v o i r  l a  rner.. . 
e t  il ape rco i t  comme il l t a v a i t  pr&vu, J.? long 
des  bancs Ger ts  de l a  place du v i l l a g e , a  l t o ? b r e  
des a r b r e s ,  l ' a u t o  n o i r e  de Valer ie  s ta t ionnee .  
E t  pu is  il r ev i en t  . v e r s  son f a u t e u i l ,  s t y  a s s i e d  
de nouveau, consi&re de nouveau s a  masse, vgtue 

(142) de sombre, e n f o n c ~ e  dang ce f a u t e u i l ,  e t  c t e s t  
a l o r s  q u ' i l  s e  prepare a a t t end re  Michel Arc 
encore, e t ,  de p lus ,  l e  r e t o u r  de l ' e n f a n t ,  r e t p r  
a t tendu,  prevu; c ' e s t  a l o r s ,  pendant c e t  intermede, 
que M .  Andesmas va c o n n d t r e  l e s  a f f r e s  de l a  
mort." (34) 



The s t r o n g  a f f e c t i v e  i m p l i c a t i o n s  of t h e  l a s t  c l a u s e  c o n t r a s t  

wi th  t h e  o b j e c t i v e  i d e n t i f i c a t i o n  of movement and s i g h t .  

Andesmas s e e s  v a l & r i e t s  b lack  c a r ,  t h e  dark-clothed mass of 

h i s  body, and he ' s e e s '  h i s  owm impending d e a t h ,  but  it is  

t h e  r e a d e r  who must form t h e  connect ions ,  draw t h e  conclus ions  

and d e f i n e  t h e  e f f e c t .  Another example of t h e  power of in-  

d i r e c t  i d e n t i f i c a t i o n  can be s e e n  i n  some of t h e  d e t a i l s  of 

a t t e n t e .  For  example, as Andesmas awaits Michel Arc we n o t e  

t h a t  he a l s o  awaits " l e  r e t o u r  de  l t e n f a n t ,  r e t o u r  a t t e n d u ,  

pr&vu.t ' (34)  Based on c o n t e x t u a l  d e t a i l ,  i . e . ,  t h e  f a c t  t h a t  
-.- 

Michel Arc ' s  daugh te r  h a s  t e m p o r a r i l y  l e f t  f o r  t h e  pond, it 

i s  s h e  who i s  d i r e c t l y  i d e n t i f i e d .  However, t h e  r e a d e r  i s  

a l s o  aware t h a t  t h e  same i d e n t i f i c a t i o n  could a l s o  apply t o  

~ a l b r i e .  Even more i n d i r e c t l y  impl ied  i s  t h e  symmetrical  

a t t e n t e  of t h e  two f a t h e r s  f o r  t h e i r  daughters .  None of these 

r e l a t i o n s h i p s  i s  made e x p l i c i t  i n  t h e  t e x t  b u t  r a t h e r  sug- 

g e s t e d  through j u x t a p o s i t i o n  and t h e  over l ap  of i d e n t i f i c a -  

t i o n a l  f e a t u r e s .  T h i s  k ind  of ob l ique  i d e n t i f i c a t i o n ,  which 

we have observed i n  t h e  p r e s e n t a t i o n  of a l l  t h r e e  types  of 

n a r r a t i v e  i n f o r m a t i o n , r e s u l t s  i n  t h e  normal semantic  b a r r i e r s  

between i n d i v i d u a l s ,  a c t i o n s ,  p l a c e s  e t c . . .  be ing  broken down. 

Th i s  f l u i d i t y  of d e n o t a t i o n  a c t s  t h e n  t o  i n c r e a s e  conno ta t ive  - 

p o t e n t i a l .  I n  Andesmas, as i n  o t h e r  express ive  uses  of l an -  

guage, sha red  i d e n t i f i c a t i o n a l  f e a t u r e s  t end  t o  be organized 

e i t h e r  i n  p a r a l l e l  O r  i n  oppos i t ion .  I n  t h e  case  of t h e  

former,  we no te  t h e  mutual ly  s h a r e d  f e a t u r e  of f o r g e t f u l n e s s  : 



Andesmas (due t o  age) 

La f i l l e  (due t o  h e r  mental d i s o r i e n t a t i o n )  

~ a l g r i e  and Michel Arc (due t o  love)  

La femme (due t o  h e r  emotional anguish) 

When shared f e a t u r e s  cover a wide range of elements,  whether 

t h a t  i d e n t i f i c a t i o n  be d i r e c t  o r  i n d i r e c t ,  we seem t o  have 

w h a t  c r i t i c s  r e f e r  t o  as a theme. A s  f o r  semantic opposi t ions  

i n  t h e  t e x t ,  we have a l ready mentioned the  opposi t ion of 

f e a t u r e s  i n  t he  p resen ta t ion  of s e t t i n g ,  and a t  t h a t  time 

pointed out  how correspondances were e s t ab l i shed  between 

Andesmas and the  f o r e s t .  Oppositions a l s o  con t r ibu te  t o  t he  

c r e a t i o n  of themes. Oppositions and pa ra l l e l i sms  can a l s o  

combine t o  form l a r g e r  and more complex semantic correspond- 

dences. For example, we note t h a t  t h e  i d e n t i f i c a t i o n  of 

l e  gouf f re  i n  terms of l a  lumikre and l e s  oiseaux i s  mingled 

with i d e n t i f i c a t i o n s  of ~ a l h r i e  v i a  l a  danse and l a  blondeur. 

These, i n  t u r n ,  a r e  opposed t o  Andesmas and l a  forGt. It seems 

l i k e l y  t h a t  the  r e a d e r ' s  experience of the  t e x t  i s  s t rong ly  

con t ro l l ed  by i d e n t i f i c a t i o n a l  p a t t e r n s  such a s  the  one 

schemat i zed  below: 

LE GOUFFRE VALERIE 
l a  lumi6re l a  blondeus 
l e s  oiseaux -la danse 

4' 4" 
LA W E T  /, pmsms 

1 ombre 4 ) l a  masse 
1 hpaisseur  l a  lourdeur  



It i s  thrdugh these kinds of i d e n t i f i c a t i o n a l  pa t te rns  

r e l a t ionsh ips  t h a t  t e x t u a l  metaphors a re  es tab l i shed .  

89 

and 

Such 

pa t t e rns  a re  character is ti^ of l i t e r a r y  language i n  genera l ,  

but they seem t o  exe r t  a  p a r t i c u l a r l y  s t rong influence i n  

t e x t s  such a s  Andesmas where n a r r a t i v e  i n t e r p r e t a t i o n  is so  

s t r i k i n g l y  lacking. The s impl i c i ty  of na r ra t ive  elements i n  

the  t e x t  and the  l imi ted  lexicon used t o  i d e n t i f y  them can 

a l s o  be viewed a s  e s s e n t i a l  t o  t h e  system of i n d i r e c t  ident-  

i f i c a t i o n  i n  the  t e x t .  Their  gene ra l i t y  opens them up t o  a  

wider range of connotation from the  personal point  of view of 

tPie reader.  

We have seen,  t he re fo re ,  t h a t  a  p a r t i c u l a r  sub- 

j ec t ive  consciousness dominates t h e  t e x t ,  but t h a t  the  r e a d e r ' s  

understanding of t h e  na r ra t ive  i s  determined t o  a  considerable 

degree by semantic r e l a t ionsh ips  which a re ,  f o r  the  most p a r t ,  

only i n d i r e c t l y  i d e n t i f i e d .  The somewhat incestuous tone of 

the  r e l a t ionsh ip  between Andesmas and ~ a l k r i e  is a  s i g n i f i c a n t  

element of the  old  man's tragedy but it i s  the  reader who must 

piece toge ther  the  few d e t a i l s  of Andesmas' l i f e  s ca t t e red  

throughout the  t e x t  i n  order  t o  come up with an explanation. 

We may now ask how t h e  t e x t ' s  emphasis on the  

workings of a  subjec t ive  consciousness r e l a t e s  t o  the  f a c t  

t h a t  Andesmas himself i s  i d e n t i f i e d  i n  terms of ob jec t ive ,  

ex te rna l  scrut iny? We have a l ready  noted, i n  individual  

passages, the  way i n  which t h i r d  person na r ra t ive  reference 

is combined with with the  semantic perspective of an individ- 

ua l  consciousness. Free i n d i r e c t  d iscourse ,  a s  the  t e r n  

suggests ,  i s  another form of i n d i r e c t  i d e n t i f i c a t i o n  where- 



b.-  a  c e r t a i n  psychological d i s tance  is created between the  

reader  and the  imaginary consciousness of a  character .  It 

allows f o r  an object ive  na r ra t ive  perspective without necessi-  

t a t i n g  the  c rea t ion  of an individual ized na r ra to r .  A s  such, 

it is a t r i c k  of l i t e r a r y  language which, l i k e  the  pa t t e rns  

of i n d i r e c t  i d e n t i f i c a t i o n  give the  reader the  impression of 

discovery. 

This accent  on discovery and the  ac t ive  pa r t i c ipa -  

t i o n  of t he  reader i n  the  determination of t he  t e x t ' s  meaning 

is e s s e n t i a l  t o  an understanding of the  t e x t  of Andesmas a s  

w%ll a s  much modern f i c t i o n  i n  general .  I n  our t e x t  the  ex- 

perience of the  main charac te r  is  reported ob jec t ive ly  by the  

na r ra to r .  Even the  thoughts of Andesmas a r e  f requent ly  pre- 

sented a s  i f  they had been ' repor ted '  t o  the  nar ra tor .  The 

lack of i n t e r p r e t i v e  information forces  the  reader  t o  ga the r  

information from o t h e r  sources i n  the  t e x t  i n  order  t o  come 

up with a  global  meaning. The p r inc ip l e  focus f o r  the  reader ,  

a s  we have seen, i s  the  subjec t ive  experience of Andesmas,in- 

cluding h i s  own physical  and emotional l i m i t a t i o n s ,  The 

emphasis we have noted on physical  perception a s  well a s  a  

cons i s t en t  por t raya l  of Andesmas' i n t e r n a l  s t a t e  allow the  

reader  t o  p a r t i c i p a t e  i n  the  search f o r  meaning i n  which the  

main cha rac te r  is  engaged. The formal d e t a i l s  such a s  repe- 

t i t i o n s  and the  use of negatives and in t e r roga t ives  

sub t ly  in t eg ra t e  t h e  subjec t ive  consciousness of Andesmas 

i n t o  t h e  r eade r ' s  process of discovery. 

We have mentioned numerous times t h a t  the  reader  



oJ Andeskas is  forced t o  p a r t i c i p a t e  i n  the  determination of 

bl~e t e x t '  s meaning. However, d e s p i t e  the  f a c t  t h a t  t he re  w i l l .  

be some variance i n  i n t e r p r e t a t i o n  depending on the  personal  o u t -  

look of t he  i nd iv idua l  reader ,  t h e r e  i s  no doubt t h a t  the 

semantic s t r u c t u r e  of Andesmas has  been c l o s e l y  o rches t r a t ed  

by t h e  author.  The t e x t  c a r e f u l l y  guides t he  reader  i n t o  the 

imaginary n a r r a t i v e  world. Having considered t h e  r e s u l t s  of our 

observat ions  i n  p a r t  one and two, it i s  evident  t h a t  t h e  major 

t e x t u a l  con t ro l s  uncovered were those  of a f a i r l y  general  but  

markedly epistemological  nature .  Those p a t t e r n s  of con t ro l  

-could, t he re f  o re ,  be expressed as primary types  of information 

which d i r e c t  t he  r e a d e r ' s  experience of t he  t e x t .  There a r e  fou r  

types  of information which were repeatedly  encountered i n  our 

i n v e s t i g a t i o n  of t h e  t e x t ;  they  a r e  (1) l imi t ed  information,  

( 2 )  r e p e t i t i v e  information,  ( 3 )  ambiguous information,  and 

(4) i n d i r e c t  information. 

Limited information was evident  from the  o u t s e t  

01 our  observations.  It r e s t r i c t s  t h e  reader  t o  the  viewpoint 

of one sub jec t ive  consciousness,i.e.,Andesmas v i a  an imper- 

sonal  na r r a to r .  A l l  o t h e r  p a r t i c i p a n t s  a r e  presented from 

t h e  main c h a r a c t e r ' s  perspect ive .  

Repe t i t ive  in f  onnation con t ro l s  t h e  reader  through 

r ecu r r en t  formal p a t t e r n s  i n  t h e  discourse  which i d e n t i f y  

t h e  movements of sub jec t ive  thought as wel l  a s  t he  monotony 

of t h e  sub jec t ive  experience i t s e l f .  

Ambiguous information i s  c rea ted  by the  r o l e  of 

t h e  n a r r a t o r  who 'observes '  Andesmas ex t e rna l ly .  This ambi- 



- 

-- 
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g u i t y  is re inforced b  t he  technique of f r e e  i n d i r e c t  d-is- 

course wF<ich places  t he  reader  i n  t he  l o g i c a l l y  impossible 

s i t u a t i o n  of experiencing two perspect ives  simultaneously. 

F i n a l l y ,  i n d i r e c t  information,  which we noted 

p r imar i ly  i n  the  s t r u c t u r i n g  of semantic correspondences, 

f o r c e s  t he  reader  t o  forge  semantic re la t ionShips  between 

n a r r a t i v e  elements which, i n  t u r n ,  a c t  t o  expand connotat ion 

and psychological  a s soc i a t i ons .  

These f o u r  types  of t e x t u a l  information a r e  a l l  

i n t e g r a t e d  i n  t h e  discourse  such t h a t  a very powerful n a r r a t i v e  

i s c r e a t e d  which, while p resen t ing  the  simple s t o r y  of an old 

man wai t ing  alone on a  ho t  summer af ternoon,  has a l s o  made 

a q u i t e  eloquent s tatement about man's e x i s t e n t i a l  predica- 

ment, h i s  s t m g g l e s  f o r  love and h i s  i nev i t ab l e  conf ron ta t ion  

with dea th ,  

There is no doubt t h a t  o t h e r  p a t t e r n s  could be 

found i n  the  t e x t  of Andesmas which could be argued a s  equal- 

l y  i n f l u e n t i a l  i n  determining meaning. By at tempting t o  t r e a t  

t h e  t e x t  as a whole c e r t a i n  p o t e n t i a l l y  i n t e r e s t i n g  d e t a i l s  

were s a c r i f i c e d  t o  t h e  l a r g e r  p a t t e r n s  i n  the  t e x t  as whole. 

For example, t h e r e  i s  the  whole a r e a  of subl iminal  sound/ meaning 

r e l a t i o n s h i p s  i n  t h e  t e x t .  Although sound analyses  a r e  u sua l ly  

reserved f o r  poetry ,  t he  modern novel ,  which many have de- 

s c r ibed  as having poe t i c  tendencies ,  is  extremely i n t e r e s t i n g  

from a prosodic po in t  of view. We no te ,  f o r  example, t h r e e  

r ecu r r en t  phrases i n  t h e  t e x t  which have a high thematic con- 

t e n t  as wel l  as possess ing s t r i k i n g  correspondences a t  t h e  



sound l e v e l :  

" l i l a s  f l e u r i r a  mon amour" 

" l e  g o u f f r e  de lurni&rell 

" l e s  a f f r e s  de l a  mort" ' 

I n  a s e n s e ,  t h e s e  t h r e e  phrases  resume t h e  n a r r a t i v e  i t s e l f .  

It i s  c e r t a i n  t h a t  t h i s  a n a l y s i s  has  n o t  exhausted 

t h e  v a r i o u s  p a t t e r n s  of meaning a t  work i n  t h e  t e x t  n o r  has  

made t h e  d e f i n i t i v e  assessment of i ts  s t y l e .  T h i s ,  we r e c a l l ,  

was n o t  o u r  goa l .  We in tended ,  r a t h e r ,  through our  a t t e n t i o n  

t o  bo th  form and c o n t e n t ,  t o  determine major p a t t e r n s  of l an -  

ggage i n  the t e x t  which c o n t r o l  and o r i e n t  t h e  r e a d e r ' s  ex- 

pe r i ence .  We a t tempted  t h i s  t a s k  with a  concern f o r  o b j e c t i v i t y  

i n  t h e  p r e s e n t a t i o  of d i s c o u r s e  examples while  a t  t h e  same time 

a d m i t t i n g  t h e  d i f f i c u l t i e s  and l i m i t a t i o n s  i n h e r e n t  i n  t h e  anal -  

y s i s  of l i n g u i s t i c  behav io r  a s  complex as l i t e r a t u r e .  By main- 

t a i n i n g  a l a r g e  s c o p e , i . e . ,  t h a t  of t h e  e n t i r e  n a r r a t i v e , i t  i s  

l i k e l y  t h a t  many p o t e n t i a l l y  i n t e r e s t i n g  a s p e c t s  of t h e  t e x t  

were n o t  inc luded i n  t h e  a n a l y s i s .  Never the less ,  it i s  f e l t  

t h a t  bhose p a t t e r n s  of meaning exposed were dominant ones whose 

c o n t r o l l i n g  f o r c e  c-ould n o t  be d i s r e g a r d e d  i n  any i n v e s t i g a t i o n  

of semant ic  s t r u c t u r e  i n  t h e  t e x t .  F i n a l l y ,  it is  f e l t  t h a t  

d e f i n i t e  i n s i g h t s  were gained rega rd ing  Margueri te  Duras ' 
p a r t i c u l a r  manner of c r e a t i n g  a n a r r a t i v e  world. The por- 

t r a i t  of an  o l d  man's c o n f r o n t a t i o n  wi th  t h e  end of h i s  l i f e  

was c o n s t r u c t e d  i n  such a way a s  t o  al low t h e  r e a d e r  t o  in-  

t e n s e l y  s h a r e  t h e  e x i s t e n t i a l  exper ience  of t h e  main charac-  

t e r .  It is probably n o t  a c c i d e n t a l  t h a t  t h e  pe r iod  of t ime 

covered i n  t h e  n a r r a t i v e  m i r r o r s  v e r y  c l o s e l y  t h e  t ime r e q u i r e d  



t o  r ead  t he  t e x t .  

To be allowed t o  s e e  wi th  t h e  eyes  of ano the r  i s  

perhaps t h e  most powerful appeal  of l i t e r a r y  express ion .  I t  i s  

f e l t  t h a t  t h i s  s tudy managed t o  show, based on s p e c i f i c  ex- 

amples of language u s e ,  how t h e  read .e r t s  ' eyes  ' a r e  f o r c e d  

t o  i n h a b i t  an imaginary consciou.sness and t h e  reby t r anscend  

t h e  l i m i t a t i o n s  of i n d i v i d u a l  exper ience .  
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