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il

Abstract

This thesis analyses the types of temporal deformations found in fiction and their potential
persuasive use. The results are organised using Renaissance rhetoric as a model for
categorisation and prescriptive use. The creative component then demonstrates the
application of this research in the form of a new novel manuscript.

The resources of classical rhetoric are most commonly found as detritus across
contemporary literary theory and cultural studies. Even though rhetoric is the oldest form of
literary criticism, the persuasive intent of fiction is more commonly examined using theories
such as reader-response, speech act theory, and phenomenology.

Using Umberto Eco’s theory of the model reader along with the narratological method
of Gérard Genette, this thesis recognises a tripartite division in temporal structures as story
time, discourse time, and reader time. It then analyses the temporal changes available and
categorises the results as changes to the three diegetic levels: actantial, discursive, and
inferential. Each chapter focuses on a different master trope of time. The four main types of
temporal movement are identified as quickness, lingering, prolepsis, and analepsis. Each
temporal structure is analysed using examples from the works of Charles Dickens, Edgar
Allan Poe and their application to my own work.
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Matt Russell 1

Introduction

Narrative 1s created by temporal distortions. Every time a narrative omits
story information, speeds up events, or slows them down, every time it
changes the order of events it distorts the cosmological time of the story
information for the purpose of its intended effect. The changing of temporal
order is clearly a rhetorical change. It has a persuasive intent. We subvert
the order of information presented in narrative discourse for one that tells

the story we want it to be.

Narratives are a structure of meaning creation that is fundamental to
all human communication where there is a narrating instance, where a
narrating object has an audience. Novels, short stories, plays, and films are
forms of creative expression that share commonalities, they are all of a
significant duration and almost all use verbal communication, written or
spoken, to freight their content. Due to this they can all be said to be
narrative structures—although not the only forms of narrative. The term
narrative can be problematic to define, and is often used interchangeably
with plot, story, or meaning. If we take narrative at a basic level to mean
events joined in a temporal sequence, as they are when expressed with
language, then we come quickly to a division that has been used since

Aristotle to analyse how narrative is created.

Can Renaissance rhetoric be used as a prescriptive and analytical
method to understand and creatively deploy ‘time effects’ in narrative using
the tripartite division: reading time, story time, and narrative discourse
time? The reputation of rhetoric has suffered due to its poor use. It is easier
to recognise the failings of rhetoric rather than its successes. Rhetoric in
modern times has acquired negative connotations and is most often used in
a pejorative sense (Murfin and Ray 441), we commonly hear phrases like
‘empty rhetoric’ and ‘political rhetoric’. This negative depiction of rhetoric
represents a failure of persuasive language. We recognise poor examples of
rhetoric. Such as a striking metaphor that has become a cliché: “Tears

streamed down her face’ (Murfin and Ray 64). In its early use this may have



Matt Russell 2

been a powerful metaphor, now it is an overloaded cliché. While the instance
may have lost its original effect, the figure of metaphor remains effective in
new iterations. New examples of the use of rhetoric are never difficult to
find if you know the original figures. Whether you find the new usage
effective, or a good example of rhetoric, can depend on its intended audience.
It has been well documented in the study of linguistics that young women
are often at the forefront of language change (Tagliamonte & D’Arcy 58-
108). Yet how many people, when they hear new constructions such as ‘ridic’
or ‘totes,” consider them as excellent new examples of apocope? The
rhetorical figure whereby you omit the last syllable(s) without changing the
words meaning (Lanham 18), a figure often used to great effect by
Shakespeare (Kaiser 23-5). Or enjoy the elegance of a synecdoche such as
‘mic drop’: the substitution of a part for a whole (Lanham 148). Rhetoric can
be used well or poorly, for good or ill. It is as distinct in its omissions as it is
in its additions and substitutions. The benefits of a Renaissance rhetorical
education can possibly be justified by a list of its graduates, such as Milton,
Shakespeare, Spencer, Marlowe, Jonson, and Sidney (Abbott 597).
Renaissance rhetorical education was part of the trivium, and students
would learn grammar, rhetoric, and logic. And as Joseph points out, ‘the
Renaissance theory of composition, derived from the ancient tradition, was
permeated with formal logic and rhetoric, while ours is not’ (Joseph 3). The
movements of rhetoric and oratory have created their geniuses, yet rhetoric
as a mode of study and criticism has waxed and waned regardless. The
terminology of rhetoric has been distributed amongst other analytical
methods. Aristotelian logic, a crucial part of argumentation and rhetoric,
has been superseded in the study of modern logic (King and Shapiro 496-
500). Perhaps it now can retake its place in the system of rhetoric for the

purpose of discovering how to persuade the reader of what may be probable.

Likewise, when Umberto Eco uses his tripartite method to examine the
effects of time in narrative, he is equally happy to apply his method to
Gerard de Nerval, Ian Fleming, or pornography. The analytical method
itself identifies effect, rather than literary quality of effect. In this thesis I



Matt Russell 3

examine the different ways in which a sense of time is constructed
rhetorically in creative fiction. I use Renaissance rhetorical theory to
analyse well-known literary examples from both Charles Dickens and Edgar
Allan Poe. Then, as I create my own work, I work prescriptively using the
rhetorical resources I have identified during the course of my research. In
this thesis, I have produced two artefacts: 1. A mystery novel set in 19th
century Boston that uses to rhetorical effect the time figures I have
analysed and 2. An exegesis providing a critical analysis of the rhetorical
construction of different time effects in selected literary examples, as well as

examples of their use in my own creative work

In order to identify time effects in narrative fiction, I will examine a
small selection of literary sources that provides a range of narrative
material, as well as a large body of critical analysis. While modern
literature also provides an excellent selection of creative work, the purpose
of this thesis is not the analysis of new works, but to discover the validity of
whether rhetoric can be repurposed to analyse time effects, as well as utilise
them as a part of the resources available to a writer. In this way the time
effects will become part of what rhetoricians consider their ‘invention’, the
collection of their persuasive resources (Crane 6), in this context, persuading

an implied reader of the desired narrative effect.

In 1961 Wayne Booth argued in The Rhetoric of Fiction, a text that
continues to influence literary criticism to this day, that all narratives have
a rhetorical purpose, that is, an intended persuasive goal. Just as a political
orator wants their audience to believe and be persuaded by their speech, a
narrative wants you to adopt Coleridge’s ‘suspension of disbelief’ (6) and
invest in it as you would invest in a real life event. The persuasive goal may
be humour, catharsis, excitement, or something more, but it wants you to be

convinced.

The neo-Aristotelianism of the Chicago school preceded Barthes’s
concept of the death of the author, but they both had a similar structuralist

goal: while it is not reasonable to deduce narrative intention from the
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biographical information of the writer, the intention of the text is available
for study without it. The one major drawback to his work, as he later
acknowledged, was the imprecise use of the word ‘rhetoric’ in both the sense
of persuasive intent as well as the actual rhetorical methodology recorded by
Aristotle and taught in the grammar schools of Shakespeare’s England
(Joseph, Shakespeare’s 5-8). The meaning of rhetoric has been further
complicated since, and is now a term that can mean political cant,
persuasive terminology of a specific field, or just clichéd language. However,
Booth’s achievement remains, reintroducing rhetorical intent back into the
creation and analysis of narrative. While we know narratives have a
persuasive intent that we can examine, it remains to be seen if classical

rhetoric can be relevant to our study of it.

Rhetoric, as we understand it from Aristotle in ancient Greece, 1s the
‘systemisation of natural eloquence,” (Vickers 1) that is, effective language
use from public speakers was systematised into a complete method of
narrative training. It was then further elaborated on by Roman orators.
Another major development in classical rhetoric came in the Renaissance,
when along with use in the original Greek and Latin, it was also applied to
English. The Renaissance enthusiasm for rhetoric lead to the systemization
of over two hundred figures of rhetoric. The figures of rhetoric are the
specific language devices that have been recorded for their persuasive use,
figures such as metaphor, simile, and apostrophe. Rhetoric as a critical
method for oratory, poetry, prose and theatre predates the English language
(D’Angelo 604) and it subsequently is still very much a part of our discursive
structures. One of the unique features of classical rhetoric is that it is used
both prescriptively and analytically. Unlike many contemporary literary
theories, rhetoric was always intended to teach both the critical method as
well as the personal use of the figures. Another important aspect of rhetoric
1s that its language and construction is still in use today, although less
commonly known as a complete system. A great deal of our critical language

1s based on classical rhetoric.



Matt Russell 5

Classical rhetoric has been applied to all modern types of narrative,
yet the method as we understand it from the Renaissance model, is still
specifically designed for persuasive oratory. The fluctuations of rhetoric’s
popularity has meant that as a discipline it is fragmented and has not been
wholly integrated into literary criticism or the way we learn to create
narrative. One of the most complete approaches to how literary narratives
function has been the work of Gerard Genette. In his 1979 work Narrative
Discourse Genette, using a reformation of rhetorical classifications for the
purpose of applying them to narratology, examines the construction of order,
duration, frequency, mood, and voice. Genette’s method examines temporal
deformations as well as elaborating on narrative levels such as
homodiegetic, heterodiegetic and autodiegetic that allows for a sophisticated
reading of narrative. In many ways Genette’s method can be seen as a
rhetorical one, as it looks at effective use of narrative from literature and

then repurposes rhetorical terminology for use in literary criticism.

Rhetoric is not the only theory to examine the intent of the text.
There are other critical methods such as the many variations of reader-
response theory which include the interaction of the text and the reader,
often viewing the text from a particular perspective such as a psychological
or sociological interaction. Indeed, recent works in cognitive literary theory
has extended the field.! My interest in the narrative’s effect on the reader is
a rhetorical one however. Therefore, the critical theory of the ‘model reader’
who is a conceptual construct that allows for probable readings of the text
suggested by Umberto Eco in The Role of the Reader best suits the proposed
research question of this thesis. This theory allows for the use of the
‘rhetorical enthymeme’ as a critical tool to postulate the ‘inferential walks,’
the imagined narrative paths that are made by a model reader during their

passage through the text (215).

I intend to examine the different ways in which time is constructed

rhetorically in fiction. I will use Renaissance rhetorical theory to analyse

! For more on this see Peter Stockwell, Joanna Gavins, and Gerard Steen.
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well-known literary examples primarily from Charles Dickens and Edgar
Allan Poe. These two authors give a wide variety of narrative devices in a
relatively small sample of texts. Both writers have generated a large and
varied amount of criticism, including rhetorical and narratological criticism.
The novels and short stories of Dickens provide a wide array of complicated
narrative structures that use temporal anachronies for a variety of
purposes. Poe’s novel and short stories have been noted for the variety of
narrative voice and language styles that affect the pacing of the narrative
discourse and provide many examples of the effects that defamiliarize the
narrative. Poe’s short stories also make use of mystery and suspense, and he
has also been shown to use over two hundred rhetorical figures
(Zimmerman, Style 637). The critical approach I use begins with intentional
reading, as described by Abbott in The Cambridge Introduction to Narrative
(102). I utilise intentional reading to note temporal patterns, along with

researching significant usage by Poe and Dickens scholars.

The first chapter of the exegesis defines my critical terms and
contextualises my research in regards to literary and creative theory. The
subsequent four chapters examine what is effectively a master? trope of
temporal rhetoric, exploring its history, literary significance and rhetorical
figures. The four master tropes are: lingering, quickness, analepsis, and

prolepsis.

While modern literature could provide useful examples of narratives,
the purpose of this thesis is not the analysis of new works, but to discover
the validity of whether rhetoric can be repurposed to analyse time effects, as
well as utilise them as a part of the resources available to a writer. In this
way the time effects will become part of what rhetoricians consider their
‘invention’, the collection of their persuasive resources (Crane 6), in this
context, persuading a model reader of the desired narrative effect. The

exegetical research will generate its own individual fabula that will become

2 Like other fields such as computer programming, [ hope that the field of rhetoric will move away from
the use of master/slave metaphors.
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the starting point for my creative project. It is my intention to allow the

exegetical research to guide both the story and discourse of my novel.

It is not my intention to prove that all effects in narrative can or
should be considered temporally, nor do I wish to try to subsume the whole
of rhetorical theory into my paradigm. The goal of this thesis both
exegetically and creatively, is simply to apply the resources of persuasive
language as they were once taught in the trivium of logic, grammar, and
rhetoric to the study of temporal structure in narrative for benefit of the

critical reader and creative writer.
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Chapter One: Introduction to the Rhetoric of Time

This eternal time-question is accordingly, for the novelist, always there and
always formidable; always insisting on the effect of the great lapse and
passage, of the “dark backward and abysm,” by the terms of truth, and on the
effect of compression, of composition and form, by the terms of literary

arrangement.

Henry James, Theory of Fiction.

A left-branching hypotactic sentence that takes your breath away—a
disturbing narratological sorites that temporarily prevents all reason—the
future imagined as proleptic tombstone’s inscription—a moment of great
expectation thwarted when the narrative focalisation suddenly moves a
thousand leagues away—these are the effects of the manipulation of time in

narrative, but questions arise around how they are created.

As stated in the Cambridge Introduction to Narrative, ‘[n]arrative is
the principal way in which our species organises its understanding of time’
(3). But what is time from our perspective? In Time and Narrative, vol. 2
Ricoeur defined two distinct types of time, ‘cosmological time’ as we
understand it from our recording and observation of chronological
movement outside ourselves, and what he calls ‘human time’ as the passage
of time as it exists from our uniquely self-aware human perspective (4).
That we give meaning to events by our perception of their relation in human
time, as differentiated from cosmological time, demonstrates the importance
narrative plays in our lives. It is, therefore, logical that when examining a
narrative text the primary structural design of that text is how it organises
time. Chatman notes that since Aristotle’s Poetics, that were written around
330-347 B.C. (Corbett xi), narrative theory has begun with a bifurcation of
the text’s chronology (Story and Discourse 19-20). Genette translates Metz

as stating:

Narrative is a...[d]Joubly temporal sequence...There is the time of the thing

told and the time of the narrative (the time of the signified and the time of
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the signifier). This duality not only renders possible all the temporal
distortions that are commonplace in narratives (three years of the hero’s life
summed up in two sentences of a novel or in a few shots of “frequentative”
montage in film, etc.). More basically, it invites us to consider that one of
the functions of narrative is to invent one-time scheme in terms of another

time scheme (33).

While ‘there is not yet a consensus on any of the key issues of
narrative’ (Abbott xiii), the temporal differences between story and
narrative discourse have been one of the most popular research areas in
narrative theory (Herman, Routledge Encyclopedia 608). The structural
analysis of literary genres has been of critical concern since the writing of
Plato’s The Republic and Aristotle’s Poetics (Hithn 332). In fact, ‘[c]ore
elements and ideas at play in the narratological modelling of narrative were

introduced as early as Greek antiquity’ (332).

Russian formalism, a school of criticism which began in the 1920s,
focused on form rather than content and was strongly criticized in its time—
the designation formalist was not intended positively (Bedford 454)—has
given literary criticism and narratology the division of syuzhet: the
narrative’s emplotment, and fabula: the chronological order of the story
(Chatman 19-20). Abbott argues that ‘as it usually refers to the way events
are ordered in the narrative, syuzhet is a less inclusive term than narrative

discourse’ (18).

French structuralism, which emerged in the 1950s and preceded
poststructuralism (Bedford 490), also designated a bifurcation of narrative.
Todorov labels them as histoire and discours (Meister 337), while Genette
states that for the analysis of complex narrative we need the tripartite
separation of story, narrative, and narrating. The division of narrative
discourse into narrating (the producing of narrative) and narrative (the
product of that act) allows for the definition of the narrative effects he
defines as mood and voice (Genette, Narrative Discourse 27-28). The three

part division has also been adopted and modified by, among others,
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Rimmon-Kenan, Abbott, Garcia Landa, Stierle, and Bal. In an effort to
precisely delineate between the raw material of events, the natural order of
those events, the artificial order, and the narrating itself, Schmid has

proposed a four tier model (Scheffel).

This abundance of similar, yet sometimes varying, terminology can
lead to some confusion. For example, Genette’s definitions of narrative is a
translation of the French word recit and his treatment is specific to the
many uses of that word in French (Genette, Narrative Discourse 25). Even
the terms histoire and discours as used by Todorov were in fact first used by
linguist Benveniste, with a different meaning than Todorov’s (Scheffel). For
the sake of clarity, let me now designate the terms I intend to use. Unless
my hand is forced when referencing the work of others, I will consistently
use the terms ‘story’ and ‘narrative discourse’ as Chatman has defined them
and are now widely recognised in English critical theory (Cambridge 18-19).
Story to represent the chronological material of the narrative, or as
Chatman calls it, the ‘what’; and discourse as the ‘how’ (19). In his 1988
work Narrative Revisited, Genette points out the potential confusion
possible by some of the similar, but not exact, divisions of content and form
(13-14) and for this reason I believe Chatman’s definition will be of most use
in this thesis. Story and narrative discourse as Chatman has defined them

1s compatible with Genette’s work on order, duration, and frequency.

While Umberto Eco’s theory of textual cooperation will be an
important part of my critical method, I will not be making any comparison
between plot and discourse. This distinction may be useful for examining
how content may be transferred across semiotic systems, however it will not

be necessary here (Six Walks 35).

Genette’s Narrative Discourse forms the primary terminological base
for how this thesis examines time effects in narrative. His examination of
order, frequency, and duration as narrative effects made possible his critical
analysis of A la Recherché du Temps Perdu, and proved that the methods of

analysis proposed by Russian formalists are of use for more complicated



Matt Russell 11

narratives (Herman, Companion to Narrative Theory 23 -33). Genette
focuses specifically on his reading of Proust; however, his method is the
closest thing narratology has to a systematic theory of narrative (Culler,
Discourse 7), and as Chatman recognises, ‘must form the basis of any
current discussion’ (Story and Discourse 63). Genette’s terminology allows
us to examine effects like anachrony (analepsis and prolepsis), duration
(scene and summary) and frequency (iterative devices) as they can be
understood from the contrasts in story time and narrative discourse time:
the time represented in the telling of the story and the events (fictional or

real) themselves.

A Third Division of Time

In his analysis of narrative Genette makes a distinction between
narrative and narrating in order to demonstrate the complex relationships
in the modern novel between the narrator’s act of production (verbal or
written), the narrative text as we know it (book, short story, etc.) and the
story information. This extra division makes it possible for Genette to
categorize some narrative techniques that had been underexplored.
Specifically, Genette uses the terms voice and mood to describe a more
detailed examination of the narrator’s relationship to the narration. Mood
enables a more nuanced analysis of the narrator’s distance from the events
of the narrative by examining how speech is represented on the page,
allowing for definitions such as narrated, transposed, and free indirect
speech (Narrative Discourse 171-2). Voice enables us to define the level of
interaction the narrator has with the narrative, such as a homodiegetic
narrator who is a character in the narrative, and a heterodiegetic narrator

who does not (248).

As Genette made an extra chronological division of the narrative
object to enumerate the possibilities available for narrative focalisation, Eco
makes a distinction between the time of the discourse and the time that can

be taken when reading. That is, the time taken by a model reader to read
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the text (Six Walks 54). By inserting a reader into the textual process, Eco is
arguing that the pace of the discourse time and the reading time are
potentially not always the same. In 1979 Eco published The Role of the
Reader which defines the model reader as a conceptual construct that allows
for probable readings of the text, or ‘a textually established set of felicity
conditions [...] to be met in order to have a macro-speech act (such as a text

1s) fully actualized’ (11).

Measuring discourse time and reading time is, of course, a
problematic concept. While story time can usually be constructed using the
narrative text (Eco, Six Walks 54), discourse and reading time are more
difficult. In Narrative Discourse, Genette states that ‘no-one can measure
the duration of a narrative’, and that this concept of time ‘can be nothing
more [...] than the time needed for reading’ (87). It is certainly true that
while it is possible to time a reader’s passage through a text or scene, the

figure would likely be different for different readers for different reasons.

Eco questions whether we should base discourse time on the amount
of time it takes to read the text or the length of the text itself (54). In Six
Walks in the Fictional Woods Eco extends the Story/Discourse theory by
differentiating between narrative time and reading time, arguing that
sentences constructed of similar word counts, but different styles, can
impose a different pace on the reader (56). As an example, he uses two
pieces of crime fiction writing: One Lonely Night by Mickey Spillane and
Casino Royale from Ian Fleming. These passages show how rhetorical
figures such as metaphor can be used to slow the reader’s passage based on
the tension between discourse time and reading time. Both narratives are of
equal length and are examples of Chatman’s scene (Story and Discourse 72),
where the story time and narrative discourse length are similar, if not
identical. Eco finds that although the two passages are of similar length, the
Spillane is more likely to make a reader speed up when reading it, while the
metaphorical language of the Fleming would slow a model reader’s pace. Eco

calls the effect of slowing reading time ‘stretching’ (Six Walks 56) and
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considers this an example of what the formalists call defamiliarization.
Shklovsky and the Russian formalists see the purpose of defamiliarization
as, ‘to impart the sensation of things as they are perceived and not as they
are known, and the technique used to achieve this end is that of making
objects unfamiliar’ (Hawthorne 35). Eco argues that this effect can be the
design of the model author, the author that ‘is manifested as a textual
strategy (Six Walks 15) and that ‘an abundance of description, a mass of
minute particulars in the narration, may serve less as a representational
device than as a strategy for slowing down the reading time, until the
reader drops into the rhythm that the author believes necessary to the
enjoyment of the text’ (Six Walks 59). Eco’s critical distinction of model
author and model reader allows for a reading of the text that is able to
explore the probable intent by a close reading of the structural features of

the text.

An example of Eco’s effect can be found in two notably similar stories
from my chosen source material, Edgar Allan Poe’s 1843 story “The Tell-
Tale Heart” and Charles Dickens’s “A Confession Found in a Prison in the
Time of Charles the Second” published in 1840. In this example I will
examine the moment from both stories when the narrator, seeing the eye(s)
of his victim is brought to murderous rage. In “The Tell-Tale Heart” the
narrator has been silently listening to his victim through a crack in the door

when he shines in a dark lamp (the emphasis here is mine):

It was open —wide, wide open —and I grew furious as I gazed upon
it. I saw it with perfect distinctness —all a dull blue, with a
hideous veil over it that chilled the very marrow in my bones; but 1
could see nothing else of the old man's face or person: for I had
directed the ray as if by instinct, precisely upon the damned spot.
And have I not told you that what you mistake for madness is but
over-acuteness of the sense? —now, I say, there came to my ears a
low, dull, quick sound, such as a watch makes when enveloped in

cotton. I knew that sound well, too. It was the beating of the old
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man's heart. It increased my fury, as the beating of a drum

stimulates the soldier into courage.

But even yet I refrained and kept still. I scarcely breathed. I held the
lantern motionless. I tried how steadily I could maintain the ray upon
the eve. Meantime the hellish tattoo of the heart increased. It grew
quicker and quicker, and louder and louder every instant. The old man's
terror must have been extreme! It grew louder, I say, louder every
moment! —do you mark me well I have told you that I am nervous: so I
am. And now at the dead hour of the night, amid the dreadful silence of
that old house, so strange a noise as this excited me to uncontrollable
terror. Yet, for some minutes longer I refrained and stood still. But the
beating grew louder, louder! I thought the heart must burst. And now a
new anxiety seized me —the sound would be heard by a neighbor! The
old man's hour had come! With a loud yell, I threw open the lantern and
leaped into the room. He shrieked once —once only. In an instant I
dragged him to the floor, and pulled the heavy bed over him. I then
smiled gaily, to find the deed so far done. But, for many minutes, the
heart beat on with a muffled sound. This, however, did not vex me; it
would not be heard through the wall. At length it ceased. The old man
was dead. I removed the bed and examined the corpse. Yes, he was stone,
stone dead. I placed my hand upon the heart and held it there many
minutes. There was no pulsation. He was stone dead. His eye would

trouble me no more (Poe, Collected Works, vol. 2, 795-6).

The unnamed narrator’s discourse is 417 words long, with an
estimated story time of less than fifteen minutes. The language is more
descriptive than figurative. In this section Poe uses the similes ‘such as a
watch makes’ and ‘as the beating of a drum’. While the language may be
descriptive, that does not mean it is lacking in rhetorical figures, yet even
with the heavy use of ecphonesis: ‘exclamation expressing emotion’ (Lanham
61), epanorthosis: ‘correction of a word or phrase used recently’ (Lanham 42)
and parenthetical asides, the reading time is quick. As an autodiegetic
narrative there is little use of summary and its effect is close to the

immediacy of Chatman’s scene (Chatman 72-3).
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Then we have Dickens’s story, “A Confession Found in a Prison”
(Master Humphrey’s Clock 41). Having made a toy boat for his adopted son,
the narrator then hides by a body of water close to his house, waiting for the
boy to use the boat so he can drown the child whose eyes remind him of the

dead mother’s:

His mother’s ghost was looking from his eyes. The sun burst forth from
behind a cloud; it shone in the bright sky, the glistening earth, the clear
water, the sparkling drops of rain upon the leaves. There were eyes in
everything. The whole great universe of light was there to see the
murder done. I know not what he said; he came of bold and manly blood,
and, child as he was, he did not crouch or fawn upon me. I heard him cry
that he would try to love me, — not that he did, — and then I saw him
running back towards the house. The next I saw was my own sword
naked in my hand, and he lying at my feet stark dead, — dabbled here
and there with blood, but otherwise no different from what I had seen
him in his sleep — in the same attitude too, with his cheek resting upon

his little hand (44).

Dickens’s narrator only takes 157 words to describe the scene from the
protagonist seeing the boy’s eyes to committing the murder and the story
time would be similar to that of Poe’s. However the reading time is
markedly slower. The passage is heavy in the use of metaphor, as well as
beginning with an enargia in the form of a topographia ‘description of place’
(Lanham 153) that ends with ‘the whole great universe of light was there to
see the murder’. The narrative is made strange by the madman’s

perspective and imagery. Our expectation of narrative is defamiliarized by

the figurative language.

Author Story time | Discourse time | Reading time

Poe (descriptive) 15 min 417 words quick

Dickens (figurative) | 15 min 157 words slow
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Table 1.

Comparative temporal levels in Poe and Dickens.

Classical Rhetoric

The Ende of Rhetorique: To teach, to delight, and to persuade.

- Thomas Wilson, The Arte of Rhetorique, 1560.

The analysis of fiction can be enriched by applying the tools and
concepts of classical rhetoric. As it is stated in the Encyclopedia of Rhetoric
and Composition, the role of rhetoric in poetry, or the arts, has been
contested since its inception: ‘fictional rhetoric has been the object of critical
concern since Plato’s banning of poetry from the ideal state because it
appeals to the passions rather than reason’ (Phelan 609). Aristotle believed
‘[t]he poet should speak as little as possible in his own person’ (Booth,
Rhetoric of Fiction 92). After a resurgence during the Renaissance, in the
sixteenth and seventeenth centuries, rhetoric—at least some rhetoric
(Horner 102)—was under attack for its ambiguity and unnecessary
verbiage. The Royal Society, the first English peer reviewed scientific
journal, called for writers to ‘reject all amplifications, digressions, and
swellings of style’ (Lyons 54). In fact, the enthusiasm for the figures of
rhetoric eventually led to rhetoric being considered, ‘nothing more than a
mere classification of figures and tropes’ (Vickers 438). Vickers speculates
that it is not surprising that ‘the novelist should find the practice of his
peers more helpful than abstract rules in textbooks’ (165). Fortunately for
the purpose of this thesis, classical rhetoric is a practical skill based on
observation: ‘the first writers of rhetoric-books observed situations in real
life where eloquence succeeded, analysed the resources used by those
speakers, and developed a teaching method which could impart those skills’
(Vickers 1). Rhetoric as a critical method for oratory, poetry, prose and
theatre has ancient origins and is still very much a part of our discursive

structures. Grammar may allow us to be understood, but rhetoric allows us
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to be believed. And, as Wayne Booth states in The Rhetoric of Fiction, ‘The
author cannot choose whether to use rhetorical heightening, his only choice

1s of the kind of rhetoric he will use’ (116). Or as Sternberg has said:

The literary writer’s orientation is, in other words, essentially rhetorical
in that he cannot but have the reader’s interest and possible reactions

constantly in mind (Expositional Modes 45).

Booth examines the arguments towards fiction that had gained
popularity since the realist writings of Flaubert (Rhetoric of Fiction 8) and
were then codified from Henry James by Lubbock (8) that, ‘dramatic
presentation is more objective, less rhetorical and, therefore more artistic
than summary or commentary from an omniscient narrator’ (Phelan 609).
This principle of show don’t tell, which is a barely transposed form of
mimesis and diegesis (Genette 163), has been a stubborn one. However, as
Genette discusses in Narrative Discourse, mimesis is, of course, ‘completely
illusory’, and that ‘all we can have is degrees of diegesis’ (164). When
Genette did away with the concept of pure mimesis, which is not to be
misunderstood with Ricoeur’s philosophical exploration of mimesis as a
threefold division of the nature of life and narrative emplotment (Ricoeur,
vol. 2, 52-87), arguing that there can only ever be an illusion of mimesis, he
reinserted rhetorical purpose back into narration. The concept of the
mimetic text, the narrative that shows instead of tells is undoubtedly a
useful one, as Henry James reminds us: however, as Booth argues, this
overly simple concept doesn’t extend itself well to the complex narrative.
The illusion of mimesis, or showing, is just that. While we may exclude the
intention of the empirical author from our mode of critical discussion, due to
the difficulty in substantiating any purported rhetorical intent, we cannot
afford to ignore the desired persuasive intention of the text itself. Even a
seemingly flawless imitation has still been carefully chosen in subject,

range, and aspect.
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However, if we consider a narrative to have persuasive intent, how
can we analyse that intent if we cannot discuss the effect the empirical
author intends to create? As Booth clarifies, the ‘death of the author’ in
literary criticism relates only to the implied author (A Companion to
Narrative Theory 75). We are by now aware that an empirical author’s
stated intent can differ greatly from the final text. The author outside of the
text may have persuasive goals other than those at work in the work text
itself, or there may be little or no information available of the author’s
intent. We are, however, able to analyse model authorial intent from a close
reading of the text, and, ‘narrative technique is guided by authorial purpose’
(Booth Rhetoric of Fiction 165). When we examine the narrative choices, we
are given an insight into the persuasive purpose of the model author. If that
1s the case, then the narrative discourse’s intended effect on the model
reader is surely relevant to an analysis of the narrative’s rhetoric. If we
agree that the text has an intended persuasive purpose, how can we then
examine that text, both for its purpose, as well as an understanding of how

it has created them?

In order to examine the time effects in narrative it will be necessary
to be able to categorize them. It will not, however, be necessary to create a
new critical vocabulary. Genette notes that Strauss’s concept of ‘intellectual
bricolage’ can also be applied to literary criticism, as most critical methods
come from ‘[t]he bricolage of literary criticism, using the tools and materials
left over from previous construction and destructions (Literary Discourse 3).
Classical rhetoric, as we understand it from Aristotle, was originally
intended as the domain of the civil orator and subdivided into political,
forensic, and ceremonial oratory (Lanham 164). However, even in antiquity,
‘rhetorical criticism was the whole field of discursive practices in society,
including oratory, poetry, drama, epic, history, and philosophy’ (D’Angelo
604). The influence of rhetoric and its position in the liberal arts is evident
in all communication and criticism. During the Renaissance ‘rhetoric offered
the only fully developed theory of literature and was therefore applied to all
literary forms’ (Abbott, Rhetoric and Composition 597). And while classical
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rhetoric may not hold the same exulted position in education and literature
today, its figures and methods are unavoidably present in our current

methodologies.

The Renaissance brought with it a particular interest in rhetoric, and
an expansion of its application as well as its figures (Joseph, Shakespeare 3-
8). However, Renaissance rhetoricians argued over the divisions between
logic, grammar and rhetoric. The Ramists assign invention and
arrangement to logic, while the Figurists incorporated the majority of the

rhetorical system into their treatment of the figures (Shakespeare 20-34).

Whether engaging in a semiotic, post-colonial, feminist, or
narratological reading, it quickly becomes apparent that there are many
common terms being used—not always in the same way—Dby each approach.
Genette, Barthes, Eco, Booth and Chatman all use rhetorical figures to
describe narrative effects. This repurposing is often in keeping with its
original purpose but addresses a new need. For example: Genette, who is
responsible for much of the reintroduction of rhetorical into narratology’s
vocabulary, uses the term prolepsis to describe a jump forward in the
narrative’s chronology. Renaissance rhetoric describes prolepsis as
‘foreseeing or forestalling objections in various ways’ (Lanham 120). Eco
makes reference to Genette’s theory that a general narrative prolepsis is
often a sign of authorial impatience (Six Walks 30). Authorial impatience is
a concept worth examining. The model author, desirous to create a
‘paradigmatic function’ (Genette, Discourse 72) uses an iterative proleptic
figure to create a discursively quick—impatient—time effect. Foreseeing the
model readers need to see this event repeated, the model author uses this

narrative device:

Every day before dinner, my Lady looks for him in the dusk of the library,
but he is not there. Every day at dinner, my Lady glances down the
table for the vacant place, that would be waiting to receive him if he

had just arrived (Bleak House 213).
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A classical prolepsis forestalls argument by answering a question
before it can be asked. If we consider that the ‘argument’ of narrative
rhetoric 1s the intended effect of the text on a model reader, this can

reasonably be said to be in parallel with classical rhetoric’s original intent.

It is necessary to specify what rhetoric means in the title of this thesis.
The rhetorical figures and method I will be using to discuss the time effects
found in literature belong to the system of Renaissance rhetoric as it was
taught in grammar schools of that time. Vickers describes this as the
‘systemization of natural eloquence’ (1). In Defence of Rhetoric he outlines
classical rhetoric’s methodology, history and reception, focusing on the most
influential rhetorical works for each major period. While defending rhetoric,
Vickers also presents the major criticisms of rhetoric as well as its
fragmentation and inclusion in many other creative forms. He avoids
attempting to construct a new and cohesive rhetoric methodology but is

optimistic that the further study of rhetoric ‘remains to be written’ (479).

For the purpose of identifying the figures of rhetoric, Lanham’s A
Handlist of Rhetorical Terms remains the clearest and most accessible guide
to 1dentifying rhetorical figures and tropes. It avoids arguments over
differences in the definition of figures, but instead attempts to list all main
categorizations and their sources. It provides both an alphabetical list, as
well as grouping by type based on the system used by Miriam Joseph.
Where it is necessary to identify more obscure rhetorical definitions or less
well known etymologies, I will use Sonnino’s A Handbook to Sixteenth-
Century Rhetoric as well as Joseph’s Shakespeare’s use of the Arts of

Language.

As Joseph explains, the major Renaissance contribution to the
rhetorical method is the classification of nearly two hundred rhetorical
figures. While Tudor rhetoricians reclassified the figures into more
complicated divisions, Joseph argues for the system as set down by Aristotle
(13-8) and still in use during the Renaissance: grouping the figures into the

categories of grammar, logos, pathos, and ethos. The three main schools of
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rhetorical thought were the Traditionalists, the Ramists, and the Figurists.
However, Joseph has pointed out each model deals with the same resources,
just using different forms of categorization (Shakespeare’s 18). In The
Trivium she has reconstructed the liberal arts program taught in grammar
schools, that of logic, grammar, and rhetoric. This work reunites rhetoric
with classical Aristotelian logic as well as an overview of non-language-
specific grammar necessary to understand the construction of the logical
syllogism and the rhetorical enthymeme that is essential in some of the less

well known rhetorical figures (Trivium vii-xi).

Rhetoric is an analytical and prescriptive system. Its primary function
has always been as a system of persuasive language based on the techniques
of successful orators. The Renaissance not only expanded rhetoric to include
nearly two hundred individual figures of rhetoric, but it also applied
rhetoric to new forms of composition (Joseph Shakespeare’s 8). The title of
this thesis refers to what I call figures of temporal rhetoric that use the
stress between the types of time that can be identified in narrative. My
intention in this thesis differs from the meaning of rhetoric used by Booth in
The Rhetoric of Fiction. I am interested in the persuasive effects of time, but
I am also using the Renaissance figures of rhetoric to examine the possible
means of temporal persuasion in narrative fiction. Chatman examines the
possible meanings of Booth’s title and states: ‘that the modern rhetorician’s
task is the construction of theory and the observation of practice, not a set of
recommendations about how to write and speak’ (Coming to Terms 185).
This type of rhetoric is closer to what we might consider rhetorical criticism.
In the second edition of Fiction, Booth admits, ‘A distinction between the
two notions of rhetoric runs throughout the book, but it is not always

maintained consistently’ (415).

When this thesis discusses the rhetoric of time in narrative discourse
and story, it is with the intention of analysing the use of time for the
purpose of narrative effects. However, as with classical rhetoric, it is also to

create a prescriptive guide for the purpose of creative deployment.
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Rhetorical Narratology

The rhetorical narratologist starts with the premise that the narrative is
from the outset an act of communication between author and reader

(Kearns 6).

The reintroduction of rhetoric into narrative theory has been
attempted from different critical positions, often to expand the use of
narrative into fields other than the study of literature. This is a curious
change of position for rhetoric as well as narrative. Rhetoric, as we
understand it from ancient Greece, was a techne or skill developed for the
use of persuasive speaking, and while Aristotle developed his ‘poetics’ for
the study of poetry and theatre, both Plato and Aristotle saw how rhetoric’s
devices were at use in both philosophy and poetry (D’Angelo 605).

By the Renaissance the reach of rhetoric had grown wider, being
applied to all forms of written and oral communication. It became one of the
three educational pillars of the grammar school education, the trivium of
grammar, logic, and rhetoric (Trivium 3-8). Since then rhetoric application
has both grown and diminished. The ‘rhetorical turn’ of the twentieth
century saw an acknowledgement of the importance of the rhetorical
perspective across diverse critical fields (Simons vii), while at the same time
it, along with a more rigorous study of grammar, declined in approaches
such as the ‘whole language’ educational model (Kolln and Hancock 11-31).

Since its conception, narratology has desired to become a
comprehensive method, to be able to be applied to all forms of discourse
(Kearns 4). Rhetorical Narratology attempts a reintroduction of rhetoric into
literary theory by, ‘proposing a rhetorical narratology that is grounded in
speech-act theory and thus considers narrative from the perspective of the

socially constituted actions it performs’ (2):

To my knowledge there is no theory that combines these two fields —

that draws on narratology’s tools for analysing texts and rhetoric’s
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tools for analysing the interplay between texts and contexts in order

to better understand how audiences experience narrative (2).

Kearns uses rhetoric to examine the interplay of ‘text and context’, and
believes that narratology needs to take ‘a strong rhetorical turn’ (x). In this
context, Kearns is using the term ‘rhetoric’ in reference to the ‘new
rhetoric(s)’. A suitable definition in the difference between this term and the

original can be taken from one of the first critics to use the new term,

Kenneth Burke:

The difference between the ‘old’ rhetoric and the ‘new’ rhetoric may be
summed up in this manner: whereas the key term for the ‘old’ rhetoric
was persuasion and its stress was upon deliberate design, the key
term for the ‘new’ rhetoric is identification and this may include

partially ‘unconscious’ factors in its appeal (203).

It 1s this new rhetorical position that allows Kearns to use the term
rhetorical narratology, while in fact if we allow that the older, persuasive,
meaning of the word rhetoric is still in use, it may be more appropriate to

call Kearns’s model ‘speech-act narratology’:

Rhetorical narratology analyzes the structure of narrative
transmission by identifying the narrative voices, asking what the
levels of the narrative acts are, along with their relationships of the
narrative voices to their stories. It then asks what other acts, such as
illocutionary acts, these voices perform and how they may move the

readers aesthetically, ethically, emotionally etc. (107).

Speech-act theory, whose origin lies in linguistics and philosophy, 1s
used to examine the possible author/reader interaction in the text. Kearns
1dentifies rhetoric as, ‘a method of understanding text and context’ (2), and
narratology as ‘a tool for analysing text’ (2). It is worth noting however that
rhetoric, the western tradition’s oldest critical method, is already present in

narratology. When Genette used Levi-Strauss’s concept of bricolage for his
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study of narratology, much of the language and critical tools he used (such
as prolepsis, analepsis, ellipsis, syllepsis and metalepsis) come from classical
rhetoric.

In his survey of literary theorists such as Genette, Rimmon-Kenan,
Bal, Prince, and Chatman, Kearns notes what he believes is a, ‘continuing
and unfortunate separation between the fields of rhetoric and literature’
(Kearns 6). Again, this is a position that ignores the influence of traditional
rhetoric in favour of the new rhetoric. As a self-professed contextualist,
Kearns identifies his critical methods primarily as ‘the rhetorical approach
pioneered by Booth or the speech-act approach of Pratt’ (30). However, the
structuralist model used here is at its core Genette’s.

In his examination of reader/audience positions, Kearns notes some of
the variety of terminology that narrative criticism has given to the critical
device of the reader. As with the chronological divisions of the text object,
the divisions of reader and narratee are numerous and dependent on the
functional intent of the critical method. Kearns equates a narrating
audience with the term ‘virtual reader’: a reader the author has bestowed
with certain qualities, and an ‘ideal reader’ with an authorial audience: one
with perfect understanding of the author’s words (114). Kearns use of
speech-act theory is the study of the communicative act by the examination
of locution ‘what is said’, illocution ‘what is meant’, and perlocution ‘the
effect on the audience’ (12). ‘Contextualists argue for the need to inquire
into the intentions, motivations, interests, and social circumstances of real
authors and audiences’ (Chatman 314). Kearns uses Grice’s linguistic
concept of ‘the cooperative principle’ to explain the narrative effect (17).
However, Grice himself notes that conversation is not always used for
‘maximally effective exchange of information’ (19), while Chatman, among
others, has raised issues about the usefulness of speech-act theory in
narratology (314).

Kearns draws on Pratt’s work Towards a Speech-act Theory of Literary
Discourse, which argues against the language of literature having anything

that ‘marks it as literary’ in comparison to other communicative acts (18):
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As a pragmatics of language, speech-act theory attempts to identify the
background (the conventionally unmarked cases) against which variations
will be noticed (marked). Rhetorical narratology relies on this same
methodological move, specifying whenever possible the unmarked case for
each essential component of the transaction between real readers and the

roles offered them by narratives (25).

To demonstrate this effect, Kearns uses Lanser’s term ‘ur-conventions’.
An Urtext refers to ‘An original or the earliest version of a text, to which
later versions can be compared’ ("Urtext, N."). In this context Kearns is
referring to ‘reader’s approach[ing] narrative texts expecting to be able to
read authorially, to infer a possible, human world in the text, and to
experience progression’ (68).

The ur-conventions Kearns defines in his method are: naturalisation,
authorial reading, progression, and heteroglossia. When these ur-
conventions are not challenged by a text they are unmarked and when the
discourse challenges them they are marked. Kearns states that the reader
knows to add importance to anything in the texts that is read as unmarked.
This kind of deviation from the social script is what Pratt calls ‘flouting’
(Kearns 23). Using this system of applying the structuralist approaches of
narratology (Genette, Chatman, Prince) combined with contextualist
speech-act theory (Pratt, Lanser, Grice) Kearns explores the ‘audiences
potential experience’ (40). Very generally, Kearns’s theory can be seen as an
analysis of narrative by examining first the discourse itself using traditional
narrative tools (the locution) then marking narrative effects for their sub-
textual meaning and/or effect (illocution), then theorising on possible
audience effect based on cultural positioning (perlocution).

In bringing together narratology and speech-act theory, Kearns
equates Genette’s anachronies with illocutionary acts (144), yet states that
Genette’s ‘taxonomy says nothing about how important anachronies may be

in a particular novel’:
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Students can be taught the scheme, just as they can be taught the
main types of poetic feet. But they must also be lead to understand
that no ‘prolepsis’ [Genette’s term for flash-forward] is important in

itself, that the personal, textual, rhetorical, and cultural contexts have

much to do with whatever value the element carries (5).

Kearns finds that while Genette’s structuralist system ‘foreground|s]
the typology’ it goes some way to demonstrating the possible functions of
analepsis and prolepsis, noting that according to Genette analepsis can
serve a ‘mimetic’ function, giving us a clearer understanding of the
character’s present actions by understanding the past. Prolepsis can have a
thematic function, ‘by providing advance information, it enables and even
invites a reader to generalise about the present situation that is being
suspended in order to make room for the prolepsis’ (143).

Kearns contextualist narratology works differently to the narrative
method of Genette’s, as well as the method of classical rhetoric. Narratology
such as Genette’s give critical importance to the text itself, and issues of
author, narrator, and reader are extrapolated on textual evidence. Classical
rhetoric, we are told, developed its method by a study of successful orators.
The figures of rhetoric are grammatical, emotional and logical devices noted
for the efficacy of past orators. Their value is shown by previous successful
usage, the figures themselves may be used well or badly, specific purpose for
individual figures may be recommended, but as rhetorically aware writers
like Shakespeare have shown, they are capable of being used in new and
effective ways (Vickers 336). Kearns’s rhetorical narratology may examine
the possible value of narratives from a cultural context, with the goal of
being applicable to much more than just literary criticism, however its
exclusion of the tradition of rhetoric limits the potential for textual analysis

such as I intend.

Creative Practice
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‘The finding out of apt matter, called otherwise Invention, is a searching
out of things true, or things likely, the which may reasonably set forth a
matter, and make it appear probable.’

— Wilson, Art of Rhetoric.

The critical approach I will use begins with intentional reading, as
described by Abbott in The Cambridge Introduction to Narrative (102).
While an empirical author’s purpose ‘cannot easily be determined on the
basis of authorial intention’ (Fludernik 146), it is possible to argue that the
text has a specific intention on the reader. In The Role of the Reader, Eco
describes this as the relationship between the model author and the model
reader. This style of reading allows us to examine the construction and
purpose of the text object without attributing motivations to either the
empirical author, or the empirical reader. The model reader has the
required felicity that the text requires, such as ‘a specific encyclopaedic
competence’ (Role 7). Likewise, the model reader may not have knowledge of
other texts that would have a diminishing effect of the one being read.
Unlike symptomatic or adaptive readings, which can open up
interpretations of the text that close reading may not reveal, an intentional
reading ‘assumes that a single creative sensibility lies behind the narrative’

(104-6).

There is some question about the extent to which Renaissance rhetoric
can be used not only to analyse time effects in narrative, but also as a
prescriptive guide for their use. Whether creative writing, or literary
writing, can be taught is beyond the scope of this thesis. It seems literacy
can certainly be taught. How a writer should learn the use of their tools
seems to be a difficult question, and the usefulness of traditional

compositional tools is often questioned.

As Joseph has discussed, the education system that Shakespeare and a
large portion of the 16th century English populace received was the
grammar school education that gave students a comprehensive, if gruelling,
knowledge of grammar, logic, and rhetoric. Rhetoric is the art of using

language persuasively, and as Vickers and others have shown, its historical
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popularity is matched by periods of mass disdain, and its place in western

education has been just as unbalanced.3

Grammar, the ‘the study of a language which deals with its inflectional
forms or other means of indicating the relations of words in the sentence,
and with the rules for employing these in accordance with established
usage’ ("Grammar, N.”) has had a likewise difficult position in education,
Kolln quotes Tchudi and Tchudi: ‘grammar has probably generated more
discussion, debate, acrimony, and maybe even fistfights than any other
component of the English/language arts curriculum (12). During the trend
towards what is known as ‘whole language’ teaching in the latter half of the
twentieth century, grammar became so unpopular in schools that it was

even considered detrimental to the students’ development.

The teaching of formal grammar has a negligible or, because it usually
displaces some instruction and practice in composition even a harmful

effect on the improvement of writing (Kolln 26).

There seems to be a school of thought that believes that traditional
compositional tools are either not useful, or necessary, for creative practice.
That writing is an instinctive art form that is unrelated to critical thought
and writing. Indeed, creative writing and postgraduate study are often
‘uneasy bedfellows’ (Kroll 99). The University of Iowa’s Writer’s Workshop
has in its alumni Pulitzer Prize winners and Poet Laureates, yet it still feels
the need to defend itself by stating, “Though we agree in part with the
popular insistence that writing cannot be taught [...]" (“Philosophy"). And it
1s a popular insistence. Writers and critics such as Horace Engdahl, Hanif
Kureishi, Ryan Boudinot and Lucy Ellmann have continued the attack on
creative writing courses in higher education (Sullivan; Bausells). Ellmann
has gone as far as to call creative writing courses ‘the biggest con-job in
academia.” However, ‘the notion that literary writing is virtually

unteachable is also a relatively recent idea’ (White, The Rhetoric Canon 21).

3For more on the history of rhetoric see Vickers 148-294; Nash 1-28.
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It is curious that it is specifically fiction writing that is under attack, and

that it does not seem so extraordinary that critical writing can be taught.

Given that creative writing and literary criticism share the same
language tools, it is interesting that they are considered such separate areas
of study. As Genette notes, literary criticism ‘distinguishes itself formally
from other kinds of criticism by the fact that it uses the same materials—
writing—as the works with which it is concerned’ (Figures 3). After the
publication of The Name of the Rose, noted medieval scholar and semiotician
Umberto Eco was asked why he didn’t write a novel until he was over forty?

He replied:

Even in my doctoral thesis, even in my theorizing, I was already creating
narratives. I have long thought that what most philosophical books are
really doing at the core is telling the story of their research, just as
scientists will explain how they came to make their major discoveries. So
I feel that I was telling stories all along, just in a slightly different style’
(Eco Paris Review 74).

Style, of course, being one of the primary divisions of rhetoric. During
the Renaissance, the practical skill of rhetoric was given an equal, if not
greater, position in education, than grammar and logic. It was inseparable
from literature and ‘poetry and prose, plays and propaganda, were all seen
as essentially and inescapably rhetorical (Abbott 597). Renaissance rhetoric
1s a complete literary theory, although for the purpose of this thesis I only
intend to use those parts of the theory that are appropriate and useful for
the examination of time effects, and then only those effects that I discover in

my primary texts.

As my thesis question states, my interest is whether the Renaissance
model of rhetoric can be used as to recognise, understand, and finally
distribute some of the key effects of time in narrative story telling. The
quality of this use is of less interest to me than whether the rhetoric system

itself can be appropriated as a critical and prescriptive method.
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The authors I have chosen for my analysis are Charles Dickens and
Edgar Allan Poe. What these authors have in common is a large amount of
critical work devoted to the structure and style of their work. Each writer
also has had work devoted specifically to their rhetoric. Poe’s short and long
form fiction make use of mystery and suspense, and Poe has also been
shown to use of over two hundred rhetorical figures (Zimmerman, Style
637). Similarly, the works of Charles Dickens contain many examples of
complex narrative structures that use deformations in time to create
narrative effect. Having identified rhetorical devices that use time, I will
then deploy these figures in my own creative work based on their function.
The exegetical research will generate its own individual fabula that will
become the starting point for my creative work. It is my intention to allow

the process of creation to guide both the story and discourse my novel.

Classical rhetoric divides the composition of any rhetorical argument
into five parts: Invention, arrangement, style, memory, and delivery.
Arrangement, style, memory, and delivery carry much the same meaning
now as then, however memory and delivery are intended specifically for
spoken oration, and their components are most likely subsumed by the other
three parts in the case of written discourse. Invention ‘actually connotes
recollection and not the creation of something’ (Crane 6). While rhetorical
‘invention’ is a disputed term, the meaning of which has be argued and has
slid during time (Young 350), the argued definitions still contrast with a
thoroughly modern meaning of something ‘created’ or ‘made up’ ("invention,
n."). ‘In rhetorical studies, the art of rhetorical invention, which is what
invention usually refers to, has been traditionally defined as an explicit and
organised way of discovering the content of a discourse’ (Young 350). If the
content of the discourse can be then described as invention, then we are
equating the story, as narrative criticism calls it, with invention. It follows
then that we can assign to narrative discourse the parts of arrangement and
style, which in classical rhetoric equates to the logical arrangement (taxis)

and the rhetorical style (lexis). The division of logic and rhetoric in this case
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seem to follow their critical history in that they have an interdependent

relationship that is not easily separated.

Story Discourse
heuresis taxis lexis
Invention Arrangement Style

Table 2.

Three parts of rhetorical composition.

If when analysing narrative fiction, we assign our story to invention,
regardless of whether the story is the collection of fictional or non-fiction
material, it is necessary to identify the difference between story time and

discourse time:

According to Todorov, story time and discourse time are qualitatively
different: whereas the latter is, to a certain extent, a linear time, story
time i1s “multi-dimensional,” as several events can take place
simultaneously. Following the Russian formalists, Todorov identifies this
multidimensionality in the ‘temporal deformation’ (déformation

temporelle) as a general artistic means (Scheffel, Handbook 877-8).

When a writer constructs a narrative, fictional or otherwise, they must
contend with what to put in, what to omit, and when. Not only does the
organisation of time construct possible meaning in narrative, but as Abbot
posits: ‘narrative is the principle way in which our species organizes its
understanding of time’ (3).

Discourse is the parts of composition assigned to logic and rhetoric, the
parts used to persuade. Discourse is, at its core, a persuasive act. We are
being asked to see time and events from a certain perspective and for the
construct to hold as an individual object it must remain consistent to and of
itself. In particular, this thesis will be examining some narratives that
specifically use time to create their effects. I do not intend to say that all

effects in narrative are created using time, or that I intend to examine all
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possible effects that time can create in fiction. It is my intent to examine
some of what can be seen happening in effective fiction and discover if we
can understand and deploy the effects using rhetoric. Other writers before
me have attempted a thorough analysis of time in narrative, and while this
study will certainly use these models for support, it does not attempt to
supplant them. The remaining chapters are divided into specific time effect
groupings and will analyse examples of the effects in literature, classify
their structure rhetorically, and examine the stresses created in our three
part time model, and explore how these resources may be used as a

prescriptive guide for narrative effect.

This thesis divides time effects into the following four chapters:
lingering, quickness, prolepsis, and analepsis. Or, in other words, effects
that slow time, effects that speed time, effects that skip forward, and effects
that skip backwards. Each chapter will examine examples from my chosen
texts and attempt a rhetorical analysis of them as well as examples of my
own deployment. Just as Genette and other theorists have used their own
models to examine the narrative figures that most interest them, I will also
add my own division into the system that I am using. I do this not in order
to correct or even find fault with those critical narrative methods, or the
system of rhetoric as it currently exists. On the contrary, my own work
would not be possible without the work of Aristotelian rhetoric, Roman
rhetoric, Renaissance rhetoric, Genette, Booth, Chatman, Eco and many
others. It is simply my intention to explore an area of research that I believe
benefits from further study, and attempt to do so by adding additional tools
to the plethora that are already in use. For the most part my divisions are

not new, simply ordered in a different way specific to my purpose.

To that end, just as Genette divided his narrative perspectives into
homodiegetic, heterodiegetic, internal, and external (which I will still use),
when I am examining the movement or pace of narrative time, I will
examine what level that movement takes place on in relation to the other

modes of time being used. The divisions that I am using I have called
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‘actantial’, ‘discursive’, and ‘inferential’. I borrow the term ‘actantial’ from
Greimas (Prince 1); however I use it in a far simplified form. Greimas
designated actants as operative parts of narrative structures that need not,
but can be, persons in the story (1). In this instance, I am using the
actantial level to describe that the time effect does not deform time
structures above this level. Actantial movement does not disturb any other
narrative level. It is non-intrusive to the discourse in that we see no sudden
‘camera change’ from an overt or covert narrator. Neither do we hear or see

a narrator tell us that the change is taking place.

Discursive time effects are those that are overt in their manipulation.
The character’s journey through discourse time may change, slow, speed up,
move back or forward, but the actant is not aware, or in control, of the
movement. It is an effect done openly for the model reader. Discursive time

effects are those that are often seen in film and television.

Inferential time effects are a category that I have borrowed from Eco’s
work. This is when the effect happens at the level of the model reader. It is
not measured by the difference between story and discourse, but rather
between discourse time and reading time, as shown in my earlier example.
While there is no guarantee that the empirical reader will respond to the
text’s intent the inferential effect is one that the model author intends upon
the model reader. These narrative levels only exist appositionally, in
relation to each other. It is not my intention to claim that the events at the
‘actantial level are in fact a true chronological time. It only exists as it is
contrasted from our understanding of how the discourse has been altered
from a perceived chronology. How long it takes things to be said or done at
the actantial role is only as we are told it in the discourse. It is worth
differentiating the actantial from the discursive, even though they can both
create the same or similar time effects, both for the understanding of
narrative intrusion or opacity created by the effect, and also to note the role
actantial time effects have in setting in place inferential effects. A definition

of my time layers and narrative levels can be seen on table 3.
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Before I begin to examine specific time effects, I will summarise the

structure and intent of this thesis as, for a creative PhD thesis it may be

somewhat atypical. It is my intention to create a categorical system of time

effects found in literary fiction. In the spirit of rhetoric I will do this by

noting successful rhetoric in well-known and analysed fiction and basing my

modelling on these works along with rhetorical terminology that already

exists in our critical language.

NARRATIVE LEVEL
Actantial Discursive Inferential

Story Happens at the level of Actants are unaware of Actantial and discursive
the story actant, the the discourse’s use of effects are the cause of
intradiegetic level. Any deformations to the inference, inferential effects
time effect does not chronology. Effects are the intended/unintended
change story time. change the natural effect.

pattern of story time

Discourse Story time is only Direct narrator intrusion. Discursive effects are often
available by Whether homodiegetic or put in place to allow room
reconstruction of the heterodiegetic the effect is the form changes in reader time
discourse, and by a structures manipulation visible | when the reader takes an
comparison with it. to the reader inferential walk.

There is no deformation
of discourse time created
by actantial time effects.

Reading Actantial time effects Often proleptic and analeptic Inferential walks can happen
are one of the most hints take this form, directly to | within the mind of the
common tools for create effects of suspense reader, or actively in the
creating inferential surprise and curiosity in the discourse, when the reader
effects by a model reader reads backwards or forwards
author in the text.

Table 3.

Narrative levels and time layers.

I will be giving more thesis weight to these figures than is usual when

examining my own creative work, as the figures themselves are an essential

element to the creative process, perhaps an uncommon approach, but one

that is well established in rhetorical method.

An unusual doubling of research material will be the subject matter of

both my exegetical and my creative efforts. When planning my creative
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work, besides my attempts to use time effects that I find, I also intend my
exegetical research to be the basis for my ‘invention’. This is for the simple
reason that I have purposely chosen an area of research that I have great
interest in, but that will require extensive research in rhetoric and
narrative studies. Therefore, the more I can use my exegetic research for my
creative work, the less additional research will be necessary. This may seem
curious, however between the vast material of my chosen authors, and the
size of the field of rhetoric, I believe I should have a great deal to choose
from. This method, the creation of rhetorical time figures, as well as new
creative material based on them may well give my thesis an unusual

structure, but by the nature of my thesis question it will be a necessary one.

The next chapter will examine my first figure, what Eco and others
refer to as ‘lingering’. I will examine the slowing of narrative time as it
happens at three separate levels, as well as how this effect may interact

with other time effects.
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Chapter 2: Lingering

Perhaps I am as thick as two short planks, but I cannot understand how
a man can take thirty pages to describe how he turns round in his bed

before he finally falls asleep.

— Alfred Humblot, prospective publisher, on A la Recherche du Temps Perdu

And this — this keen, perfect, self-existing sentiment of duration — this

sentiment existing independently of any succession of events —

—Edgar Allan Poe

In this chapter and chapter three I will examine various changes in the
speed, or tempo in examples from Poe and Dickens, which I will then apply
to my own creative material. This will include changes to story time,
discourse time, and reader time. When analysing the effects I am describing
as lingering and quickness we need to identify what rhetorical figures fall
into this categorisation. This chapter will examine the rhetorical effects of
slowing on one or more of these temporal levels, and chapter three will then

deal with quickness.

In contemporary criticism narratives that linger are often considered
examples of poor writing rather than effective ones. While ‘show don’t tell’
may remain a most popular piece of writing advice—despite Wayne Booth’s
efforts—another well-known truism is ‘kill you little darlings’. Stephen
Write in Overland traces this advice back to a Cambridge lecture by Sir
Arthur Quiller-Couch nearly a hundred years ago (Wright). Yet, if
conciseness is the key to good writing why do we continue to admire the
works of writers such as William Shakespeare, Marcel Proust, and
Lawrence Sterne? Variation in tempo is a constant feature in all narrative,
and much like rhetoric, we tend to focus on its misuse rather than its
effective figures. As Eco notes about the effect of lingering, ‘Aristotle had
already stipulated that catastrophe and catharsis should be preceded by
long peripeties’ (Six walks 64). Effective lingering will be the focus of this
chapter.
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Edgar Allan Poe’s Rhetoric

My choices of literary example for this chapter will be primarily from
the work of Edgar Allan Poe. However, Poe’s use of style is a contested one.
Why then use Poe? First and foremost my choices are those whose works,
both for my creative component and my exegetical theory, provide an
abundance of appropriate research material. Poe as a literary stylist has
attracted a great deal of attention for a variety of reasons over a diverse

body of work. He is also a writer who had training in rhetoric.

Edgar Allan Poe’s familiarity with rhetoric should come as no surprise.
The first half of the nineteenth century in the United States was known as
‘the golden age of American oratory’ (Parker 1). During Poe’s lifetime
classical rhetoric’s place in American education and culture was at a high.

As Zimmerman notes:

From the seventeenth to the end of the nineteenth century, rhetoric
saturated American culture and was critical to the school curriculum,
pulpit, political forum, and court of law. Poe's career as a schoolboy and
professional author fits, after all, between the years 1820 and 1860]...]
Robert Jacobs calls oratory the most admired form of Southern rhetorical
expression in Poe's time. It was, says biographer Hervey Allen, the age of

the spoken word (Zimmerman 30).

Rhetoric was not only popular during this time however, it was
evolving. Poe was educated at a time of rhetorical transformation in the
American education system, where the use of Rhetoric was moving away

from the emphasis on oratory, and beginning to look seriously at new forms:

Perhaps no single event was more consequential for the
development of public address studies than the publication of Hugh
Blair’s Lectures on Rhetoric and Belles Lettres in 1783. Blair’s book
was the catalyst that began the movement away from Rhetoric and
Oratory in the late eighteenth and early nineteenth centuries [...]

The new belles lettres tradition subordinated all of that to written
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rhetoric, placing a heavy emphasis on style, composition, criticism,
taste, grace, charm, wit, and various forms of literary rhetoric [...]
the teaching of oratorical forms of rhetoric slowly began to give way

to the teaching of written rhetoric (Parry-Giles and Hogan 19-20).

Robert Jacobs calls oratory ‘the most admired form of Southern
rhetorical expression in Poe's time’ (Zimmerman 30). Poe’s character,
creative works, and critical writing have been the subject of controversial
debate since his own time and continue to be so now. His character has been
seriously attacked since his first biographer, who despite their poor
relationship, Poe chose himself (Campbell 436-464). His style has been
described as glutinous (Zimmerman 5), and Mark Twain is quoted as having
written, ‘[t]Jo me his prose is unreadable — like Jane Austin’s [sic]’ (4). Much
of the early criticism of his creative work seems to be related to the subject
matter, and it is not unusual for his themes, and readers, to be critiqued as
immature or underdeveloped (4). More recently Harold Bloom has launched
bombastic attacks on Poe’s writing. He repeats the accusation that Poe’s
tales are for the young. More fantastically, he attempts to justify Poe’s
continued success by arguing that, ‘[t]he tale somehow is stronger than its
telling, which is to say that Poe’s actual text does not matter.” He attacks
Poe’s readability and style by saying, ‘[u]ncritical admirers of Poe should be
asked to read his stories aloud (but only to themselves!)’ (Bloom 3).
Recalling a production of the play, I think I might be Edgar Allan Poe,
written and performed by Dawson Nichols that included a complete recital
of “The Tell-Tale Heart’ (with an American dialect) I find this argument glib
and difficult to support.

The praise of Poe is as grandiose as the condemnation. Generally
accepted to be the inventor of detective fiction, as the creator of Sherlock
Holmes said ‘Where was the detective story until Poe breathed the breath of
life into 1t?’ (Arthur Conan Doyle, in an address before the Poe Centennial
Celebration Dinner of the Author’s Society, March 1909). His prose poem
“Eureka” has been argued to predict, if not the big bang theory, then a least



Matt Russell 39

some modern theories of cosmology. Prior to 1849, the year of Poe’s death,
his work had attracted the attention of no less than five French translators,
the most notable being Charles Baudelaire, who devoted a major part of his
literary career to the task of making Poe famous in France (Bandy). Poe’s
training in language and public speaking began at a young age. As a child
Poe was encouraged at home in the practice of oratory, and had a talent for
declamation (Zimmerman 31). As a young student in England he learned
Latin and ‘read the ordinary classical authors of the old preparatory
curriculum’ (31). When he returned to the United States Poe continued to
study:

At Jefferson's newly opened University of Virginia, Poe enrolled in the

Schools of Ancient and Modern Languages, later to excel in French and,

again, Latin. Harrison records that Poe impressed his associates with his

remarkable attainments as a classical scholar. As another biographer,

Kenneth Silverman, notes, Poe also joined the Jefferson Society, a

debating club, [where] it was said, [he] grew noted as a debater (32).

While ‘we cannot say for sure with which rhetorical handbooks Poe was
familiar with’ (Zimmerman 29) his knowledge of the system of rhetoric is
evident from his critical writing as well as his education. In the “Rationale
of Verse” he states ‘In our ordinary grammars and in our works on rhetoric
or prosody in general, may be found occasional chapters, it is true, which
have the heading, “Versification,” but these are, in all instances, exceedingly
meagre’ (29). Poe also shows a knowledge of classical rhetorical texts in his
stories and marginalia writing references to authors such as Cicero,
Quintilian and Gorgias (33). Poe was also exposed to modern rhetorical

texts:

Scholars attempting to demonstrate a nineteenth-century writer's
familiarity with the rhetorical tradition often begin with the eighteenth-
century Scottish divine and professor of rhetoric, Hugh Blair, whose
Lectures on Rhetoric and Belles Lettres "went through one hundred and
thirty British and American editions between 1783 and 1911"

(Zimmerman 29).
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Despite Poe’s familiarity with rhetorical composition, his reputation is
not for his persuasive structure, but for his originality and experimentation.
He does, however, suffer from the same criticism that Renaissance
rhetoricians, including Shakespeare, have been accused of, an
overabundance of the ‘flowers of rhetoric’, the colourful, descriptive
language. However, Zimmerman points out that this may be, at least
partially, mistaking the style of Poe’s narrators with that of Poe himself,
and that a more analytical examination of Poe’s work has rarely been

performed (Zimmerman 3-27).
Duration in Narrative Discourse

As Genette notes, changes to the speed of discourse are difficult to
1dentify (Literary Discourse 86) as it has no definite pace. It is only possible
to measure in relation to itself, and a reconstructed story time that we have
extrapolated from the narrative discourse. Genette describes this method as

it has been proposed by both Muller and Barthes:

[TThe speed of a narrative will be defined by the relationship between a
duration (that of the story, measured in seconds, minutes, hours, days,
months, and years) and length (that of the text, measured in lines and in
pages). The isochronous narrative, our hypothetical reference zero, would
thus be here a narrative with unchanging speed, without accelerations or
slowdowns, where the relationship duration-of-story length-of-narrative

would remain always steady (Literary Discourse 87).

Note that steady does not mean they are the same, but only constant in
relation to each other. As with all time effects that I will discuss, the first
and most important distinction is the bifurcation of story time and narrative
discourse time. This remains so when understanding changes in temporal
speed. For example, examine the movement of time in a section from Poe’s

“The Tell-Tale Heart” (emphasis is mine):
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I was never kinder to the old man than during the whole week before 1
killed him. And every night, about midnight, I turned the latch of his
door and opened it—oh so gently! And then, when I had made an opening
sufficient for my head, I put in a dark lantern, all closed, closed, that no
light shone out, and then I thrust in my head. Oh, you would have
laughed to see how cunningly I thrust it in! I moved it slowly—very, very
slowly, so that I might not disturb the old man's sleep. It took me an hour
to place my whole head within the opening so far that I could see him as
he lay upon his bed. Ha! would a madman have been so wise as this, And
then, when my head was well in the room, I undid the lantern
cautiously—oh, so cautiously—cautiously (for the hinges creaked) —I
undid it just so much that a single thin ray fell upon the vulture eye. And
this I did for seven long nights —every night just at midnight— (Poe,
Collected Works, vol. 2. 792-3).

From this we can reconstruct, as Genette describes, the first narrative:
‘the temporal level of narrative with respect to which anachrony is defined’
(48). In this case it is eight days, the night of the murder and the seven days
that preceded it. The eighth night—that of the murder—is described in the
most detail, as it takes up almost 1700 words of the 2200 word story. While
the preceding week is part of the first narrative, it is only the approximate
hour at midnight that is described, the remainder of the days is summarised
in, ‘T was never kinder to the old man than during the whole week before I
killed him’, and ‘every morning, when the day broke, I went boldly into the
chamber, and spoke courageously to him, calling him by name in a hearty
tone, and inquiring how he has passed the night’. The hour from twelve
o’clock each night of the seven days is described iteratively. In this way an
hour of each night is described in detail, while the overall effect is that of

making the narrative shorter, and quicker.

There is however another important element of discourse time here,
the unknown narrator is autodiegetic, and the story is told as a direct
discourse monologue to an implied audience that encompasses his unique

and erratic speech patterns. His story is, in the main, an external analepsis.
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The narrator relates an earlier event from his own perspective. The telling
of his discourse is far shorter than the story time itself. The discourse time

and our third time division, the reading time, are far closer.

As Genette notes, the closest thing to an isochrony, an equal durative
rhythm, between story and discourse is direct reported dialogue. Yet even
this cannot be considered perfect isochrony for it is unable to report the
speed, the pauses and the emphases that would be used by the speaker
(Discourse 87). I posit however that each reading by an empirical reader
creates new and individual discourse speed event. As Currie discusses in
About Time, there is a hermeneutic circle in the way cosmological time and
human time function in narrative. We live our narratives ‘in anticipation of
retrospection’ (29-30), aware that we will look back on the narrative event
from a future point, while when reading narratives we activate past events
(the narrative document) as if they are a present moment. Using brain
1maging, ‘[p]sychologists and neuroscientists are increasingly coming to the
conclusion that when we read a story and really understand it, we create a

mental simulation of the events described by the story’ (Ryan 469):

Readers create vivid mental simulations of the sounds, sights, tastes and
movements described in a textual narrative while simultaneously
activating brain regions used to process similar experiences in real life

(Ryan 469).

I would argue that this process of presentifying the past can create
what we think of as a mimetic and cathartic event. It is by the reader
translating the narrative into human time that we understand it in a very

real and personal way.

As outlined in chapter one, it 1s through these three separations in
time that I will analyse temporal structures in narrative, defining them as
reader time, discourse time, and story time. Novelist and critic Michel Butor
noted these divisions by saying, ‘as soon as we approach the province of the

novel, we must superimpose at least three time sequences: that of the
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adventure, that of writing it, that of reading it’ (Ireland, Sequential

Dynamics 21). Or, to express it as a narrative:

The author gives us a summary, which we read in two minutes (he might
have spent two hours writing it), of a narrative which a certain character
might have told in two days, of events extending over two years (Ireland,

Sequential Dynamics 21).

It is by comparing these three time sequences that we can note
temporal rhetoric such as the slowing down or accelerating of the three
levels of time rhetoric I have defined as story, narrative discourse, and

reading time.

When examining durative effects, I will begin with Genette’s work as it
remains the closest thing narratology has to a complete system (Narrative
Discourse 7). In Narrative Discourse, besides scene and summary Genette
includes the effects ‘pause’ and ‘ellipses’ in the category of duration (86—
113). I find the term pause a difficult one in relation to my own methodology
due to the inclusion of the extra temporal mode of reader. Genette defines a
‘descriptive pause’ as the narrator describing something (a place, an object,
etc.) quite outside of the story time and in their own voice (99-101). He notes
that this effect is not unique to Proust, but recognisable in literature as the
narrative effect of ecphrasis (100). Ecphrasis, or ekphrasis ("Ekphrasis, N."),
1s a rhetorical term that has had a complicated history. In classical rhetoric
it 1s one of the progymnasmata, a series of exercises given to students to
develop their rhetorical ability (Lanham 120). Ecphrasis is a vivid
description that brings its object, ‘before the listeners' eyes’. As a literary
device, it is defined as a vivid description of another work of art (Burton).
Both of these definitions are synonymic to the general rhetorical figures of
enargia (Lanham 64), or hypotyposis (88), of which there are many types
such as chronographia (34): the description of time; hydrographia (85): the
description of water; geographia (81): the description of landscape. I will

further discuss examples of enargia in this chapter as it is a notable
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rhetorical device for slowing time in narrative. As for Genette’s example, I
would define traditional ecphrasis such as he describes as discursive
lingering, as it happens at the level of the narrator, and ‘Proustian’ pause
(Narrative Discourse 102), where the story events take in a literary
ecphrasis as actantial lingering as it happens on no higher level than that of

the actant.

Story time is a reconstruction from narrative discourse time, and
whether any discourse can be considered outside story time is a tricky
concept depending on the narrative level used (autodiegetic, homodiegetic,
heterodiegetic). The time period of the first narrative may, or may not,
include the time of the discourse, but it would surely still be considered
external story matter. Genette himself admits he finds no examples of these
in Recherche, instead he takes special note of what I would describe as a
form of actantial lingering. He notes that, ‘Proustian narrative never comes
to a standstill unless that halt corresponds to a contemplative pause by the
hero himself’ and that these pauses are, ‘less a description of the object
contemplated than it is a narrative and analysis of the perceptual activity of

the character contemplating’ (Narrative Discourse 102).

As for Genette’s inclusion of ellipses, a figure of omission, into the
category of duration it does seems appropriate here; however the degree of
omission is pertinent to its specific function. Genette defines ellipses as an
‘absence of summary, absence of descriptive pause’ (Narrative Discourse
106). Meaning it is a missing unit of perceived story time in the narrative
discourse. He then divides ellipses into three kinds: implicit, explicit, and
hypothetical (106-9). All of his definitions of ellipses have the commonality

of being an authorial choice.

Rhetorical ellipsis is ‘omission of a word or short phrase easily
understood in context’ (Burton). It is sometimes listed as a rhetorical vice or
scheme and used purposely for comedy (Sonnino 66). There are many

rhetorical figures of omission, such as asyndeton: omission of conjunctions
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(Lanham 25); brachylogia: omission of conjunctions (30); and apocope:

omitting the last syllable of a word (18).

The rhetorical strategy of omission is that what is missing is assumed,
hence why it is listed as easily understood. It is exactly this quality that
makes it an important part of larger rhetorical strategies such as the
enthymeme. An enthymeme is to rhetoric what the syllogism is to logic. A
syllogism is ‘the relation of two propositions (called premises) having one
term in common there necessarily emerges a new, third proposition (called
the conclusion)’ (Trivium 130). An enthymeme 1s two premises, where either
one of the premises, or the conclusion, has been omitted (138). The omitted
premise becomes assumed by the listener. Indeed, there are even specific
rhetorical devices that demonstrate this effect for different purposes, such
as anantopodoton: a hypothetical proposition wanting the consequent

clause:

If you eat the bear, you have become a man;

If the bear eats you, well... (Lanham 11).

Unlike the syllogism, the enthymeme is not intended to be true, rather

it only needs to be convincing. Lanham refers to this process as ‘leveraging’:

It is upon the ways of leveraging a small amount of information that the
distinction has turned, the brevity or omitted premise of the enthymeme

pointing to this essential but often “illogical” leverage (Lanham 66).

Some types of omission, such as those that happen at a word or a
morpheme level have the effect of quickening the pace of a discourse, while
other, larger, forms of omission are part of complex narrative structures.
Some omissions are those that omit story time, while others omit particular
information from the discourse. While reader time cannot be omitted, unless
by reader impatience, it can certainly be made quicker or slower. As Genette
shows, omissions from story time can happen elliptically or paraliptically

(Genette 52), that is by omitting information from the chronological
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movement in the story time, or by omitting something that has happened in
the story universe that the narrator chooses to not reveal. To some extent, if
we consider each story, regardless of fiction or nonfiction, to have its own
world, then every piece of information in that possible world that is not
shown can be considered omitted. Therefore, given the multitude of possible
information, narratives are more notable for what they do include, rather

than what they do not.

One of the strengths of the figures of rhetoric is that their function is
not fixed to one purpose. A metaphor may lose its effect with too much usage
and become clichéd, yet a new metaphor can come into existence with just

as much force and originality as ones that came before.
Actantial Lingering

Actantial lingering is an uncommonly discussed form of temporal
narrative slowing. Most textual strategies that slow narrative discourse
happen at the discursive level, as any diegetic telling of story events will
mean we must consider it discursive lingering. Unlike prolepsis and
analepsis, where an anachrony in story time can be recognised when it is
done, or happens, to a non-narrating actant, actantial lingering can only be

differentiated from discursive lingering through two specific devices.

Actantial lingering can happen either through metadiegetic discourse,
whereby non first narrative actantial discourse slows the speed of the first
narrative without reaching a higher narrative level, or through what

Chatman calls scene:

The incorporation of the dramatic principle into narrative. Story and
discourse here are of relatively equal duration. The two usual
components are dialogue and overt physical actions of relatively short

duration (Story and Discourse 72).

Eco gives an example of the potential for actantial lingering

using scene from Dumas’s The Three Musketeers. Dumas was paid by
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the line, so for non-artistic reasons he would stretch dialogue for his
own financial reasons (Walks 62). When we remember that story
time, like the concept of mimesis, is illusionary, and only ever
available as a construct of the prevailing narrative, we can see how
the choice of what to report can be an example of actantial lingering
where other narrative choices would have a different effect. The
choice to report all dialogue is a narrative one which happens at the

actantial level.

The first of these devices, metadiegetic discourse (Genette, Narrative
Discourse 228), can be recognised when an actant other than the primary
homodiegetic or heterodiegetic narrator tells a metadiegetic story (a story
within the story). This can be said to be actantial lingering, lingering that
happens on no level higher than that of the actants. An example of this can
be found in Poe’s, “The Fall of the House of Usher”. As I have discussed
earlier, the rhetorical figure of ecphrasis has become a literary figure
whereby one work of art is described inside another. One particular example
of ecphrasis is the technique of mise en abyme. A term that originated from
heraldry, where somewhere in the image on a family’s shield would be a
miniature depiction of that same shield (Prince, Dictionary 53). In literature
it 1s an embedded metadiegetic narrative that reflects one or more aspect of
the whole (53). One of the most well-known examples of this effect is the
play-within a-play in Hamlet.

Poe uses mise en abyme in “The Fall of the House of Usher” for a
different effect. However it might be prudent to first defend this as an
example of actantial lingering. The metadiegetic narrative is, in fact, related
to us by the homodiegetic narrator, which would seem to point towards this
being an example of discursive lingering, however as the unnamed narrator

tells us as he attempts to calm his friend:

Here is one of your favorite romances. I will read, and you shall listen;—
and so we will pass away this terrible night together (Poe, Collected

Works. Vol. 2, 413).
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The narrator is in fact reading the story from a book, an artwork
metadiegetically being presented inside another, so any slowing of time can
be said to happen at the actantial level. True, the book he is reading from
and its author are also the creations of Poe, yet nevertheless this still
remains an actantial mise en abyme, an ecphrasis, the artwork inside the
artwork that shares some form of relationship with the larger one. In this
example Poe is using ecphrasis to create suspense. While the narrator
attempts to distract Usher from morbid thoughts, there is an unfortunate
mirroring of the events of the fictional story with the events in the house of
Usher. As the tale progresses and the auditory elements of the story mirror
the events of the first narrative, Poe uses the rhetorical figure of apostrophe:
‘breaking of a discourse to address some person or personified thing either

present or absent’ (Lanham 20) to heighten the effect:

[H]e so cracked, and ripped, and tore all asunder, that the noise of the dry
and hollow-sounding wood alarumed and reverberated throughout the

forest.

At the termination of this sentence I started and, for a moment, paused;
for it appeared to me (although I at once concluded that my excited fancy
had deceived me)—it appeared to me that, from some very remote
portion of the mansion, there came, indistinctly to my ears, what might

have been, in its exact similarity of character (414).

[T]he dreadful noise of it, the like whereof was never before heard.

Here again I paused abruptly, and now with a feeling of wild
amazement—for there could be no doubt whatever that, in this instance,
I did actually hear (although from what direction it proceeded I found it
1mpossible to say) a low and apparently distant, but harsh, protracted,

and most unusual screaming or grating sound (414).

[W]ith a mighty great and terrible ringing sound.
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No sooner had these syllables passed my lips, than—as if a shield of brass had
indeed, at the moment, fallen heavily upon a floor of silver—I became aware of a
distinct, hollow, metallic, and clangorous, yet apparently muffled, reverberation

(415).

The use of mise en abyme along with the apostrophic structure alerts
the model reader to the events in the crypt below, while also slowing down
the pace at which they unfold. Suspense is one of the narrative effects that
Meir Sternberg has identified that we will examine in further chapters.
Sternberg calls this effect ‘prospection’ and sees it as, ‘the discrepancy
between what the telling lets us readers know about the happening [...] at
any moment and what still lies ahead, ambiguous because yet unresolved in
the world.” (Sternberg, How Narrativity Makes a Difference 2). 1 will further
discuss this prospection on the part of the reader in chapter four as the
rhetorical effect of prolepsis, where the rhetorical time structure is intended
to either make the reader skip forward physically in the narrative, or take
an inferential walk into what they believe might happen. To a model reader
familiar with mise en abyme, it is a narrative technique that will always call

into question future discursive events.

The other form of actantial slowing I would like to identify, is that of
Chatman’s scene. Scene is simply when ‘discourse-time and story time are
equal’ (Story and Discourse 68). An example of scene can be found in a lesser
known Poe story, “The Colloquy of Monos and Una”. Not all uses of scene
will be examples of actantial slowing. When discourse and story are
approximate, the pace is dependent on the combined effect. As Genette and
Chatman both show, scene is when story and discourse are of ‘relatively
equal duration’ (Walks 54). This does not then have to lead to story time
slowing, indeed it will only be in examples where the actantial level telling,

as Eco posits, can appear longer in comparison with itself.

Poe uses dialogue as scene in an intriguing way in, “The Colloquy of
Monos and Una”. A colloquy is ‘a talking together; a conversation, dialogue.

Also, a written dialogue, as Erasmus's Colloquies’ ("colloquy, n."). It is this
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notion of the colloquy that Poe uses here, in a similar fashion to that of the
Socratic dialogue, a conversation between two or more speakers that
explores a philosophical argument using the Socratic method, a dialectic
form of logical argument to prove a proposition from contrasting points of
view. However, in this case as understood from the dialogue of two
characters meeting in the afterlife, there is only one point of view being
argued. In fact, the names of the two lovers who are meeting in the afterlife
give a proleptic hint of the matter to be argued. ‘Monos’ and ‘Una’ are of
course barely transcribed forms of the Latin and Greek words for one (Little
10) and ‘oneness’ is a central theme of the story. Indeed, it ‘could be
interpreted as a meditation on an entangled unity’ (10). In my attempt to
show that this story can be considered an example of actantial slowing I
would point to the nature of the story itself. The tale begins in an
indeterminate time, with the two parted lovers meeting in some form of

afterlife:

UNA. “Born again?”

MONOS. Yes, fairest and best beloved Una, “born again.” These were
the words upon whose mystical meaning I had so long pondered,
rejecting the explanations of the priesthood, until Death itself
resolved for me the secret (Poe, Collected Works. Vol. 2, 608).

The notion of time continues to be a difficult concept in this story. As
Monos and Una are reunited, they do not make any concrete reference to the
current time, or when they died, but are rather lost in a reverie of the
mysteries of the afterlife and ‘to define the indefinable,” not the death of
Monos, but what occurred after he ‘sank into a breathless and motionless
torpor’. From the very beginning the notion of time is, as the Russian
Formalists would call it, defamiliarized by ‘making the familiar strange by
impeding the automatic’ (Prince 18). Defamiliarization, as Eco has noted, is
one of the ways in which time can become stretched, in this case the reader

will travel more slowly over the text as they try to puzzle their way through
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it (Walk 56). Poe takes care to make the passage of time something different
from the conventional. Monos and Una even have difficulty trying to express

their new appreciation for the movement of time:

UNA: ...though the century which has since elapsed, and whose conclusion
brings us thus together once more, tortured our slumbering senses with

no impatience of duration, yet, my Monos, it was a century still.

MONOS. Say, rather, a point in the vague infinity (612).

Sometime after his death, Monos notes that he has developed a sixth

sense, a new appreciation of time:

Let me term it a mental pendulous pulsation. It was the moral
embodiment of man’s abstract idea of Time. By the absolute equalization
of this movement — or of such as this — had the cycles of the
firmamental orbs themselves, been adjusted. By its aid I measured the
irregularities of the clock upon the mantel, and of the watches of the
attendants. Their tickings came sonorously to my ears. The slightest
deviation from the true proportion — and these deviations were omni-

prevalent — (615).

Recent critical readings of some of Poe’s work has led to claims his
theories anticipate 20th century scientific theory. His prose poem “Eureka”
has been critically read as being predictive of modern cosmology. It has also
been argued that “The Colloquy of Monos and Una” can be read as presaging

a unified field theory in the way it explores the concept of time:

Poe's tales destabilize the traditional understanding of reality within
time and space and aggressively push the limits of conventional
rationality by exploring the unity between entities and events, as
exemplified by another concept in quantum physics called entanglement

(Little 2).

Regardless of the validity of this claim, it is undeniable that here Poe

destabilizes the traditional use of time in a short story. It has been argued
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that Poe’s interest in time may be related to his interest in, and personal
experience with the popular ‘science’ of the 1800s, phrenology (Zimmerman
169). Poe’s famously impressive cranium may well have had a particularly
developed ‘temporal organ’ that may have influenced his own theories. The
connection between phrenology and rhetoric was certainly my inspiration to
use phrenology as a major theme in my own work. Zimmerman lists the
references to time in the “The Colloquy of Monos and Una” as an example of
the rhetorical figure enargia. Specifically the enargia known as
chronographia the description of time. He also makes particular note that
when creating this defamiliarized notion of time, Poe makes use of the
rhetorical figure of adynata: ‘Stringing together of impossibilities.

Sometimes, a confession that words fail us’ (Lanham 3).

Whether Poe’s purpose in this story is the creation of a new theory of
time, or if he only wanted to create the unusual dream like quality of the
meeting of two lovers after death, writing the entire story in the form of a
dialogue heightens the unmooring of the story from a traditional sense of

time.
Discursive Lingering

Lingering at a discursive level is a far more familiar concept in literary
theory. Even rhetorical figures that work on the level of individual words
can create effects that are well known examples of discursive lingering. For
example there is the figure of polysyndeton, the use of a conjunction between
each clause (Lanham 117). The use of polysyndeton can create a ‘biblical’

style (Zimmerman11-12). The emphasis is mine:

And now was acknowledged the presence of the Red Death. He had come
like a thief in the night. And one by one dropped the revellers in the blood-
bedewed halls of their revel, and died each in the despairing posture of his
fall. And the life of the ebony clock went out with that of the last of the gay.
And the flames of the tripods expired. And Darkness and Decay and the
Red Death held illimitable dominion over all (Poe, Collected Works. Vol. 2,

676-7).
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Lingering can also create the effect of slow motion by the time
taken to narrate words. Chatman defines discursive lingering as
‘Stretch: here discourse-time is longer than story-time’ (Story and
Discourse 72). He notes that ‘over-cranking’ the camera has the effect
of slow motion in film that written narrative cannot achieve in the
same way. ‘Verbal expression may last longer (at least on an
impressionist measure) than the events themselves. The case of
mental events is especially interesting. It takes longer to say your
thoughts than to think them’ (73). Indeed, one form of discursive
‘stretching’ is when a narrator’s description of events takes longer
than the events themselves. An example of this can be seen in “The
Pit and the Pendulum”. At the beginning of the story Poe’s narrator
describes the last few moments of his trial before passing out and
awaking in his prison. While later in the story the events of the
slowly moving pendulum are narrated mainly as summary, Poe
begins his tale with the narrator realising his sentence of death in

horrible slow motion. The emphasis is mine:

The sentence—the dread sentence of death—was the last of
distinct accentuation which reached my ears. After that, the sound
of the inquisitorial voices seemed merged in one dreamy
indeterminate hum. It conveyed to my soul the idea of revolution—
perhaps from its association in fancy with the burr of a mill wheel.
This only for a brief period; for presently I heard no more. Yet, for a
while, I saw, but with how terrible an exaggeration! I saw the lips
of the black-robed judges. They appeared to me white—whiter than
the sheet upon which I trace these words—and thin even to
grotesqueness; thin with the intensity of their expression of
firmness—of immoveable resolution—of stern contempt of human
torture. I saw that the decrees of what to me was Fate, were still
issuing from those lips. I saw them writhe with a deadly locution. I
saw them fashion the syllables of my name; and I shuddered

because no sound succeeded (Poe, Collected Works. Vol. 2, 681).
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In particular I would make example of the narrator’s expression of, ‘I
saw them fashion the syllables of my name’. While we may not know the
name of the narrator it seems unlikely that the name, and the saying of it,

could match the length of the narrator’s description of the moment.

Enargia as a rhetorical figure is an important form of defamiliarization
or lingering. With enargia, story time may often be short, as we are viewing
an image or small moment of action brought vividly before the eyes.
Discourse time is variable, depending on correlative figures, while reading
time slows. It is appropriate here to think of the reading time as something
Eco calls ‘circumnavigational time’ (Six Walks 58). It relates to ‘arts of space’
such as painting. We can ‘view’ the image quickly enough, but, by necessity,
we linger and take it in. While I have used Poe for the majority of my
literature examples, since a large part of my theoretical system is based on
Umberto Eco whose literary work so often mirrors his critical work, I will

here use an example from The Name of the Rose:

In which Adso admires the door of the church, and William meets

Umbertino of Casale again (Eco 40).

This is the epigraph summary at the beginning of The Name of the
Rose used to describe noon of the first day. It is also an amusing use of
meiosis, to belittle often through a trope of one word (Lanham 98), by our
secondary narrator, given that Adso’s admiration of the door lasts for six
pages and ends with, ‘I knew we had made our way up there in order to

witness a celestial massacre’.

The chapter in its entirety is nineteen pages long, and the description
of the doorway is six pages. The comparitive discourse time of the
description and the story time would classify it as Genette’s Proustian
pause. It also qualifies for that catagory as it describes the state of mind of
the narrator as much as it does the tympanum. This form of enargia is

known as topothesia: the description of an imaginary place (Lanham 153).
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However, given the similarities it shares with the larger story of The Name

of the Rose, it may well be another example of mise en abyme.

In an example of Eco’s creative work and semiotic style, the fictional
description of the tympanum over the doorway depicts the apocalypse of the
Book of Revelation. Why does the model author spend so much time on the
tympanum? This scene happens near the beginning of the book, the third
chapter. The narrative focalization has been set, we have met our
protagonist and our narrator, the crime has been explained to us, and
suddenly we have a six page description of a door. This is not just a
description of architecture, but also a description of Adso. In his analysis of

A la Recherche du Temps Perdu Genette describes a Proustian pause as:

Less a description of the object contemplated it is in narrative and
analysis of the perceptual activity of the character contemplating: of
his impressions, progressive discoveries, shifts in distance and
perspective, errors and corrections, enthusiasms or disappointments

(Narrative Discourse 102).

We are viewing the scene as Adso sees and understands it. One critic,
Mihai Gramatopol, wrote to Eco and asked whether Adso ‘should not know
that the fearful animals on the tympanum were the evangelists’ emblematic
animals and that the fourth animal was the angel? (Gramatopol). In answer
to this critic Eco replied, ‘Adso has a shock, a vision and sees what he sees.
Adso is rather dull. I and Gramatopol are clever (mer¢i) and know that the
fourth animal is the angel. Gramatopol has to reproach Adso, not me with

that’ (Gramatopol).

The description of the tympanum is highly figurative, containing many
examples of: metaphor ‘but as my soul was carried away by that concert of
terrestrial beauty’; simile ‘majestic hair and beard flowed around the face
and over the chest like the waters of a river’; antithesis: conjoining
contrasting ideas (Lanham 16) and antimetabole: inverting the order of

repeated words ‘united in their variety and varied in their unity’ (14). As
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well as the figurative descriptions, it also contains meticulous descriptions

of size and shape:

arranged according to the triangular frame of the tympanum, rising
from a base of seven plus seven, then to three plus three and then to
two plus two, at either side of the great throne, on twenty-four little
thrones, there were twenty-four ancients, wearing white garments

and crowned to gold (Eco, Rose 42).

The list of Satan’s bestiary on the tympanum combines an exhaustive
list of real and mythological animals such as, ‘hairy serpents, salamanders,
horned vipers, tortoises, snakes, two-headed creatures whose backs were
armed with teeth, hyenas, otters, crows, hydrophora with saw-tooth horns,
frogs, gryphons, monkeys, dog-heads, leucrota, manticores, vultures,
paranders, weasels, dragons’ (Eco 44). The rhetorical excess of these figures
of metaphorical substitution and antithesis, the detailed fictional
architectural description, the real and mythological beasts; it seems as if
one of the purposes of this act of enargia is to link the supernatural and the
real together in this discourse. Overcome by the scene depicted, Adso
himself comments on this theme: ‘It was at this point I realised the vision
was speaking precisely of what was happening in the abbey’ (45). The model
author uses this moment in his narrative to have his protagonist actively
admit to the model reader that this enargia is an example of mise en abyme.

To what purpose would our model author have in the description, by
this character, at this point in the narrative, about, on the surface at least,
of a series of ghastly murders in an abbey? Viewed from this perspective,
this form of enargia is being used as, praeparatio: the narrator prepares his
audience for the topic he wants to discuss. (Zimmerman 283). When in essay
form, praeparatio would be part of the argument’s introduction. In detective
fiction this could be said to be an example of Sternberg’s concept of curiosity

(Expositional Modes 65).
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Edgar Allan Poe uses one particular example of durative time in an
intriguing way. As Zimmerman points out, ‘it was part of Poe’s authorial
credo that style should vary according to subject — should be adapted to the
subject’ (8). In “The Premature Burial” Poe’s narrator discusses, essay like,
the horror of being buried alive. The narrator relates some purportedly true
examples of this occurrence, as well as theorising on the general concept,
before relating his own experience. Poe often attempted to make his tales as
credible as possible, some of his tales first appeared as hoaxes (Zimmerman
232), specifically to trick his readership. In this story the essay-like tone is
an attempt to create credibility. After describing some purported true

examples he then discusses the concept as an abstract:

The unendurable oppression of the lungs — the stifling fumes from the
damp earth — the clinging of the death garments — the rigid embrace of
the narrow house — the blackness of the absolute Night — the silence
like a sea that overwhelms — the unseen but palpable presence of the
Conqueror Worm — these things, with thoughts of the air and grass
above, with memory of dear friends who would fly to save us if but
informed of our fate, and with consciousness that of this fate they can
never be informed — that our hopeless portion is that of the really dead
— these considerations, I say, carry into the heart, which still palpitates,
a degree of appalling and intolerable horror from which the most daring

imagination must recoil (Poe, Collected Works. Vol. 3, 961).

The story time of this meditation on horror is quite short, something
approximate to: ‘considerations of the horror of being buried alive would
make even the bravest imagination recoil’, and the discourse time here is
not that long, only 123 words. However, the narrator wants us to imagine, if
not feel, the sensation of being buried alive. This tale also uses a lot less
figurative language than other examples from Poe. What it does do is
describe eleven different consequents of premature burial in one sentence.
Zimmerman notes that this type of structure is an example of the rhetorical
figure hypotaxis, and like figurative language, it also ‘tends to slow the pace

because of syntactic interruption (10). Lanham describes it as, ‘an
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arrangement of clauses or phrases in a dependant or subordinate

relationship (87). Zimmerman also notes:

Hypotactic sentences are sometimes left-branching, too [...], which
adds to their difficulty. Called a “periodic” or “suspended” sentence by
most English teachers and hirmus by rhetors, a left-branching
sentence 1s one in which full grammatical completeness is left until
the end. It begins with a phrase or at least one dependent rather than
independent clause|...] Afraid that we would lose the sense of his
meaning long before he concludes the sentence, Poe must employ not
one but two summarising phrases (epanalepsis) to help carry the

sentence along: “these things” and “these considerations” (10).

Epanalepsis 1s ‘repetition at the end of a clause or sentence of the word
or phrase with which it began’ (Lanham 67). This sentence structure, while
complex, shows a distinct design, a purpose built into the language.
Zimmerman posits that this structure slows the pace of reading and ‘forces
us to consider at tortuous length the horrors of being buried alive’ (243). In
this example of hypotaxis, Poe’s intended effect is more than just slowing
the reader’s passage through the text. As the narrator details the physical
and mental torture of premature internment, a ‘lengthy left-branching
sentence like this is the linguistic equivalent to the physical action of
holding our breath — an “unendurable oppression of the lungs™ (10-11).
‘Here, style advances theme’ (11). Another name for this effect is iconicity
which, ‘imitates, in its signals or textual forms, the meanings that they

represent (Ireland 61).
Inferential Lingering

Lingering that happens in reader time is, as with all inferential effects,
based on the successful strategy of the model author on the model reader.
The reader slows to the author’s desired pace in the textual strategy of the
text. But why do we linger in a text? As we have discussed previously,
defamiliarization of the discourse will cause us to slow our reading. A model

author may choose to make us linger over moments as a way to emphasise
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their importance. As Genette has shown by the bifurcation of story and
narrative discourse, we can examine the length of story time to narrative
discourse time to see what elements a model author believes are worth

extended reader time.

Eco points to another example: that of delectatio morosa, from the
Latin meaning ‘dwelling on evil thoughts’ (50). This is surely an effect that
writers of horror and thrillers rely on. Our fascination with the unpleasant,
when not happening to us. In day to day life this would seem analogous to
the traffic that slows at the scene of a motor vehicle accident. Perhaps it
shares some common ground with the German definition of Schadenfreude
‘Malicious enjoyment of the misfortunes of others’ ("Schadenfreude, n."). A
model author will accommodate our perversity by an extended description to
match the model reader’s needs. Poe uses this effect in his tale “Hop Frog”.
The practical joke loving king and his seven councillors regularly humiliate
and addle with wine the unfortunate crippled jester, however it is not until
they dare to abuse his beautiful companion Trippetta that Hop Frog plans
his revenge, tricking them into highly flammable orangutan costumes and

culminating in a grisly mass murder:

“Ah, ha!” said at length the infuriated jester. “Ah, ha! I begin to see who
these people are now!” Here, pretending to scrutinize the king more
closely, he held the flambeau to the flaxen coat which enveloped him, and
which instantly burst into a sheet of vivid flame. In less than half a
minute the whole eight ourang-outangs were blazing fiercely, amid the
shrieks of the multitude who gazed at them from below, horror-stricken,

and without the power to render them the slightest assistance.

At length the flames, suddenly increasing in virulence, forced the jester
to climb higher up the chain, to be out of their reach; and, as he made
this movement, the crowd again sank, for a brief instant, into silence.

The dwarf seized his opportunity, and once more spoke:

“I now see distinctly.” he said, “what manner of people these maskers
are. They are a great king and his seven privy-councillors — a king who

does not scruple to strike a defenceless girl and his seven councillors who
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abet him in the outrage. As for myself, I am simply Hop-Frog, the jester
— and this is my last jest” (Poe, Collected Works. Vol. 2, 1353-4).

There is another purpose for the slowing of narrative discourse time
and reader time that is part of a narrative structure that we will explore
more fully in the chapters analepsis and prolepsis. That is the effect of what
Eco has called trepidation time and ties it closely to the effect of a cathartic
narrative event. When a narrative gives us proleptic hints, or an
enthymematic structure that has us casting forward to an imagined
conclusion, then suddenly slows the narrative pace. To end this discussion
with the same section used earlier in this chapter from the “The Tell-Tale
Heart”: The model author sets the model reader’s expectation when the
narrator uses an advance proleptic notice: ‘I was never kinder to the old
man than during the whole week before I killed him.” He then uses an
iterative analepsis to create suspense by the expectation of the murder.
Instead of simply describing the killer slowly looking into the chamber as
his victim sleeps, he describes the event in detail, slowly as happening each
night at midnight. The repetition of events is mirrored by repetition of
words in the paragraph, allowing the reader to slow down before the climax

of the events and forecast forwards.
Prescriptive Use

As stated in chapter one, it is my intention that my theory of time
effects in narrative discourse should be an analytical and prescriptive
model. In the creation of my exegesis and my manuscript I have worked
using a rhetorical structure, the first part of that being invention (Lanham
165-6). My resources, in this case my research into time effects, have been
the same for my creative work as with the exegesis. Naturally some
additional research has been needed for the creative component, but the
core material remains the same for both. I will end the chapter by
summarising the effects we have discussed above with examples from my

manuscript.
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My novel takes the form of a historical detective fiction set in the
1840s. Due to my research into enthymematic logic, and having read the
works of Edgar Allan Poe and Charles Dickens, I became interested in the
scientific background and aspirations of phrenology. Dickens and Poe have
both written engaging examples of detective fiction and both also use
phrenology in their creative work. An enthymeme is a persuasive device
that occludes part of the syllogism. It creates its logical effect on the
audience’s ability to assume its persuasive missing preposition. Phrenology,
despite its lack of scientific rigour, was used to successfully improve the
lives of many people such as prisoners, asylum patients, as well as the deaf
and blind. I became interested by the idea of a phrenological detective, who,
in spite of phrenology not being accurate, managed to solve cases using it as

his method of criminal investigation.

The first actantial form of lingering I discussed was metadiegetic
discourse. Where the first narrative narrator relates a character giving a
metadiegetic narration. Instead of the narrator summarising events, we are
allowed a more personal and detailed description that presentifies the
events. In explaining the injury that has so changed Dynant’s wife, his
friend John Butler reads a letter describing Cyril and Nina’s voyage to the
Americas. The letter is based on a similar letter written by Charles Dickens
of his own passage to the States. Not quite a Mise en Abyme yet still a
presentifying effect:

We were put aboard our packet on a small steam barge, some
fourteen individuals, along with approximately double the amount
of crew. As we went along side we could see the bearded figure of
Neptune huge on the bow. The massive iron steam funnel a bright
red in the middle of the ship, the grey iron steam furnace a
technological marvel. Stewards took us and our luggage to our
quarters. Ninette and I were travelling with some style, a private
cabin that thrilled us immediately. It had been ingeniously built. A
very small space, one little room for receiving guests and eating

semi-public meals, and a main chamber, that with screw and joists,
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would change from a comfortable cabin with space for lounging and
eating meals, into a bedroom with two matching beds secured with

iron bolts to the floor and walls (350).

I have also used actantial scene. A constant task in my creative
component has been to impart a large amount of the details of phrenological
manuals I have read into a narrative form that has an active effect on the
story, while also staying as true as possible to the rich and detailed history
of phrenology. I used the effect of scene along with enargiac descriptions of
the heads being read to create this slowing down and freighting of

information:

The guests stood and gathered around us. He spoke softly to those assembled as he

worked:

‘To look for the common, the homely, or the sensational in what is the discovery of
the ages...Instead of the guiding principles to understanding and improving the

divine soul of man.

Dynant continued his examination, finding each structure, raised or lowered on my
skull, not just rude lumps and depressions—galling enough indeed—but through his
fingers I felt him finding patterns, two fingers touched the large vertebrae between
my shoulders, then moved precisely up to where they intersected with the skull, then
his fingers moved horizontally across and seemed stopped on what felt like two

large protrusions (230).

In this scene I show Dynant reading the head of our protagonist Freya
and discussing with his audience what he learns of her character. The
intention here it to show Dynant’s craft to the reader, while also using an
unusual form of enargia, characterismus, ‘description of the body or the
mind’ (Lanham 33) to convey narrative information without too much

telling.

Discursive
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Zimmeman notes that Poe sometimes uses a formal, ‘high style’ for
effect (11), I have attempted a variation of this style as well. While in no
way biblical, I have copied the narrative style of the 1800s for another
rhetorical effect, that of ethos. My intention is by lengthening the discourse
time of my text using polysyndeton ‘use of a conjunctions between each
clause’ (Lanham 117), that this formal style will help persuade my reader of
the potential veracity of my para-text. One example of this appears at the
beginning of the manuscript, and its style is borrowed from an actual 1840s

pseudo-scientific publication called “The Zoist”:

He approached the man from behind, hallooed him, and asked he hold
up and give his name, to no effect. The constable attests that the
morning light was weak in the alleyway and would not allow for much
reading of the man’s features, particularly from behind. He drew his

club, and laid a hand on the man’s shoulder (188).

The effect of slow motion when discourse outpaces story is common to a
modern audience and would probably be unusual to be missing in a story
that hoped to create suspense. When my antagonist creeps quietly into the
house of a victim, I have him describe his entry in a fashion that is a
mixture of my admiration for Poe’s “The Tell-Tale Heart”, and the actual
events of the famous murder in the 1840s of Boston Brahmin, George
Parkman, who was killed by Professor John Webster, of Harvard Medical
School. Webster dismembered Parkman’s body and disposed of it in his
rooms at the school. In this example, and not unusually, the slowing here is
intended as a device of suspense and as a discursive tool it is an example of
stretch, while from reader time it also functions as an example of

trepidation time:

Light played under the door and I was afraid I would find him here,
ruminating on his evening. I lowered myself to the floor, and pressed my
cheek to the beams, closing my topmost eye. I could see no feet on the

floor. I took a scalpel and slid the blade under the door, turning it this
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way and that, looking for his image in the blade. I saw a mound on the
bed, mouth turned toward the ceiling, and drew back the scalpel. In my
haste the door rasped. I peered inside. The thick breath of sleep was
there, inside that shape (414).

In the same fashion as Poe in “The Tell-Tale Heart” and the
descriptions from the Janitor Ephraim Littlefield who discovered Parkman’s
body, in the above paragraph the events are quicker than my descriptions of

them.

I have seen the slowing effect of enargia and its relation to ecphrasis,
as well as Genette’s concept of the Proustian pause, exemplified in both Poe
and Dickens. I have also attempted its use as a structural tool to create the
model reader that is desirable. When Freya sneaks into Dynant’s front room
and is confronted with the collection of famous skulls, I am attempting to
describe both my central character, as well as a miniature of my larger

themes and structure:

My hand raised to the glass. Here was a cast of the Napoleon Bonaparte. The card read:
Reproduction of the Baton Rouge mask,
with the kind permission of Francesco Antommarchi, 1835.

I knew a cast of Napoleon’s face had been taken from his deathbed. The pillow arching
towards his defeated face, calm and still. I had heard of the original of this artefact, on
display at the Calbildo in Louisiana. But here was a seemingly perfect reproduction of the
original. It was darkly stained, but the delicacy of the facial features was undeniable. This
face looked so old, so tired, so gentle. The features were fine, pulled back by gravity, the
nose large, aquiline and slightly bent. The perfect nose of Grecian philosopher, the eyes
closed, but the mouth just slightly parted, a final breath waiting behind the teeth. Where
was the frightening power of this face? This man whose ability to make change, to push

his vision onto the stuff of the world had terrified his enemies as well as his allies (238).

While it is certainly my desire to describe some of the famous death
casts that were taken during the century, these descriptions are intended

just as much to portray the thoughts of the central character Freya.
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Inferential

It 1s with some embarrassment that I describe my attempts with the
effect of delectatio morosa. As a reader I am susceptible as any to the
enjoyment of dwelling on evil things and it is with the hope that my model
reader will enjoy this distasteful figure, although its place can be justified
by its larger structure, that I attempt it with some...relish. Here is a small

example:

The boy smiled at me, urging me to keep watching. He bent forward and
poked his spear into the distended stomach of the cow. I opened my mouth

to speak as the cow exploded.

The boy fell backwards off his feet. There was an audible, base-level pop
and putrefied gas and liquid flew. I felt the escaping air rush past like a
malevolent thing. A spattering of something unspeakable landed by my

feet and then, in my mouth. (285).

This collection of time effects, and the rhetorical strategies that
comprise them, are all examples of the slowing of one or more time structure
in narrative. While this is not intended to be an exhaustive list of the ways
in which time can be slowed, or the narrative effects that can be produced,
this work does give a model of the rhetorical figures that can be used to
define these effects as well as a guide to recognise and use them. A larger
categorisation is beyond the scope of this thesis, and as brevity is just as
important as lingering, the next chapter will look at the rhetoric of

quickness.
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Chapter 3: Quickness

Lu cuntu nun metti tempu — Time takes no time in a story.

(Italo Calvino 35).

What is quickness?

The word ‘quickness’ is one that I have borrowed from Italo Calvino’s
Six Memos for the Next Millennium. While discussing the notion of fast
tempo in narrative discourse using my tripartite division of time, ‘quickness’
has some useful homographic connotations. The most common modern
usage of quick is in relation to the time it takes for something to happen, the
secondary meaning of being quick as ‘living, endowed with life, animate’

("quickness, n.") still informs its usage.

As Ireland notes, ‘even within narrative studies, tempo has not been
allotted a significant role, either in works of general theory or on specific
authors’ (61). In relation to speed in narrative discourse, we add the
complication of more than one kind of time structure being present. As
discussed in chapter two, theorists such as Paul Ricoeur, Roland Barthes,
and Mark Currie have examined the hermeneutic functions of narrative. It
1s possible to read a text quickly when the style of writing is concise and
clear. Comprehension is also made easier when we have a clear
understanding of the ‘intertextual frames’ (Role 21) that inform the text,
and when there is not too much defamiliarization. Reader level impatience,
both as a narrative strategy as well as an example of narrative discourse
that does not achieve its intended effect, may cause us to read a text
quickly. At a narrative discourse level, quickness is often caused by
rhetorical strategies that involve summary or rhetorical figures that involve
surprise. Actantial effects of quickness may create effective styles of

characterisation.

In his discussion of open works, Eco argues that what the reader

brings to the work influences the perceived meaning of the text (Role 47-51).
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As a simple example of this relationship with the text object, Eco uses this

example in Six Walks:

If you have ever happened to watch a comedy at a time of great
sadness, you will know a funny movie is very difficult to enjoy at such
a moment. That's not all: if you happen to see the same film again
years later, you might still not be able to laugh, because every scene

will remind you of the sadness you felt on the first occasion (Eco 8).

Eco notes that, ‘any narrative fiction is necessarily and fatally swift
because, in building a world that comprises myriad events and characters, it
cannot say everything about this world. It hints at it and then asks the
reader to fill in a whole series of gaps. Every text, after all [...], is a lazy
machine asking the reader to do some of its work’ (Six Walks 3). This
process should be familiar to all readers. As an example, Eco references an
experiment by Roger Shank, known for his work in artificial intelligence

and cognitive science, who gave this simple text to a three-year-old child:

John loved Mary but she didn’t want to marry him. One day, a
dragon stole Mary from the castle. John got on top of his horse
and killed the dragon. Mary agreed to marry him. They lived

happily ever after (Schank 21).

He then askes a three year old child a series of questions that shows
the additional narrative information the three year old brings to the short

text:

P: Why did John kill the dragon?
C: ‘Cause it was mean.

P: What was mean about it?

C: It was hurting him.

P: How did it hurt him?

C: It was probably throwing fire at him.
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P: Why did Mary agree to marry John?

C: ‘Cause she loved him very much and he wanted very much to
marry her...

P: How come Mary decided to marry John when she wouldn’t in the
beginning?

C: That’s a hard question.
P: Well, what do you think the answer is?

C: Because then she just didn’t want to marry him and then he
argued very much and talked to her a lot about marrying her and
then she got interested in marrying her, I mean him (Schank,
Scripts 235-6).

The three-year-old child brings to the text their understanding of
narrative structure, both real and fictional. The model author will assume a
mean level of knowledge from their reader that will interact with the
designs of the text. While some elements of the reader’s narrating
experience will be outside of the model author’s predictive ability, the
author creates the model reader they intend for the narrative. Eco notes
that ‘[a] story may be more or less quick—that is to say, more or less
elliptic—but how elliptic it may be is determined by the sort of reader it is

addressed to’ (Six Walks 6):

A work of art, therefore, is a complete and closed form in its
uniqueness as a balanced organic whole, while at the same time
constituting an open product on account of its susceptibility to
countless different interpretations which do not impinge on its
unadulterable specificity. Hence every reception of a work of art is
both an interpretation and a performance of it, because in every
reception the work takes on a fresh perspective for itself (The Role of

the Reader 49).

When we examine the invention of a narrative, we can consider the
kinoi topoi, the commonplaces. In classical rhetoric, while this category is a
vague one (Lanham 169) it represents the commonplace topics for rhetorical
argument. In narrative fiction our kinoi topoi could be said to be our

narrative traditions. This represents both the author’s and audience’s
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narrative resource. As Eco shows, if we hear ‘once upon a time’, we make
certain predicative reading choices (Six Walks 10), we establish series of
propositions that we reasonably expect to see fulfilled or circumvented. In
this way, even down to a sentence structure level, there are logical
propositions being wagered and then fulfilled. In rhetoric this position is
fulfilled by rhetoric’s overarching device, the enthymeme. ‘An inferential

walk has much to do with a rhetorical enthymeme’ (Role 215):

As such, it starts from a probable premise picked up in the repertory of
common opinions, or endoxa, as Aristotle said. The endoxa represent the
store of intertextual information, and some of them are already mutually
correlated in possible general schemas of enthymematic chains.
Aristotelian topoi are nothing but this: over-coded, ready-made paths for

inferential walks (215).

In narrative structure we can consider our topoi as the encyclopaedic
knowledge of the model reader. A syllogism is a new piece of truth created
by combining two known truths to discover a third, unknown one. While this
model of rhetoric may be now outdated, it is an excellent structure for

narratological study.
Rhetorical Brevity

Quickness, brevity, and simplicity in discourse are qualities rarely
associated with rhetorical figures. Yet, for all the devices of rhetoric that
rely on prolixity, there are an equal number whose efficacy relies on brevity.
One of the most famous examples of tricolon is attributed to Julius Caeser:
‘vendi; vidi; viel’ or as it translates from the Latin: ‘I came; I saw; I
conquered’. Instead, rhetoric is better known for its excessive and
superfluous style. While the Renaissance may have given us the works of
Shakespeare, it also marks one of rhetoric’s most enthusiastic English
adoptions, with Renaissance rhetoricians specifying and describing over two
hundred individual figures of rhetoric (Shakespeare’s 3). The ‘flowers of

rhetoric’ (Enos 216) were on display in all forms of written communication,
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and it is perhaps unsurprising that the overabundance of rhetorical

enthusiasm led to a strong shift away from language adornment.

While narrative theory was not a recognised field of interest in the
seventeenth century, the ‘arts of language’ certainly were (Patnoe and
Phelan 454). The excesses of figurative rhetoric had begun a ‘lapse of
respect for the ancient art’ (Nash 13). The lists of popular rhetorical figures
of speech represented by manuals such as Puttenham’s The Arte of English
Poesie (1589) and Peachham’s The Garden of Eloquence (1577) found a
growing group of antagonists. At the same time, the Aristotelian sciences,
still taught in the same fashion as the medieval ¢rivium, came under attack
by those dissatisfied with limitations imposed on the new knowledge
(Purver 26-7). The fervour for rhetorical oratory was replaced by a desire
for a ‘Systeme of Natural Philosophy’ as described by Francis Bacon (Purver
63), and a less ornate style of language. The desire for plainness of speech
went some way to removing narrative itself from favour. By the middle of
the seventeenth century the Royal Society of London for Improving Natural
Knowledge, began publishing Philosophical Transactions, the first pure
science peer reviewed journal. Thomas Spratt, a member and chronicler

wrote in his The History of the Royal Society (1667):

THERE is one thing more about which the Society has been most
solicitous; and that is, the manner of their discourse: which unless they
had been very watchful to keep in due temper, the whole spirit and
vigour of their design had been soon eaten out by the luxury and
redundance (sic) of speech (...) I can hardly forbear recanting what I said
before, and concluding that eloquence ought to be banished out of all civil
societies, as a thing fatal to peace and good manners (...)It will suffice
my present purpose to point out what has been done by the Royal Society
towards the correcting of its excesses in natural philosophy; to which it
is, of all others, a most professed enemy. They have therefore been most
rigorous in putting in execution the only remedy that can be found for
this extravagance, and that has been, a constant resolution to reject all

the amplifications, digressions, and swellings of style; to return back to
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the primitive purity, and shortness, when men delivered so many things,
almost in an equal number of words. They have exacted from all their
members a close, naked, natural way of speaking; positive expressions;
clear senses; a native easiness: bringing all things as near the

mathematical plainness as they can (Spratt 111-13).

The mathematical plainness that Spratt advocates here seems to
indicate a belief by the society that rhetoric is only to be seen in
‘amplifications, digressions, and swellings of style’. The persuasiveness of
the ‘plain style’ of rhetoric, and figures of omission, brevity, and substitution
do not appear to be recognised as persuasive language. Even the call for
mathematical plainness would seem to show a lack of awareness of the
potential for deceit and persuasive purpose numbers are capable of. An ideal
primer of this can be found in How to Lie with Statistics (Huff) that in over
thirty reprints still shows some of the most popular methods of

mathematical persuasiveness.

While the ancient Greeks saw how narrative could be of use to honest
citizens in the pursuit of philosophy, Spratt and the Royal Society argued
the language of science should be, ‘content with brevity, and almost
compelled to it by the condition of things’ (Purver 54). This difficulty with
appropriate use of narrative was as much about what is said as how 1t is
said. The followers of Bacon’s Novum Organum, who craved ‘mathematical
plainness’ (Purver 99), believed narrative should be as concise and clear as
possible, yet in this style of language we find the alternative rhetorical

techniques of brevity, subtraction and substitution.

In Figures of Discourse, Genette addresses the difficulty with
the meaning of language by an examination of what rhetoric is,

describing it as:

Between the letter and the meaning, between what the poet has
written and what he has thought, there is a gap, a space, and like all

space, it possesses a form. This form is called a figure [...] this space is
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not empty: on each occasion it contains a particular mode of eloquence
or poetry. The writer’s art lies in the way in which he sets out the
limits of this space, which is the visible body of literature’ (Figures

47).

He argues that rhetorical persuasion is as capable of using a simple,
sparse style as it is the ornate and figurative, and that this simple style,
‘has its own special figures’ (Figures 47). This argument is well supported by
the Ciceronian classification of the three styles of rhetoric; grand, forceful,
and elegant (Lanham 174-5) as well as the Renaissance figures of grammar,
logic, and pathos that deal with omission and plain speaking (Shakespeare’s
293-393). Rhetoric is always the use of persuasive language, and that

persuasion can be performed by what is not said, as much as what is.

Before we further examine quickness, a word more on plainness.
While, as I have argued already, there is no such thing as text that does not
have a rhetorical goal on its reader, there is still a kind of quickness that
needs demarking from the other kinds of quickness we will examine with
more detail in this chapter. This kind of quickness is what is being
addressed above as plainness. Just as there is a kind of zero level between
narrative discourse and story duration that we call isotopy, I would argue
that there is a theoretical ‘simple’ style of discourse that would be an
unambiguous and easily read style of discourse that is framed in such a way
as to make the reader easily contextualise the information. This style of
quickness is perhaps most often attempted on instant meal packaging and
build-it-yourself furniture, and has a kind of isotopy between the reading
time and the discourse time. This style of quickness has the least purposeful
rhetorical and narrative interest for this thesis. That is not to say it doesn’t

play a part in larger strategies, just not a particularly remarkable one.

As I touched on in chapter two, omission for the sake of speed and/or
precision can happen at different levels of the discursive structure. We can
tell what has been potentially omitted from the narrative voice by its

structure, as when Caligula states, ‘[w]ould that the Roman people had but
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a single neck’ (Quinn and Rathburn 11). We can also, by reconstruction of
the story time through the narrative time, approximate the gaps that have
appeared in story time theoretically from minutes all the ways to years. The
narrative effect of these omissions we can see best from examples from

successful usage.

While I have discussed the slowing of tempo in chapter two, and
speeding of tempo in this chapter, it is important to note that the distinction
between rhetorical effects that slow or quicken narrative discourse time is
not always a simple one. Just as a figure may cause discourse time, the
amount of words in the discourse, to become quicker, the same effect may in
fact slow the time it takes for a reader to ‘presentify’ it (Currie 33). This
effect is notable in the rhetorical trope of metaphor. Metaphor is often
classified as a trope because it can work on a sentence level all the way up
to the discursive strategy of the entire work (Lanham 100-1). Much work
has been done on metaphors, and critical theory of metaphor is a large one

and outside the scope of this thesis (Coe 438-443).

Instead, when we are examining how quickness in discourse can slow
reader time, let us look at the rhetorical figure that at a structural level
works by omission, zeugma (Lanham 159). Zeugma is a form of rhetorical
ellipsis where, ‘a word, usually a verb, governs several congruent words or
clauses’ (Lanham 199). The same effect is seen in syllepsis, except in the
case of syllepsis there is a lack of verbal congruence (145). By eliding the use
of two or more verbs zeugma shortens the discourse time. An example of this
effect can be found in The Pickwick Papers: ‘Miss Bolo rose from the table
considerably agitated, and went straight home, in a flood of tears and a
sedan-chair’ (Dickens 553). The verb phrase ‘went straight home’ governs

both clauses, making the discourse time quicker.

However, the effect itself, as Dickens uses it here 1is for comedic effect.
Miss Bolo, a ‘thorough-paced female card-player’ is angered by Mr
Pickwick’s lack of ability at cards and leaves the party distressed. I would

argue that Dickens specifically avoids using auxesis, ‘words or clauses
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placed in climactic order’ (Lanham 183). Instead we have the rush of a ‘flood
of tears’ followed by the sedately sedan-chair. The emotional impact of Miss
Bolo’s exit is made lightly comedic by this zeugma, and while it may be
quick to read, the subtle comedy retards the effect of quick cognition to the
model reader. Not all examples of zeugma will slow the model reader to the
same extent however, here is a quick example from the detective of “The

Murders in the Rue Morgue”, Dupin:

[I]f we are to suppose gold the motive of this outrage, we must also imagine the
perpetrator so vacillating an idiot as to have abandoned his gold and his motive

together (Poe, Collected Works. Vol 2 556).

Even apparently simple figures of rhetorical omission can have
remarkable discursive effects. Omission can be achieved by choices of style,
syntax, and subject; a short word over a longer one, a simple grammatical
arrangement over a more complex one, or less story detail over minute
particulars. Rhetorical figures such as asyndeton and brachylogia are the
omission of conjunctions. Ellipsis and anantapodoton omit words from the
structure of a sentence (Lanham 182). Discourse can be shortened by the
omission of story information, an effect which we are familiar with in
different forms of summary. Figures such as epiphonema, a striking
epigram (Lanham 69); tapinosis, undignified language that debases a person
or thing (149); meiosis to belittle often through a trope of one word (98);
litotes, denial of the contrary (95), are all examples of rhetorical figures of

summary.

While summary is a commonplace narrative strategy, its rhetorical
capabilities can be just as interesting as the zuegma. A striking example of
the potential of summary can be found in the writing of Douglas Adams,
who once described the crucifixion of Christ and the events surrounding it
as, ‘nearly two thousand years after one man had been nailed to a tree for
saying how great it would be to be nice to people for a change...” (Adams 6)

This seemingly simple summary is an example of a number of rhetorical
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strategies. As a whole it is an epiphonema: an epigrammatic summary
which gathers into a pithy sentence what has preceded. A striking,
summarizing reflection (Lanham 69). Both the description of Christ as ‘one
man’ and the description of the cross are examples of tapinosis, ‘undignified
language that debases a person or a thing’ (149), and ‘great it would be to be
nice to people for a change’ is an example of litotes ‘denial of the contrary;
understatement that intensifies’ (95). All of these rhetorical figures

contribute to a particular example of rhetorical summary.
Quickness in Narrative Discourse

Genette also describes the narratological effects that cause quickness.
He defines those devices that speed a narrative as summary and, borrowing
the term from rhetoric, ellipses. Genette defines a difference between
definite and indefinite ellipsis. However, as Bal notes, true ellipses in
narratives are notable not in any discourse reference, but in the entire lack
of any discourse regarding the missing story time (Bal 103). Even this is not
as clear cut as it may seem. Proust, in his praise of Flaubert’s use of time
notes the use of an ‘enormous blank’ of space on the page between action,
that denotes the passage of time (Six Walks 57). If we agree with Proust
that this denotes the passage of time, then even the page with no words,

letters or diacritical marks is still a kind of summary.
Actantial Quickness

Actantial quickness is that which happens on the level of the
characters who are not homodiegetic narrators. As with lingering, I am only
defining those narrative acts that happen at no higher narrative level than
the actantial level. The quickness is recognisable as changes in duration
that are part of the speech-act of a non-narrating actant, or through a
metadiegetic narrative from a non-first narrative narrator. Genette’s
metadiegetic discourse can be used to create a character’s voice. An example

of a character whose dialogue is created by quickness is Mister Jingle from
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Pickwick Papers. After inveigling himself of the Pickwickians, Mister Jingle

entertains his fellow passengers by anecdotes of the town as they pass:

Terrible place—

dangerous work—other day—five children—mother—tall lady,
eating sandwiches—forgot the arch—crash—knock—children
look round—mother's head off—sandwich in her hand—no

mouth to put it in—head of a family off—shocking, shocking (Dickens 14).

This style is produced by an extreme use of rhetorical ellipses and
asyndeton, ‘the omission of conjunctions’ (Lanham 25) to create summary.
Jingle’s novel speech style is an imitation of an upper-class English voice.
An example of the type of accent Jingle is trying to imitate can be found
demonstrated by the omniscient co-narrator of Bleak House who reports the

drawl like speech of one of the many cousins of Sir Leister Dedlock:

A languid cousin with a moustache, in a state of extreme debility, now
observes from his couch, that man told him ya'as'dy that Tulkinghorn
had gone down t’ that iron place t' give legal 'pinion 'bout something; and
that, contest being over t’day, 'twould be highly jawlly thing if
Tulkinghorn should pear with news that Coodle man was floored (625).

It 1s worth noting that while the missing conjunctions speed up the
delivery, the addition of sounds in words like jawlly’, an example of
epenthesis ‘addition of a letter or sound to the middle of a word’ (67), lightly
slows the speech. Likewise, even speech that uses many words may be quick
by nature of narrative design. However, as Dickens demonstrates in Little
Dorrit, it can be useful to give the model reader some clues as to the
intended tempo, and as cognitive research has revealed, ‘an explicit
description of a character’s speaking rate can affect reading times on a
direct quote from that character, as indicated by shorter go-past times and
total reading times on quotes following a semantically “fast” adverb than
following a semantically “slow” adverb’ (Stites, Luke, and Christianson 144).

While Flora’s dialogue all through the novel contains the rhetorical use of
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many parenthetical statements and a great deal of extraneous detail, the
speed 1s first indicated by the simple syllabic construction as seen below.
Dickens makes sure however that the quickness it picked up by the reader

by having the narrator remark on it (the emphasis is mine):

‘you could never be so unkind as to think of going, Arthur—I mean Mr
Arthur—or I suppose Mr Clennam would be far more proper—but I am
sure I don’t know what I am saying—without a word about the dear old
days gone for ever, when I come to think of it I dare say it would be much
better not to speak of them and it’s highly probable that you have some
much more agreeable engagement and pray let Me be the last person in
the world to interfere with it though there was a time, but I am running

into nonsense again.’

Was it possible that Flora could have been such a chatterer in the days
she referred to? Could there have been anything like her present

disjointed volubility in the fascinations that had captivated him?

‘Indeed I have little doubt,” said Flora, running on with astonishing
speed, and pointing her conversation with nothing but commas, and very
few of them, ‘that you are married to some Chinese lady, being in China
so long and being in business and naturally desirous to settle and extend
your connection nothing was more likely than that you should propose to
a Chinese lady and nothing was more natural I am sure than that the
Chinese lady should accept you and think herself very well off too, I only
hope she’s not a Pagodian dissenter’ (Dorrit 144).

While the tempo is, to some degree, inherent in the text, the narrative
governing act that overtly informs the reader is happening at the discursive
level. As the narrator here notes, this effect is created by a lack of
punctuation and many conjunctions. There are also examples of quite a few
rhetorical figures that Lanham has categorized as figures of amplification
such as parenthesis ‘word or phrase as an aside’ (108); peristasis, ‘Describing

attendant circumstances’ (114); periergia, ‘superfluous elaboration’ (111).
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In his tales of ratiocination, Poe uses actantial brevity for different
purposes. When our narrator reads in the paper the statements of the
various witnesses, the model author has kept the metadiegetic narrative
summaries concise for the purpose in aiding the reader in contrasting the

accounts:

Alberto Montani, confectioner, deposes that he was among the first to
ascend the stairs. Heard the voices in question. The gruff voice was that
of a Frenchman. Distinguished several words. The speaker appeared to
be expostulating. Could not make out the words of the shrill voice. Spoke
quick and unevenly. Thinks it the voice of a Russian. Corroborates the
general testimony. Is an Italian. Never conversed with a native of Russia

(Poe, Collected Works, vol. 2, 543).

Each witness summarises the time of the murder from their own
perspective; each makes note of a gruff French voice, and another voice in a
language they are not familiar with; each witness hears a different second
language based on their own prejudices. We later find out the voice belongs
to an orangutan. He also uses the other form of actantial quickness to show
his detective revealing his own cleverness to his unwitting accused, even
after the model reader has learnt the salient details of the crime, an effect

that has become a staple of the genre:

“I shall be sorry to part with him,” said Dupin.

“I don’t mean that you should be at all this trouble for nothing, sir,”
said the man. “Couldn’t expect it. Am very willing to pay a reward for the
finding of the animal — that is to say, any thing in reason.”

“Well,” replied my friend, “that is all very fair, to be sure. Let me
think! — what should I have? Oh! I will tell you. My reward shall be this.
You shall give me all the information in your power about these murders
in the Rue Morgue.”

Dupin said the last words in a very low tone, and very quietly. Just

as quietly, too, he walked toward the door, locked it, and put the key in his
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pocket. He then drew a pistol from his bosom and placed it, without the

least flurry, upon the table (Poe, Collected Works, vol. 2, 563).

Here again we find asyndeton used to create quickness, as Dupin
surprises his guest and shows the model reader the great quickness of his

mind.
Discursive Quickness

In the essay he wrote for the Norton Lecture, Italo Calvino praises
the quality of narrative quickness. He details his fascination with the
German folklore tale “Fastrada” that tells the story of Charlemagne and a
magic ring that belonged to his wife, then his obsession with her corpse, and
anyone who possessed the ring, and finally the lake into which it was tossed.
Calvino notes that the very conciseness of the story is one of the things that

makes it so compelling:

What we have is a series of totally abnormal events linked together: the
love of an old man for a young girl, a necrophiliac obsession and a
homosexual impulse, while in the end everything subsides into
melancholy contemplation, with the old king staring in rapture at the

lake (32).

Calvino notes that the themes of love and passion link the events
together, while the plot of a magic ring creates a causal relationship
between the events. Yet it is the very lack of explanation, and the speed of

the delivery that makes the folk tale memorable:

Speed and conciseness of style please us because they present the mind
with a rush of ideas that are simultaneous, or that follow each other so
quickly they seem simultaneous, and set the mind afloat on such an
abundance of thoughts or images or spiritual feelings that either it
cannot embrace them all, each one fully, or it has no time to be idle and

empty of feelings (42).
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Calvino seems to suggest that speed as a narrative quality can change
our relationship to the events. The nature of the events moving too fast for
our own interference in the cognitive process. He notes that this effect is not
only found in folk tales and that what, ‘interests us here is not physical
speed, but the relationship between physical speed and speed of mind’ (41).
Ireland notes that this also is an example of iconicity ‘where events are
brought closer to each other giving them temporal, locational, or

psychological relatedness’ (62).

However narrative still needs to capture our attention and it is
possible for a narrative to be too fast or too brief. Edgar Allan Poe, whose
admiration for singular narrative effect he wrote about in the 1846 essay,
“The Philosophy of Composition”, notes ‘one must not be too brief, however,
or one can become obscure’ (Zimmerman 158). As we know from his own
critical writing, Poe was a believer in brevity in prose and is responsible for
defining plot as that which ‘no part can be displaced without ruin to the

whole’ (Poe, Complete Poetical Works 117).
Narrative Voice

Eco makes note of the efficacy of the use of scene, the isochrony of story
and narrative discourse, in the hard-boiled genre, noting that the effect
translates well to film (Six Walks 55). The quickness of scene may indeed
help enliven and create action, but it is not the limit of the effect. Discourse
time can be far shorter than story time and, for different purposes, create a
comparable discursive device that also encapsulates Calvino’s ‘rush of ideas’
(Calvino 42). In The Narrative of Arthur Gordon Pym of Nantucket,
Augustus and his fellow crewmates are captured by the mutineers. In stark
contrast to the over-elaborate style that Poe is known for, in Pym his

description of the deaths of the crew by the mutineers is remarkably quick:

A scene of the most horrible butchery ensued. The bound seamen were
dragged to the gangway. Here the cook stood with an axe, striking each

victim on the head as he was forced over the side of the vessel by the
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other mutineers. In this manner twenty-two perished, and Augustus had
given himself up for lost, expecting every moment his own turn to come
next. But it seemed that the villains were now either weary, or in some
measure disgusted with their bloody labour; for the four remaining
prisoners, together with my friend, who had been thrown on the deck
with the rest, were respited while the mate sent below for rum, and the
whole murderous party held a drunken carouse, which lasted until

sunset (Poe, Works of Edgar Allan Poe 40).

Both the deaths of the majority of the crew, as well as their
description, happen so quickly the model reader, like Augustus himself,
barely has time to reconcile the carnage along with Augustus’ last-minute
reprieve. The discursive time here is far less than the story time, yet the
presentifying of this summarised scene has a similar effect to the one Eco

makes note of.

Another example of a discursive quickness can be seen in "The Tell-
Tale Heart". Poe picks a focalization that at the outset limits that narrative
information. Chatman describes it as: ‘Point of view: the narrating half
describes the situation of the other half self as character after the fact’ (160).
We are viewing the story information from the limit of a dramatic
monologue, describing events from the perspective of the narrator’s
character self, and we understand events only from the claustrophobic
perspective of the narrator’s persuasive recounting of his own earlier
experiences. The story begins with a first person deliberative exordium. A
statement designed by the model author to catch the attention of the reader

(Lanham 171):

TRUE!—nervous—very, very dreadfully nervous I had been and am;
but why will you say that I am mad? [...] Hearken! and observe how
healthily—how calmly I can tell you the whole story (Poe Works of
Edgar Allan Poe. Vol 2, 792).



Matt Russell 82

Ireland notes the typographical elements of the text can also act as
indicators to the model reader regarding tempo and rhythm. Acting ‘as a set
of visual signals to the reader, a print format can exercise reactions before
the level of content is broached’ (62). In this case the dashes and
exclamations indicate the frantic tempo. The discourse of "The Tell-Tale
Heart" is only 2145 words, around four pages. Even if we consider only the
eight days that comprise the majority of that narrative, this discourse is
extremely short and in keeping with Poe’s theory on the single prose effect:
that a story should be able to be read in one sitting. It is necessary then that

the events related contain nothing inessential to plot. As Poe states:

In the whole composition there should be no word written, of which
the tendency, direct or indirect, is not to the one pre-established
design. [...] Undue brevity is just as exceptionable here as in the
poem; but undue length is yet more to be avoided (Hawthorne Review

216).

Poe creates his singular effect in this tale using levels of antithetical
structure. His narrator argues not his innocence of murder but his sanity.
Zimmerman shows how the narrator’s argument is organised as a rhetorical
oratory. The argument itself is clearly designed by the model author to be
unsuccessful, as well as persuasive. The narrator argues his calmness and
sagacity, his argument is full of rhythm and repetition, yet the text is full of

exclamation and races towards its end.

As mentioned earlier, an inferential walk is closely related to the
rhetoric enthymeme. When we begin a story with ‘Once upon a time’ we
create a structure, a series of coded messages that prepare the reader for
common topics, or rhetorical kinoi topoi (Lanham 169), we may alter or
subvert them, but even those subversions will be understood as deviation
within a larger categorical whole. Poe’s narrator informs his audience of his

own unreliability by his strident self-defence using an illogical argument.
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Just as left-branching sentences can create a suspended structure in a

narrative, right-branching sentences create their own narrative time effects:

Right-Branching Sentence: a sentence that begins with a main
(independent) clause followed by at least one dependant clause. The
R-B sentence is also called a “loose” or “unsuspended” sentence and is
complete grammatically well before the end; the material that follows

in the dependent clause(s) seems incidental (Zimmerman 296).

An example of this in "The Tell-Tale Heart" is, ‘I knew what the old
man felt, and pitied him, although I chuckled at heart’. It is worth noting
that in this example Poe again uses an antithesis in the form of the figure
syncrisis, ‘comparison in parallel clauses’ (Lanham 147), the narrator pities
the old man yet laughs. These clauses could easily have been separated into
individual sentences, increasing the word count as well as distancing the
antithetical statements. While this effect doesn’t slow the reader in the
same way a metaphorical figure may, Poe uses antithesis here in a novel
fashion, not to strengthen an idea, but to support his characterisation of
mental unbalance. This narrative technique is known in classical rhetoric as

parataxis:

A scheme involving phrases or independent clauses set one after the
other without subordination and often without coordinating
conjunctions (such as and, but, or) — the opposite of hypotaxis and

similar to asyndeton’ (Zimmerman 270).

Another figure working against the narrators desire to appear calm,
yet speeding the text even more is Epitrochamus, ‘a swift movement from

one statement to the next; rapidly touching on many different points’

(Lanham 70).

Object there was none. Passion there was none. I loved the old man.
He had never wronged me. He had never given me insult. For his gold

I had no desire. I think it was his eye! (792).
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This example also includes the rhetorical figure Hyperbaton which
Zimmerman defines as ‘a rearrangement or inversion of normal word order’
and notes its use as a figure of vehemence (230). I would add that in this
example it also creates rhythm, the contrast between the narrator’s anxiety,
and his desire to seem calm is shown here to great effect. Narrative
structures such as this are often seen in a wide range of narratives, as Italo
Calvino notes ‘The technique of oral narration in the popular tradition
follows functional criteria. It leaves out unnecessary details but stresses
repetition’ (35). Asyndeton, ‘omission of conjunctions between word, phrases,
or clauses’ (Lanham 25) is also used often in "The Tell-Tale Heart". In this

example it also provides a ‘hurried rhythm in the sentence’ (Zimmerman 9).

There is also a larger rhetorical structure at work in Poe’s fast-moving
story. As noted above, the discourse time at work here is very short, just
over two thousand words. Even using Poe’s singular effect, undue brevity is
still exceptionable. So how to tell enough story inside such a small
discourse? By effective use of Eco’s theory of the lazy machine, each text
‘asking the reader to do some of its work’ (Six Walks 3). Just as ‘once upon a
time’ conditions the reader for the type of discourse they are about to read,
so does Poe’s narrative. The essay structures that are taught in universities
are based upon the logical, rhetorical divisions from ancient Greece. In
Rhetoric: The Wit of Persuasion, Walter Nash shows how pervasive these
structures are around us in modern culture, from the bible to car
commercials we are familiar with an argument narrative that has designs
on us (1-28). Poe’s ‘paranoid schizophrenic’ employs a classical argument
structure: exordium, narratio, confirmation, and peroration (Zimmerman
35). ‘As a specimen of courtroom oratory, “The Tell-Tale Heart” displays
several parts of the classical speech: it begins, as it should, with an
exordium’ (35). When the model author sets his exordium with the figure of
conscessio, we understand he had an argument, a plea of innocence to make,
and we prepare to evaluate the story based on this courtroom oratory

structure. Just as quickly as he defines his argument, he destabilises it: ‘I
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heard all things in the heaven and in the earth. I heard many things in hell.
How, then, am I mad? (Poe, Collected Works, vol. 3, 792). Recognisable
narrative structures allow for the model reader to swiftly move through the

text.

In The Trivium, Joseph defines an enthymeme as ‘a syllogism, logically
abridged by the omission of one proposition, either the major premise, the
minor premise, or the conclusion. It contains three terms that can be
expanded into a full syllogism’ (138). It is worth noting that this structure
allows for the truncated term to be the major premise, the minor premise, or
even the conclusion. In Poe’s short story the narrator argues that they are
not mad, an argument the model author has structured to fail. However, the
fault may not be that they are arguing the wrong case, insanity instead of
murder, but rather that because of their guilty conscience, they are arguing
a case where the missing syllogistic premise is not immediately apparent. At
the end of the tale their panic causes them to pull up the floorboards and
admit their crime. I would argue that the narrator’s enthymematic logic
sequence 1is in fact a heaped up sorites, ‘a chain of categorical syllogisms
abbreviated into an enthymeme’ (Lanham 143) that runs something like

this:

Conclusion: I am not a madman

Premise: I killed the old man

Premise: I killed for a reason

Premise: Madmen don’t kill for a reason
Premise: Madmen are incapable of reason
Premise: I am capable of reason

Conclusion: I am not a Madman.

Poe’s structure not only creates a disturbing psychological
characterisation, but the enthymeme in “The Tell-Tale Heart” acts as

suspenseful foreshadowing. This use of a rhetorical logic structure creates a
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condensed, fast moving, narrative that conveys a complex tale in a

remarkably short reading time.

Discursive Summary

Quickness as a discursive strategy is an essential in narrative. It is by
omission of detail that what is relevant becomes knowable, and in this way
plot is created. Fludernick notes the most common use of summary as when,
‘discourse time, as opposed to story time, is speeded up. For example, at the
beginning and end of novels the protagonist’s early years of her/his life after
the denouement [...] are often summarized in single chapters’ (32). Genette
gives summary a limited importance in narrative because, ‘the simple
reason that the very brevity of summary gives it almost everywhere an
obvious quantitative inferiority to descriptive and dramatic chapters, and
that therefore summary probably occupies a limited place in the whole
corpus (Narrative Discourse 96). However, as I have mentioned earlier, he
has drawn a distinction between ellipses and summary that, while useful for
the specification of narrative strategies, suffers from the same problem that
Booth points out between scene and summary in that it, ‘pays for broad
coverage with gross imprecision’ (154). That is not to say that the definition
1s not useful, only that in terms of durative effects it polarises what is in fact

a gradation of options

The form of quickness that has become known as ‘summary’ is
commonly found at different positions in a narrative discourse for different
functional reasons. At the beginning of a narrative it can contextualise what
will follow. This type of quickness is also often used to give a proleptic hint,
which I discuss in the next chapter, a narrative strategy that can create the
effects of curiosity and suspense. An example of the kind of summary that is

commonly used in the novel and the short story can be found in Poe’s story,

“The System of Dr. Tarr and Prof. Fether”
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DURING the autumn of 18 — while on a tour through the extreme
southern provinces of France, my route led me within a few miles of a
certain Maison de Sante or private mad-house, about which I had heard
much in Paris from my medical friends. As I had never visited a place of
the kind, I thought the opportunity too good to be lost; and so proposed to
my travelling companion (a gentleman with whom I had made casual
acquaintance a few days before) that we should turn aside, for an hour or
so, and look through the establishment (Poe, Collected Works, vol. 3,
1002).

Genette points out that, ‘summary remained, up to the end of the
nineteenth century, the most usual transition between two scenes, the
"background" against which scenes stand out, and thus the connective tissue
par excellence of novelistic narrative’ (Narrative Discourse 97). Chatman
reflects that summary is often a sign that the narrator finds a need for
transition between two scenes and feels ‘a desire to account for time-
passage, to satisfy questions in a narratee's mind about what has happened
in the interval’ (Story and Discourse 223). Poe uses summary in his novel,
The Narrative of Arthur Gordon Pym of Nantucket. As Pym remains hidden
aboard the whaler, waiting for the boat to get far enough away from shore

before he reveals himself as a stowaway:

I remained three days and nights (as nearly as I could guess) in my
hiding-place without getting out of it at all, except twice for the purpose
of stretching my limbs by standing erect between two crates just opposite
the opening. During the whole period I saw nothing of Augustus; but this
occasioned me little uneasiness, as I knew the brig was expected to put to
sea every hour, and in the bustle he would not easily find opportunities

of coming down to me (Poe, Poetry and Tales 1023).

While summary may be a common narrative device, it does not
necessarily follow that all summary is used for the same purpose. As Booth
notes in his discussion of summary, ‘[t]o treat it as a single device 1s to

ignore important differences between commentary that is merely
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ornamental, commentary that serves a rhetorical purpose but is not part of
the dramatic structure, and commentary that is integral to the dramatic

structure’ (Rhetoric of Fiction 155).

He also notes the potential loss of narrative tools a writer gives up
when they do not use narrative summary: ‘he (sic) is in danger of
surrendering precisely that liberty of transcending the limits of the
immediate scene’ (Booth 174). Booth goes on to note that summary from

actantial levels also relies on the credibility of the character level (175).
Anachronic Summary

Summary is used as part of other narrative time structures. A proleptic
mention may take an iterative form: that is, it refers to multiple future
events and therefore is a form of summary. I used an example of this at the
beginning of the previous chapter from the beginning of “The Tell-Tale

Heart”. Another example of this can be found in Dickens’s Bleak House:

Every day before dinner, my Lady looks for him in the dusk of the
library, but he is not there. Every day at dinner, my Lady glances down
the table for the vacant place, that would be waiting to receive him if he

had just arrived; but there is no vacant place (213).

Summary can also be part of analeptic effects. One common use for this
figure is for descriptions on newly introduced characters. They can be
iterative or singular in their introduction of character antecedents. This is a
common use of what Genette calls heterodiegetic analepsis, in the case of

the example below it is also a form of summary:

Dirk Peters. This man was the son of an Indian squaw (sic) of the tribe of
Upsarokas, who live among the fastnesses of the Black Hills, near the
source of the Missouri. His father was a fur-trader, I believe, or at least
connected in some manner with the Indian trading-posts on Lewis river

(Poe, Poetry and Tales 1043).
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While summary is a commonplace narrative effect, its position in the
text, the diegetic level, and any larger rhetorical strategy that it is a part of,
can produce a different effect on the model reader. Some forms of summary
may assist the reader in navigating a text, others may slow the process. The
importance of summary is dependent on the function it produces in the

model reader.
Inferential Quickness

What makes the model reader navigate a text at a quicker than usual
pace? How may a model narrator influence the pace at which a text may be
read? The process whereby the ‘familiar is made strange, by impeding
automatic, habitual ways of perceiving’ (Prince 18) is what the Russian
formalists called defamiliarization. Eco notes that the process of
defamiliarization can be seen in the narrative discourse as Chatman’s
definition of stretch (Eco Six Walks 56). Defamiliarization, however, is not
just a successful literary effect. It is also what happens when we come
across writing that is difficult due to poor technique. If the grammar, lexis,
logic, or frame of reference of a discourse is impeded because of poor use, we
have difficulty reading. In the same way quickness can be a process that is
intended by an author on a model reader, but there is also the possibility of

a reader ‘skimming’ over a text due to an unsuccessful rhetorical strategy.

Sternberg defines the process of creating narrative effects of curiosity
and suspense as logical narrative effects. Whereby the reading of narrative
discourse is a process of logical construction and deductive, inductive, and

abductive logic:

[L]iterary text may be conceived as a dynamic system of gaps. A reader
who wishes to actualize the field of reality that is represented in a work,
to construct (or rather reconstruct) the fictive world and action its
projects, is necessarily compelled to pose and answer, throughout the
reading-process, such questions as what is happening or has happened,
and why? What is the connection between this event and the previous

ones? (Expositional Modes 50).
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In fact, every literary work opens a number of gaps that have to be
filled in by the reader through the construction of hypothesis. The technique
of ellipsis makes the reader level process of reconstructing narrative into a
logical pattern. However, there are also different kinds of narrative gaps.
Sternberg differentiates between temporary and permanent gaps in
narrative. Permanent gaps in the fabula are choices of narrative material
that are essential to plot, and temporary gaps are artificial and part of the
syuzhet, the gaps that exist for the purpose of being filled later in the
narrative (51-2). These artificial gaps are kept open only temporarily and
are filled later when the narrative chooses to do so. Both are the result of
narrative choice and both are capable of rhetorical intent. As we have
discussed, the speed of narrative material can inform the presentifying of
the discourse in the model reader. Ellipses as a rhetorical technique engages
the reader in an enthymematic discursive process that relies on the model
reader to participate in the process of sense making in the narrative, yet

different elliptical strategies can have different effects:

[B]oth suspense and curiosity are emotions or states of mind
characterized by expectant restlessness and tentative hypothesis that
derive from a lack of information [...] they differ, however, in that
suspense derives from a lack of desired information concerning the
outcome of a conflict that is to take place in the narrative future, a lack
that involves a clash of hope and fear; whereas curiosity is produced by a
lack of information that relates to a narrative past (Sternberg,

Expositional Modes 65).

The narrative process that activates suspense in the reader is also
capable of creating narrative failures. Dickens makes note of the theatrical
strategy that delays the completion of narrative structures. Noting practice

and purpose of the change in focalised moments of narrative suspense:

It is the custom on the stage: in all good, murderous melodramas: to

present the tragic and the comic scenes, in as regular alternation, as the
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layers of red and white in a side of streaky, well-cured bacon.[...] We
behold, with throbbing bosoms, the heroine in the grasp of a proud and
ruthless baron: her virtue and her life alike in danger; drawing forth a
dagger to preserve the one at the cost of the other; and, just as our
expectations are wrought up to the highest pitch, a whistle is heard: and
we are straightway transported to the great hall of the castle: where a
grey-headed seneschal sings a funny chorus with a funnier body of
vassals, who are free of all sorts of places from church vaults to palaces,
and roam about in company, carolling perpetually (Dickens, Oliver Twist

105-6).

Yet the tension created by this effect can become a narrative fallacy
when unsuccessful. Sternberg notes that when the effect of suspense for the
future 1s not properly balanced with curiosity for the present it can result in
the reader skimming the narrative with impatience, ‘[i]n this case, when
suspense so evidently has the upper hand, the reader can hardly be blamed
for impatiently skipping the retardation and dashing forward’ (Expositional
Modes 65). Dashing forward in this scenario can mean reading quickly
through the discourse without proper attention, or in the more extreme case
actually making proleptic jumps in the textual document itself. While
suspense is commonly an important part of narrative discourse that can
lead to the model reader moving quickly through the text, it should not
iduce a reader to skip, or rush over, the details of the text and therefore
quick pace in inferential time is most suited to quick time in narrative
discourse.

Poe’s interest in time in his narratives is well recorded (Zimmerman
51). In “The Masque of the Red Death”, which some critics see as an
horological allegory of time (Zimmerman 51-3), Poe builds the suspense of
the piece right from the title: “The Masque of the Red Death” is both a
paronomasia on the masked figure who enters Prospero’s abbey, and a
‘masque’ as a form of entertainment. Poe’s theory of the single effect is clear
in this short tale, along with being an excellent example of Calvino’s effect of

joining seemingly disparate things quickly together. The first paragraph of
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the story sets the scene succinctly: “The “Red Death” had long devastated
the country. No pestilence had ever been so fatal, or so hideous’ (670). The
rest of the paragraph is a description of the physical symptoms and the half
hour it takes to die of the red death. With almost no transition Poe changes

tone in the next paragraph:

But the Prince Prospero was happy and dauntless and sagacious. When
his dominions were half depopulated, he summoned to his presence a
thousand hale and light-hearted friends from among the knights and
dames of his court, and with these retired to the deep seclusion of one of

his castellated abbeys (Collected Works, vol. 2, 670).

In two paragraphs Poe has set his two syllogistic plot elements in
position to be presentified by the reader. The red death is ravaging the land,
and sagacious prince Prospero and his guests shut themselves away from
the disease, and everyone else. In the first one hundred and forty seven
words of his 2414 word tale Poe has set in motion a premise of the most
likely outcome of his story. This fulfils the requirements of enthymematic
rhetorical structure as well as creating a ‘lack of desired information
concerning the outcome of a conflict’ (Sternberg, Expositional Modes 65).
The battle between the prince and the red death has been set in place.
While the duration of the story is already short, Poe then lingers over the
details of the castle and the prince’s decadent masque. The next 1279 words
describe in rich detail the ornamentation and layout of the abbey, the food,
wine, and guests, with a few passing short references to the disease raging
outside, Indeed, the majority of the story is a slow deliberate description,
like a set piece, of the prince’s lavish lifestyle. Then the red death appears
manifest as an unwanted guest, described in 409 words.

The red death is then chased by an enraged—and red in the face—
prince who on catching him dies, along with his guests. This all happens in
only 579 words. When we look at the overall structure of the tale, the initial
premises are set up in 147 words. Thematic and descriptive grounding then

takes the next 988 words of the story. The final battle and denouement
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talking only 409 words. Zimmerman has posited that the abbey itself, with
the clock in the last room, is in fact a ‘half circle, one half of a clock face’ (53)
and, as Poe tells us at the beginning of the story the passage of the disease
until death is half an hour. While the regular passage of the embodiment of
death makes a ‘slow and solemn movement’ throughout he rooms (55), after
the initial premise the reader’s navigational time of the action of the story is
far quicker, due to both the length taken by the discourse, and the

inferential logic of the narrative.

Prescriptive Use

The quality of quickness is highly praised in fictional discourse. On an
actantial level it is not difficult to see why quickness can be such an
effective quality. We can see how omission plays an essential role in the
creation of classic rhetoric figures such as zeugma, tapinosis, and litotes.
Figures of simple brevity such as asyndeton, brachylogia and ellipsis can be
used to create striking speech qualities for colloquial character dialogue.

I have attempted to use asyndeton for the voice of one particular
character in my own work, the Janitor Ephraim Littlefield. The historical
character is quite a famous one for the role he played in the Harvard
medical school Parkman-Webster murder case of 1849. I had read about
Ephraim, who was also most likely a supplier of corpses for the medical
school, and who had peeked under the door to Doctor Webster’s laboratory
when he found him at work at unusual hours after Parkman’s
disappearance. He then decided to dig a hole through the wall of the privy
vault under the lavatory, where with a lantern he pushed in his head and
found the remains. I was also able to find a letter Ephraim wrote to the
Dean requesting a pay rise as an example of his writing style. I created a
transcript, again based on documents I found around the correct time period
and kept his recorded speech style as simple as possible. The terseness of
legal transcription is designed to allow the reader to fill in the details more
convincingly. I also allowed myself a zeugma on the part of Ephraim who is

ordered to, ‘pick up a body and an omnibus’
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Direct examination.

BY MR WEEKS:

Q: You are a Janitor at a medical college?

A: Yes, sir.

Q: What medical college?

A: The medical school sir, Harvard.

Q: On the 15" of March were you present at the examination of

Charles Cavell? A: Yes, sir.

Q: What can you recall of that morning? Describe it to the jury, please.

A: 1 remember there was a loud knocking at my door afore I was out
of my quarters. I woke and found Dean Channing banging on. He told
me I needed to get a coach to 16 Pinckney Street, to pick up a body
and an omnibus for some gentlemen.
(250).

I also used metadiegetic summary at the beginning of the MS with my
phrenological report in The Zoist of a dead body. The simple style of the
report, as well as the content is an imitation of an actual report from that
publication in the 1800s that did indeed publish articles from Boston
Phrenologists.

At the discursive level I have shown how it is by the omission of
information that we give narrative importance to what is shown in the text.
That the words and typographical marks can create the effect iconicity,
where their function and form are a related effect. Including effects such as
parataxis, the right branching sentence structure that can aid quickness in

discourse.
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The functions of summary are equally important in discourse as it 1s
often by summary that we begin our logical narrative structures. The
creation of curiosity when the model reader has no clear idea of what to
expect from a narrative but is made curious by the opening discursive
preposition is one I find of great interest. It is the opening of possibilities
rather than the closing down of potential stories. On page ten of my
manuscript I make an overt attempt to link iconistic images without
explanation by the use of a large analepsis and ellipsis. The reader having
only recently met Freya, she leaves her home in the middle of the night and
walks over to Dynant’s house. Arriving there, she finds it bathed in light
and empty. Peering in the front door she sees a room full of skulls. At this
point I change narrative focalizer and the model reader is given a diary
entry from the same Doctor Dynant describing an earlier meeting with
Freya’s father. As I try to build narrative interest in the danger Freya is in,
I also hope to link, without overtly stating it, the mysterious room of skulls
with the peculiar character of Dynant. As Ireland has stated, the need to
join scenes that in story time would be separated by chronology and/or
focalizer is a narrative choice whereby the narrator sees a hole in the text
that needs some explanation. I use this effect when I change narration from

Freya to Dynant:

The constable, Hanlon, carried the girl away as the captain of the watch
instructed him on his duty. I could hear their voices over Doctor George
Parkman who was standing a respectful distance behind me. A tall and

melancholic man whose face was now lit with unusual excitement. As I

continued my examination Parkman was watching me avidly and

mumbling along with his own conclusions and condolences (245).

Summary also plays a part in other time effects such as analepsis and
prolepsis. I use small examples of analeptic summary in descriptions by

Freya such as, ‘He pulls at his ear as he sometimes does, and plots and
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frets.” As well as analeptic visions like, “Then another Papa, more recently,
standing in my doorway a feeble candle creating hollows on his face, [...] He
had said nothing of any importance, just stood in the door and spoke to me
of the night. When the words ran out, he just stood there. I looked for
permission in his face to speak to him, and saw none’ (194).

I have also used proleptic summaries in the traditional fashion, future
description (that will be described later) with proleptic mentions like, ‘That
was before the appearance of Mister Cyril Dynant.” and another: ‘It was
Dynant’s appearance at my party that so clearly separates my two lives. The
later one began with the worst night of my life, the first was the last day of
my adolescence and ended with an unexpected enchantment’ (218).

At the inferential level I have discussed how reader quickness is
commonly combined with the effect of discursive swiftness, or can be a sign
of an ineffectually managed plot contrivance. With the thought of the
1sochronic relation of story, discourse, and reader I have attempted to be

sparse with discourse that is told in the manner of ‘scene’:

I could hear no more of this. I grabbed the nearest thing, a book, and
flung it at him, it did not even disturb his weakened frame, but he looked
upset to find an unmannered child. This was all the further goading my
rage needed. Another book, heavier than the last, found my hand and
launched, another and another. Books hit the man and eventually tore
him down. I screamed with each throw. I screamed as I picked up each
book. I screamed at every scream and I was a harpy. I straddled him and
smashed the book into his face as much and as hard as I could until they

took me off him (418).

All of these effects of quickness however, only work in contrast to the
pacing of the narrative around them, and more often than not the purpose of
quickness and lingering is not only for the efficacy of the devices themselves,
but in their co-relation to other narrative structures. In the next chapter we
will discuss the one that deals with events that we have not yet realised:

prolepsis.
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Chapter 4: Prolepsis

Do you ever have presentiments, Mr Flintwinch?’

‘T am not sure that I know what you mean by the term, sir,” replied that

gentleman.

‘Say, in this case, Mr Flintwinch, undefined anticipations of pleasure to

come.’

I can’t say I'm sensible of such a sensation at present,’ returned Mr
Flintwinch with the utmost gravity. If I should find it coming on, I'll

mention it.’

—Little Dorrit 354-5

In this chapter, and in chapter five, I will look at a time effect which in
its broadest definition is as recognisable and common as changes in location
or focalisation: that of temporal ordering. Genette refers to changes in
temporal ordering as ‘anachronies’, and to study them is to, ‘compare the
order in which events or temporal sections are arranged in the narrative
discourse with the order of succession these same events or temporal
segments have in the story’ (Discourse 35). In his application of Levi-
Strauss’s concept of bricolage (Figures 3), Genette uses the rhetorical terms
analepsis for anachronies that move from their current position into the
past, and prolepsis for ones that move forward and then back again. This
chapter will examine forms of prolepsis, and chapter five will analyse
analepsis.

The figure of prolepsis is a rhetorical one that predates literary
criticism (‘prolepsis, n’). To examine the analytical and prescriptive use of
prolepsis as it may be applied to story and narrative discourse, it will be
necessary to define not only the rhetorical origins of prolepsis, but also to
orientate rhetoric with an appropriate critical method. The purpose of this
thesis is to analyse possible narrative functions of a selection of time effects
identified in selected texts, and how they may be deployed creatively. To

that end I will need to discuss potential receptivity or efficacy of rhetorical
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narratological persuasion. While an understanding of some concept of the
‘reader’ is necessary for this purpose, the focus of this thesis will remain
primarily with the text.

A rhetorical examination of structural effects in narrative inhabits a
difficult critical position. The inclusion of potential intent in narrative, as
well as its construction, shares ground with varied disciplines and critical
schools such as philosophy, and semiotics, as well as the varied forms of
reader response theories, cognitive linguistics, and the new rhetoric. While
an understanding of some common ground, or different stances, between
these other theories are essential to the placement of this work, it is difficult
not to become lost down the rabbit hole of sign, symbols and meaning.

It is not my intention to carve new critical ground between these fields,
as much as attempt a safe demarcation around some previous, if somewhat
underutilised, critical ground. I do not believe that it is necessary to
rediscover the field of rhetoric. One of the common traits of each
generation’s discovery of rhetoric has been, after gaining an understanding
of the field, the urge to create a new, better, model of classification, to
demystify, to make clear, to appropriate. Like Renaissance rhetoricians, this
commonly this involves drawing distinction between the roles of the trivium:
logic, grammar and rhetoric. Some wish to treat only with the figures,
others wish to group all figures under one or more master tropes (Lanham
168). The clearest and most inclusive model I have found has been the,
admittedly extensive, model from the Renaissance as shown by Miriam
Joseph, Lee Sonnino, and Richard Lanham.

While I do not intend to add another attempt to redraw the boundaries
of rhetoric, my own usage will be a partial one and informed by my limited
purpose: possible time effects in story and discourse. That is not to say that
rhetoric cannot serve a fuller purpose as a creative and analytical tool, far
from it, but to explore its usefulness in narrative time is the purpose of this
thesis. One of the strengths of the classic rhetorical method has been its

ability to be applied to new material: political oratory, poetry, drama, prose.
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As I use rhetoric to examine time effects in story and narrative
discourse, some figures will have more importance than others, while many
will be irrelevant for the purpose of this thesis. This, however, is specific to
this particular rhetorical usage, it should not be seen as an attempt to
modify the general role of the figures, or extend their use except in this
specific usage. The critical reading of literature has always been a rhetorical
reading, unsurprisingly, as it is the unenviable task of using the tools and
strategies inherent in one narrative act to explain the tools and strategies
of, usually, a far better one.

One of the first necessary acts that theorists make to examine
narratives is ‘narrative constitution’ (Scheffel) the division of the narrative
text into meaningful parts, and a bifurcation of the text’s temporal structure

has provided a foundation for many forms of criticism.

Rhetorical Prolepsis

A rhetorical prolepsis takes place in the time locus of the narrator and the time

locus of the reader, and transcends the textual level (Scheffel).

Rhetoric is ‘the oldest form of literary criticism in the world’ (D’Angelo
606). Aristotle’s is the most common and complete treatment of rhetoric
from ancient Greece, from ancient Rome we have a larger amount of extant
work, that also modified and expanded the method. The Renaissance left a
lasting influence on rhetoric, with a new zeal for, among other things, the
figures of rhetoric (Joseph, Shakespeare 3-40). The history of rhetoric is long
and complex and cannot be extensively discussed here, however, the
purposes and languages to which rhetoric has been applied has meant that,
as a persuasive art it has become increasingly complicated, sometimes to its
benefit, and at others to its detriment.

Even the figure prolepsis has a complicated history. Unlike many of the
figures of rhetoric identified by Renaissance rhetoricians and taught in
grammar schools, thanks to narrative theory prolepsis has managed to

survive into the modern age without its only entry in the Oxford English
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Dictionary attracting the dreaded abbreviation ‘Obs’. The rhetorical
meaning of prolepsis is a somewhat contested one; it is the name given to a
few different rhetorical figures. Lanham lists the two most common
definitions of prolepsis as well as giving alternate names for them: The first
form of prolepsis means, ‘foreseeing and forestalling objections in various
ways’. Alternate names for this figure are: Ante occupation, Anticipatio,
Praeceptio, Praeoccupatio, Praesumptio, Procatalepsis (Lanham 120). An
example of this kind of prolepsis can be found in Poe’s letters to his step
father, John Allan. Poe. Much like many well educated young men in the
United States of his time, Poe had sufficient training in the art of oratory to
make him familiar with the use of devices such as these. Here is an

example:

Under such circumstances, can it be said that I have no right to
expect anything at your hands? You may probably urge that you have
given me a liberal education. I will leave the decision of that question
to those who know how far liberal educations can be obtained in 8
months at the University of Va. Here you will say that it was my own
fault that I did not return — You would not let me return (Zimmerman

286).

This 1s an example of classic rhetorical prolepsis, where first an
opponent’s argument is given before they have the opportunity to use it
themselves, and then rebutted directly afterwards (Lanham 121). The
roman rhetorician Quintilian lists this figure as prolepsis, from the Greek,
and praises its wonderful effect. He identifies several species of prolepsis, by
the usage that may be made of them, for the purpose of prefatory
statements, as a confessional comment, a precaution, and a self-correction
(Kneale 182). Lanham notes that its synonyms are sometimes categorized as
a figure of words or as figure of thought, as with other figures, the difference

1s between its usage as a figure or as a larger trope.
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Prolepsis in narrative discourse

As a part of his seminal, taxonomic study of the structure of literature
(Waugh 275), Genette re-purposed rhetoric terminology, including the
rhetorical terms prolepsis and analepsis, in an effort to avoid the
“psychological connotations” of terms such as anticipation and retrospection
(Narrative Discourse 139-140). He grouped these effects under the larger
classification of ‘anachrony’, which can be defined as changes to the
perceived chronological order that exists between story and narrative
discourse. By treating with the structural evidence of prolepsis, we are able
to examine text effects without, or before, any critical discussion of the
potential efficacy on the reader. This definition of prolepsis continues to be
used in narrative theory today (Prince 79; Kearns 142; Ireland 103-7), and
Genette’s efforts for precise narrative terminology has been a major part of
narratology and narrative theory.

In separating anachrony (analepsis and prolepsis) from other types of
time effects, Genette defines them as those that move forward or back along
the discourses chronology then return to their original position. A jump
forward in the narrative temporality that does not return is an example of
the narrative figure, ellipses. Ellipsis is also a grammatical figure in
rhetoric, usually the omission of a word or few words (Lanham 62), Genette
uses it to describe a much larger temporal jump in the narrative: ‘The
ellipsis, or leap forward without any return, is obviously not an anachrony
but a simple acceleration of the narrative’ (Narrative Discourse 43).

Genette rightly recognises that not all discourse has a complete logical
chronological line, just as not all anachronies return exactly to their original
position, there are myriad possible chronological movements that are
possible. However, to recognise temporal shifts designated as prolepsis or
analepsis we need to establish an initial temporality. Genette defines the
narratives main temporal line as ‘first narrative’ (Narrative Discourse 48-9).
Anachronies that happen inside the first narrative are ‘internal’

anachronies. If the anachrony relates to information outside of the main



Matt Russell 102

narrative, they are ‘external’ (Narrative Discourse 48-9). He also defines
homodiegetic and heterodiegetic anachronies. Homodiegetic anachronies are
those that can be considered part of the first narrative, a heterodiegetic
anachrony takes place outside of the main storyline of the first narrative, it
may take place in the same chronologic position as the first narrative, but

cannot be considered as a part of the first narrative.

Currie’s Model of Prolepsis

As Genette notes, prolepsis, using his definition, is ‘much less
frequent than the inverse figure, at least in the Western narrative tradition’
(Genette 67). However, it does not consider anything that stays ‘at the same
narrative level as their surroundings’ (Narrative Discourse 47). It is correct
that prolepsis is less common than analepsis, as long as we consider
prolepsis by the limitations that Genette has put on the definition. Since
Narrative Discourse, other authors have extended the range of prolepsis to
further its critical potential.

In response to this, Mark Currie, in About Time, finds prolepsis ‘a
more rewarding analytical concept’ (29) and explores prolepsis, from the
perspective of narratology and philosophy, as a master trope, widening the
ground that prolepsis can be said to cover, and introducing a new
importance to the figure. In his analysis of anachrony, Genette noted that
prolepsis and analepsis may be found in some complicated forms, such as
‘double anachronies’, for example ‘retrospective advance notices’ and
‘anticipatory recalls’ (83). Currie takes this concept to a philosophical
extension called the ‘anticipation of retrospection’. At the heart of the
human experience of time as well as the narrative experience of time (32).

He uses this example from Peter Brooks to explain this theory:

If the past is to be read as present, it is a curious present that we know
to be past in relation to a future we know to be already in place, already

in wait for us to reach it. Perhaps we would do best to speak of the
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anticipation of retrospection as our chief tool in making sense of

narrative, the master trope of its strange logic. (Currie 23).

Currie posits that ‘narrative is generally retrospective in the sense that
the teller is looking back on events and relating them in the past tense, but
a reader or listener experiences these events for the first time, as quasi-
present (Currie 29-30). He identifies three types of prolepsis: the first type of
prolepsis is discursive prolepsis, ‘a term used by Genette and others to
describe a flash forward, a movement in the narrative in which the
chronological order of story events is disturbed and the narrator narrates
events out of order’ (Currie 29). As discussed earlier, Genette’s definition of
prolepsis is purposefully limited to prolepsis that happens at the level of
hetero and homo diegetic levels, as well as limiting the cognitive rhetoric
level that I would describe as truly rhetorical.

Currie’s next form of prolepsis is the Rhetorical Prolepsis: this is the
original rhetorical figure, the anticipation of an objection to an argument
(Currie 29). Interestingly, Currie retains the classical definition here, as
pertains to oratory with no discussion of rhetoric’s English expansion as a
narratological tool for poetry, theatre and epistolary as far back as the 17tk
century (Lanham 120). The final type of Currie’s prolepsis is what he calls
‘structural prolepsis’ (33-4). In About Time Currie looks for a way to link the
concepts of discursive and rhetorical prolepsis by a type of prolepsis that, ‘is
a hermeneutic circle between the presentification of fictional narrative and
the depresentification of lived experience’ (31). Currie’s examination of
prolepsis is an exploration of the way narrative, in a different fashion than
philosophy, can be a ‘performative exploration of time’ (44), it can do
something, rather than just say something (87).

In his analysis of a hermeneutic prolepsis between narrative and
human experience he examines the anticipation of retrospection, by
1dentifying three temporal loci in narrative: narrator, narrated, and reader
time. Just as Genette added an additional temporal position appropriate for

his analysis ‘narrating’, so too does Currie identify reader time, adding a
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rhetorical, or reader response, based structure for his philosophical purposes
(the interaction of narrative and human thought). He lists discursive
prolepsis as taking place within the time locus of the ‘narrated’. Structural
prolepsis takes place between narrated and narrator and rhetorical prolepsis
between narrator and reader (31). About Time discusses a few of the same
proleptic complications as Genette, such as homodiegetic prolepsis and hint
prolepsis. Currie questions whether a prolepsis that happens
homodiegetically, such as a memory, can be considered a true anachrony, as
the narrator is still (assumedly) present in the first narrative position (36).
He also questions whether a hint, or hints, in a narrative can be considered
a prolepsis. Hints too, can be homodiegetic or heterodiegetic. A character
may be psychologically motivated in the first narrative by an anticipated
future. Likewise, the model author may also disperse narrative material
leading to a future event, seemingly unimportant in the first narrative

position, but activated in the future:

Tomachevski (1971) outlined the kind of technical sense of motivation, according
to which the presence of a gun at the beginning of a narrative anticipates the

murder or suicide of one of the characters later in the plot (Currie 39).

He notes that this effect has been examined by theorists such as Sartre
and Barthes. Currie questions the validity of hints on whether they are
narratively fulfilled. Noting: ‘the presence of a gun in Beckett’s Happy Days,
and hundreds of so called “red herrings” in detective fiction confirm, the
inference is often mistaken’ (39).

An example of a heterodiegetic proleptic hint can be found in “The
Cask of Amontillado” by Poe. The story ends with the antagonist of the main
character being walled up alive in a cellar. Earlier in the tale this dialogue

takes place:

"You are not of the masons."
"Yes, yes," I said; "yes, yes."

"You? Impossible! A mason?"
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"A mason," I replied.

(Poe, Collected Works, vol. 2, 1260).

Currie notes: “The Cask of Amontillado” puns on the word ‘mason’ as a
foreshadowing of the fate of its character to be bricked up in a recess of the
wine cellar, but the pun functions as prolepsis only because it turns out to
be motivated...’(38).

It is this line of reasoning that Currie has built his concept of
structural prolepsis, and performative prolepsis. This form of prolepsis
1magines a proleptic present narrative that by its future anticipation creates
its own future. However, from a purely narratological perspective, we know
that devices like red herrings may not activate a true future prolepsis, they
do in fact create a valid narratological proposition. If we accept the idea of
proleptic hints, we can analyse some interesting narrative devices.

In Edgar Allan Poe: Rhetoric and Style, Zimmerman borrows the
linguistic term ‘notional sets’: ‘[t]he words in a notional set do not
necessarily overlap in meaning but are related in theme, idea (“notion”)’
(259). Zimmerman uses the example of the Poe short story “The Black Cat”.
He notes Poe’s use of the figure praeparatio (one of the many rhetorical
figures which share the name of prolepsis), in this usage the figure is
defined as ‘Preparing an audience before telling them about something done’

(Lanham 118):

But to-morrow I die, and to-day I would unburthen my soul. My
immediate purpose is to place before the world, plainly, succinctly,
and without comment, a series of mere household events.

(Poe, Collected Works, vol. 2, 849).

Despite the narrator’s insistence on the object of his narrative being,
‘mere household events’, Currie notes the narrator’s supernatural notional
set, containing religious imagery such as: ‘Soul, fiendish, guilt, damned,
deadly sin, hell, witches’ and much more (25). In contrast to the stated

opinion of the narrator, the notional set tells of a narrator with a profound
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supernatural fear, which is borne out as the narration progresses,
regardless of whether it is read as a supernatural tale or not.

Currie believes the paranomasia on masonry in “The Cask of
Amontillado” is only proleptic because the anticipated future turns out to be
true, however “The Black Cat” can be read as a supernatural tale of
witchceraft, or psychologically as a tale of a madman. Regardless of what the
model reader may anticipate by the proleptic hints in this supernatural
notional set, the narrative effect on the story and our viewing of the
narrator is still narratologically valid no matter what the model reader
anticipates. This too can be argued for a red herring or false trail in
narratives. These false trails may not lead to the imagined future, but they
do offer examples of a proleptic strategy from the model author.

Currie makes the point that his notion of ‘performative prolepsis’ is
less likely to be successful (success being negating the reader’s objection) in
written discourse as the time between the act of reading and the act of
writing is infinitely large in comparison to the orator who, temporally in the
same place as his audience may forestall an anticipated argument (45).

When we consider narrative prolepsis however, this argument fails to
take into account the model author’s model reader. Narrative prolepses are,
as we have discussed, logical structures, and they rely on narrative koinoi
topoi for their effect. These commonplaces may well evolve and change
socially and culturally, however, I would argue that some narrative devices
maintain their effect due to the model reader’s similarity to the empirical
reader. It is for this reason that the notion of the model reader is so
necessary both for the creator and critic.

Currie does note, however, that ‘[tJhe written version of this kind of
anticipation has become one of the most prominent characteristics of
contemporary writing, But it has not always been adequately understood or
analysed’ (45). As an example of narrative that anticipates objection Currie
points to the self-consciousness of metafiction (45).

In my examination of the different forms of prolepsis I have so far

mostly followed Genette’s narratological model in differentiating from
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prolepsis as it happens on an actant, discursive, or extradiegetic level.
Where Genette identified prolepsis that is internal or external to the main
narrative, homodiegetic and heterodiegetic, as well partial (those that did
not return to the exact temporal position and those that contributed to
achrony (a time scheme that becomes too difficult to temporalize) he also
treated with proleptic actions that were narrative or psychological in
function, yet fit less clearly into his strict notion of prolepsis. These devices
he called ‘advanced notices’ (73) and ‘advanced mentions’ (75). Genette
defines an advance notice as being explicit, such as a narrator telling their
audience, ‘We will see,” or ‘One will see later’. (Genette 73-5). Functionally,
he notes, these advance notices can create expectation in the reader’s mind
(74), a device that Barthes calls weaving (S/z 20-21).

Advance mentions, which I will tentatively equate to Currie’s
definition of a proleptic hint (38), Genette describes as being ‘simple
markers without anticipation, even an allusive anticipation, which will
acquire their significance only later on and which belong to the completely

bea

classic art of “preparation™ (Narrative Discourse 75). In Six Walks, Eco also
defines what he calls ‘hint time’, however Eco’s hint time is connected to his
notion of inferential walks, specifically he explains how a slowing of
narrative tempo to focus on seemingly superfluous and ornate detail may be
read as a model author’s intent for this description to be read
metaphorically or allegorically (Six Walks 68).

In classical rhetoric we find one figure, often as also referred to as
prolepsis, is praeparatio, preparing an audience for something done Lanham
120-1). This anticipatory figure has translated from its place in oratory
with ease and usefulness into literature.

Genette differentiates from advance notices and advance mentions not
explicitly through their diegetic position or their internal and external
position, but rather by function. Advance mentions are described as, ‘an
“Insignificant seed,” and even an imperceptible one, whose importance as a

seed will not be recognized until later, and retrospectively’ (Narrative

Discourse 77). However, it 1s incorrect to assume that he has not considered
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the function advance mentions may provide to the reader’s navigation of the
text. While he may not spend much time on the possible narrative effects of
advance mentions, he does in fact realise the narrative potential of this

figure:

[TThe advance mention is thus in general, at its place in the text,
only. But we must consider the possible (or rather the variable)
narrative competence of the reader, arising from practice, which
enables him both to decipher more and more quickly the narrative
code in general or the code appropriate to a particular genre or a
particular work, and also to identify the "seeds" when they appear
[...] Moreover, this very competence is what the author relies on to
fool the reader by sometimes offering him false advance mentions, or

snares (Narrative Discourse 77).

As we can see, Genette had considered the author’s awareness of
reader’s narrative predictions. This function, as Genette describes it, of the
potential competence of the reader is explored with greater detail by Eco.
The potentiality of the model reader to explore possible narrative worlds as
they read is a construct that Eco calls ‘inferential walks’. A model reader
may infer, or speculate, ‘in order to predict how a story is going to go, turn to
their own experience of life or their knowledge of other stories’ (Six Walks
50). The theory of inferential walks was first written about by Eco in The
Role of the Reader:

The reader was (sic) encouraged to activate this hypothesis by a lot of
already recorded narrative situations (intertextual frames). To
1dentify these frames the reader had to ‘walk’, so to speak, outside the
text, in order to gather intertextual support (a quest for analogous
‘topoi’, themes, or motives). I call these interpretative moves
inferential walks. ‘they are not mere whimsical initiatives on the part
of the reader, but are elicited by discursive structures and foreseen by
the whole textual strategy as indispensable components of the

construction of the fabula.
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Frequently, the fabula is made also of presupposed
macroproprositions already actualized by other texts, which the
reader is invited to insert into the story so that they can be taken for

granted in its following steps (Role of the Reader 32).

Inferential walks are, therefore, a mutual awareness by model author
and model reader of comparable paradiegetic narratives, from both the
personal experience of the reader, as well as any and all possible known
narrative structures. As Eco has stated in The Role of the Reader, his
inferential walks have everything to do with rhetorical enthymemes. An
inference is after all an important part of conditional logic, such as
Aristotelian logic. The difference in use here is important. Aristotelian
syllogisms rely on both premises being valid to ensure that the inferred
conclusion is also valid. However, in Aristotle’s rhetoric the enthymeme, and
abridged syllogism, isn’t reliant on what is valid, only what can seem to be.
Inference is a part of deduction, induction, and abduction, and any inference

is only as valid as its premises:

The action or process of inferring; the drawing of a conclusion from known
or assumed facts or statements; esp. in Logic, the forming of a conclusion
from data or premises, either by inductive or deductive methods; reasoning
from something known or assumed to something else which follows from it

("Inference, n.").

If we consider Eco’s inferential walk to be a kind of narrative
forecasting performed by the reader and actively plotted by the model
author, we can then begin to examine narratives for textual strategies that
can aid this process. In Six Walks Eco uses an example from Manzoni’s The
Betrothed. Eco’s choice 1s worthwhile for its use of two techniques. The first
is a direct question from the narrator to the reader regarding the action of
the scene, as, before the moment of conflict, the narrator asks, ‘What was he
to do? (Six Walks 53). This question openly invites the model reader to ask
themselves, although this example is not a wholly proleptic inferential walk,

for as Eco points out the overarching mystery for the reader is what has the
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character done to find himself in this situation. The other inferential tool
that Eco points out from this example is a delaying tactic (Six Walks 53). By
shifting the discourse to a digression, the model author creates room for the
reader to imagine probable narratives. Delaying tactics may be found in
other forms than digression and changing the pace of the narrative is
another way to create space for reader interaction.

In order to examine effects such as inferential walks, Eco introduces
his own complication to the classic story/discourse bifurcation, he introduces
reader time. Just as Genette added narrating time to examine narrative
distance (Narrative Discourse 31). Eco uses reader time to discuss changes
in the length of the discourse and the time it takes to read it.

He notes that textual strategies such as stretching, when the time
taken to tell a narrative action is longer than the time of that action, and
scene, or isochrony as Genette prefers, when story and discourse are of near
to the same amount of time, ‘depend not on the number of words, but on the
pace the text imposes on the reader.’ in fact discourse time in general ‘is the
result of a textual strategy that interacts with the response of readers and
forces a reading time on them’ (Narrative Discourse 57).

Rhetorical figures that we discussed in chapter two such as enargia,
ecphrasis, and polysyndeton allow the model author to change the various
speed of narrative discourse, however Eco is interested in how an author can
change reading time by various strategies. What the formalists describe as
defamiliarization for example can, in a sentence of similar word length,
make a reader slow their reading pace. An abundance of descriptive
language may function to change a model reader’s reading time, rather than
only play a representational role (Six Walks 59). One figure Eco uses for an
example is hypotyposis, which Lanham lists as one type of enargia, ‘a
generic term for visually powerful, vivid description which recreates
something or someone’ (Lanham 64) Eco believes, ‘One way of rendering the
1impression of space is to expand both the discourse time and the reading

time in relation to the story time (Six Walks 70). One style of narrative
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lingering he calls ‘trepidation time’, this is when the discourse delays the
arrival of a dramatic ending (64).

Meir Sternberg has developed a theory whereby the ‘interplay between
temporalities generates the three universal narrative
effects/interests/dynamics’ (Sternberg, Narrativity 2). Sternberg identifies
prospection ‘suspense’, retrospection ‘curiosity’, and recognition ‘surprise’ as
his narrative universals.

Suspense, by definition of the Oxford English dictionary is ‘a state of
mental uncertainty, with expectation of or desire for decision, and usually
some apprehension or anxiety; the condition of waiting’” ("suspense, n.").
Fludernick notes that it is created when we are curious about anticipated
concrete events (46). In its relation to narrative, Sternberg sees suspense as
arising from, ‘rival scenarios about the future: from the discrepancy between
what the telling lets readers know about the happening (e.g. a conflict) at
any moment and what still lies ahead, ambiguous because yet unresolved in
the world’ (Sternberg, Narrativity 2). These narrative effects are a result of
their temporal patterning, as Ricoeur has postulated with his theory of
‘human time’, the phenomenological time we experience through our
understanding of what we know of the past, present and future, in contrast
to the universal chronological understanding of time. In this way we
experience and evaluate narrative using the same constructional tools. The
model reader anticipates probable events in the same way as taking an
inferential walk, our knowledge of the world, and experience of other
narratives, our ability to predict future events based on our perception of
the narrative premises as we so far understand them. ‘Narratives are based
on cause-and-effect relationships that are applied to sequences of events’
(Fludernick, Narratology 2). Barthes relates our correlative understanding
to the logical fallacy of post hoc propter hoc, ‘when you read things that are
given in a sequence of time, you tend to project a further, causal connection
between them’ (Barthes, Structural 248).

Sternberg believes curiosity and surprise are both dependant on,

‘manipulations of the past’ (2). His description of curiosity, unsurprisingly,
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most closely resembles Eco’s inferential walk, describing curiosity as
making us ‘go forward with our mind on the gapped antecedents, trying to
infer (bridge, compose) them in retrospect’ (2). He notes the effect of surprise
which ‘gaps or twists its chronology, then unexpectedly discloses to us our
misreading and enforces a corrective rereading in late recognition’ (2). This
description fits the idea of a model author, who, aware of the potential
prospection of the model reader, elides a narrative component, or draws an
unexpected conclusion based on a prediction of the reader’s understanding
of narrative premises. Meir also states that upon being surprised the reader
will be motivated to reread either through memory, or the actual original
premises for clues toward the unexpected conclusion. Sternberg sees all
other textual and narrative elements being assimilated by these three
narrative universals. Just as Kearns believes that subtextual intent can be
analysed using speech-act theory, Sternberg sees his three universals as a
way to discover extradiegetic content in ‘character-trait, relationship, place,
1dea, viewpoint, ontology, normative frame’ (Narrativity 3).

Traditional rhetoric does not attempt to show the ‘worth’ of its figures
and tropes. Rather they have been identified as having been successful in
famous oratory and have been noted for their previous powerful use. Each
figure is only as good as the use it has been put to. Rhetoric then, does not
look for a reader response method to prove its efficacy, it only presents its
method as based on previous successful usage.

When attempting to explore narrative time effects, I have been
fortunate in the amount of classical rhetoric that is still functioning in
critical theory, often from critical perspectives that by no means concur.
This of course was the case then too. For my reorganisation of prolepsis for
the purpose of examining time effects I have identified three main proleptic
forms: Actantial prolepsis, discursive prolepsis, and inferential prolepsis.
Like rhetorical figures themselves, it is not my intention to cover every
possible use of these figures, just to map their shapes.

When I speak of ‘story time’ I am referring to that definition of

‘chronological time, which is reconstructed from a narrative discourse. The
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model I use here is based on that concept as explored by Genette, Chatman,
and Eco. Any difference in the demarcation of story time from these critics I
will try to specifically indicate. Story time is always a hypothetical
reconstruction that cannot exist without discourse time.

‘Discursive time’ refers to the time taken to tell the story. In theory
that can be the textual object or the act of telling. However, for the sake of
clarity and context, I am using discourse as the time and order of the
narrative object. Unlike Chatman, for the sake of this thesis I am talking of
the time the narration takes, not the time of the reader to read the
narration (Story and Discourse 62). I am using Eco’s model here to separate
between the time taken for the narrative act and the time taken reading.

‘Reading time’, is the time it takes a model reader to read the text.
Once again, this construct or bifurcation cannot exist outside of its reference
to the time of the discourse. Reading time is the difference between the
number of graphemes (language marks) on the page, and the varying time
taken to read them based on their content. Aspects of discourse such as
logical, rhetorical and grammatical figures can actively change the pace at

which we read a text, and reader time is a way to analyse this effect.

Actantial Prolepsis

This 1s a prolepsis that happens no higher than the level of a character
or ‘actant’ in the discourse. If, for example the actant is also a narrator, they
are then working at a narrative level higher than simply actant. I use
actant here in a limited sense, only intending to define characters in the
narrative, not objects and actions (Prince 1). Actantial prolepsis is visible by
being embedded in story and discourse time. The actant remains in the
same first narrative temporality as previously, however they see or speak
about the future as it will or may happen. In this sense, actantial prolepsis
can be a prophetic narrative device. In Greek tragedy this was sometimes a
literal oracle who predicts a future. However, it may also be used by a

character with no supernatural power and imagines a possible future.
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Actantial prolepsis can be more complex in relation to narrative veracity due
to its proleptic level. Unless it is explicitly shown at a narrative level to be a
factual foretelling, the reader must choose whether to accept the actantial
prolepsis. While narrative prolepsis may still be called into question if the
narrator is deemed unreliable, the reliably of actantial prolepsis complicates
the reader acceptance of this prolepsis. In terms of discourse, story, and
reader time in actantial prolepsis, there is no temporal change in the
actantial level, the prolepsis is embedded and therefore the prolepsis and
the chronological time both continue without break. Note that the more
commonly defined discursive prolepsis is measured by the difference
between the story time and the discourse time, as we know story time is a
hypothetical chronology. When examining actantial prolepsis I am using our
understanding of story time slightly differently than it is used by Genette.
The discourse chronology continues according to the pacing set by the first
narrative and with it the reader time, barring any other effect, also remains
unchanged. This type of embedded prolepsis is only noted by future events
becoming part of current ones. In Our Mutual Friend, Lizzy Hexam, peers

into their fire to read the future to her Brother Charlie:

“Yes it has, Charley. I see, as plain as plain can be, that your way is
not ours, and that even if father could be got to forgive your taking it
(which he never could be), that way of yours would be darkened by

our way. But I see too, Charley—"

“Still as plain as plain can be, Liz?" asked the boy playfully.

“Ah! Still. That it is a great work to have cut your way from father’s
life, and to have made a new and good beginning. So there am I,
Charley, left alone with father, keeping him as straight as I can,
watching for more influence than I have, and hoping that through
some fortunate chance, or when he is ill, or when -I don’t know what-
I may turn him to wish to do better things."

(Our Mutual Friend 30).
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This form of prolepsis may be seen functioning as Currie’s structural
prolepsis, as Lizzy predicts, her brother is bound for a higher social path
than her or her father, later in the story he attempts to use his sister to
further his ambition regardless of her own wishes. Dickens also uses this
device for comical purposes. In Little Dorrit, ‘John Chivery, the turnkey of
the Marshalsea, comically marks the stages of his hopeless love for Amy
Dorrit, the child of the debtor’s prison, by verbally composing inscriptions
for a tombstone in St. George’s Churchyard’ (Zigarovich 80). In this
example the prolepsis is clear, an external homodiegetic prolepsis, iterative,
yet changing due to the progress of Amy and John’s relationship as seen by
John. When we meet Chivery, he has been besotted by Amy as long as he
has known her and is described as having a poetic soul. Lying in bed he

1magines is own death by reading his epitaph:

Sacred to the Memory of JOHN CHIVERY, Sixty years Turnkey, and fifty
years Head Turnkey, Of the neighbouring Marshalsea, Who departed this
life, universally respected, on the thirty-first of December, One thousand
eight hundred and eighty-six, Aged eighty-three years. Also of his truly
beloved and truly loving wife, AMY, whose maiden name was DORRIT,
Who survived his loss not quite forty-eight hours, And who breathed her
last in the Marshalsea aforesaid. There she was born, There she lived,

There she died (206).

In this example, Chivery’s poetic soul uses polysyndeton ‘use of a
conjunction between each clause’ (Lanham 117) to create the grave tone of
his composition. Directly after Chivery attempts to tell her of his feelings,
Amy, with exaggerated politeness, begs him to never mention it again. As

she leaves, Chivery changes the epitaph:

'Here lie the mortal remains Of JOHN CHIVERY, Never anything
worth mentioning, Who died about the end of the year one thousand
eight hundred and twenty-six, Of a broken heart, Requesting with his
last breath that the word AMY might be inscribed over his ashes,
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which was accordingly directed to be done, By his afflicted Parents

(213).

When Arthur, Chivery’s rival for Amy’s affection finds himself locked
in the Marshallsea prison, Chivery’s affections have changed, and he

1magines this new inscription:

STRANGER!

RESPECT THE TOMB OF
JOHN CHIVERY, JUNIOR,
WHO DIED AT AN ADVANCED AGE
NOT NECESSARY TO MENTION.

HE ENCOUNTERED HIS RIVAL, IN A DISTRESSED STATE,
AND FELT INCLINED TO HAVE A ROUND WITH HIM;
BUT, FOR THE SAKE OF THE LOVED ONE,
CONQUERED THOSE FEELINGS OF BITTERNESS,
AND BECAME
MAGNANIMOUS (714).

Dickens also uses actantial prolepsis at the end of A Tale of Two Cities.
Using what Genette refers to as external prolepsis, the narrator allows us to
hear the thoughts of Sydney Carton in his final moments before his
execution in the place of Charles Darnay. With generous use of the
rhetorical figure anaphora, ‘repetition of the same word at the beginning of
successive clauses’ (Lanham 11) and staring each line with ‘I see’, Sydney
proleptically describes the future of the cities, and the family he has given

his life for.

I see that child who lay upon her bosom and who bore my name, a
man winning his way up in that path of life which once was mine. I
see him winning it so well, that my name is made illustrious there by
the light of his. I see the blots I threw upon it, faded away. I see him,
fore-most of just judges and honoured men, bringing a boy of my
name, with a forehead that I know and golden hair, to this place—

then fair to look upon, with not a trace of this day’s disfigurement—
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and I hear him tell the child my story, with a tender and a faltering
voice.
It is a far, far better thing that I do, than I have ever done; it is a

far, far better rest that I go to than I have ever known (358).

This future is not seen or described except in Sydney’s mind moments
before he dies. It only qualifies as prolepsis, a movement forward in time
and then back again, by a mere two lines that return to the last moment of
the first narrative. Dickens’s narrator in A Tale of Two Cities is capable of
moving through time, of recording the thoughts and actions of multiple
characters, yet we are given this proleptic vision of the future in the first
person, the guillotine waiting to drop and time still moving in the first
narrative as we hear the last thoughts of Sydney Carlton. By using actantial
prolepsis Dickens gives this future a different value than a discursive
prolepsis. Is the future seen by Sydney actualised after his death? If the
narrator had told us of this future, we would be subject to the normal rules
of narrative and truth.

Perhaps Dickens’s most famous use of prolepsis, “Christmas Carol”
presents an interesting possibility in ascertaining what type of prolepsis we
are reading. If we take it for granted that what our narrator tells us Scrooge
sees and hears is the truth, then we have discursive analepsis and prolepsis
as Scrooge is shown events along his personal timeline. However, if, as
Scrooge states, a ‘ghost may be brought on by “undigested bit of beef, a blot
of mustard, a crumb of cheese, a fragment of an underdone potato™
(Christmas Books 18) then all of Scrooge’s travels have been perhaps just a
guilty dream? We know what was apparently going to happen over three
nights has conveniently only taken one, we have no other witness that what
Scrooge had seen and heard is true, if it is a dream then we have an
actantial prolepsis and analepsis. However, it is not my intention to attempt
to prove whether Scrooge did in fact have a supernatural visitation of not.

Strictly speaking, the narrator tells us what Scrooge says and thinks,
he comments on Scrooge himself, and when the spirits take Scrooge into the

future, he makes no comment to give the reader the idea that this did not
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happen. The only way to justify this being an actantial prolepsis would be if
we choose to believe that the narrator was not being entirely honest with us,
was perhaps limiting himself to what Scrooge believed he saw. But, unless
we choose to read as such, then undeniably this is a mode of discursive

prolepsis.

Discursive Prolepsis

The most well-known of these forms of prolepsis, discursive prolepsis,
occurs when the narrative discourse moves significantly forward in story
time, past events that have not yet been shown, then returns back to the
same approximate position it has left from. As Genette points out, if the
narrative does not return then this jump forward is the rhetorical figure of
ellipsis (43). Like actantial prolepsis, discursive prolepsis can be recognized
by the anachronic difference between the discourse time and the story time.
The difference between discursive and actantial prolepsis is the narrative
level. Actantial prolepsis is prolepsis that only happens below the actant
level, regardless of homodiegetic or heterodiegetic narrator. Discursive
prolepsis happens at the narrative level, showing the reader events outside
of their chronological order. In the final chapter of Hard Times, Dickens’s
narrator uses this form of discursive prolepsis to look into his principle

character’s ‘futurity’ (Hard Times 265).

Into how much of futurity? He saw Mrs. Sparsit fighting out a daily
fight at the points of all the weapons in the female armoury, with the
grudging, smarting, peevish, tormenting Lady Scadgers, still laid up

in bed with her mysterious leg (296).

As you can see in the beginning of this passage, Dickens’s narrator
focalises this prolepsis through Mr Bounderby, describing what the
character may see of his own future. This is an embedded external prolepsis
with a heterodiegetic narrator. Put simply, the narrator tells of a charater in

the main narrative who is imagining future events that are not part of the
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main narrative. This is quite similar to an actantial prolepsis, with the
focused actant not in fact changing his temporal position. However, Dickens
quickly widens the prolepsis after setting this initial proleptic question of

what the character may see:

Had he any prescience of the day, five years to come, when Josiah
Bounderby of Coketown was to die of a fit in the Coketown street, and
this same precious will was to begin its long career of quibble,
plunder, false pretences, vile example, little service and much law?
Probably not. Yet the portrait was to see it all out.

(Hard Times 297).

As the summary of the fates of the characters continue, the narrator
takes over showing the reader the future of the characters, however, this
questioning continues at the end of each paragraph in the figure of
anthypophora, ‘asking a question and then immediately answering it’
(Lanham 87). A figure appropriately similar to the rhetorical meaning of

prolepsis.

Herself again a wife-a mother-lovingly watchful of her children, ever
careful that they should have a childhood of the mind no less than a
childhood of the body, as knowing it to be even a more beautiful thing,
and a possession, any hoarded scrap of which is a blessing and happiness

to the wisest? Did Louisa see this? Such a thing was never to be (298).

As Genette has said, discursive prolepsis is rarer in literature than
analepsis. However, Genette’s distinction of anachronies that fulfill the
category of ‘quick evocation’ advance notices and advance mentions are far
more common. Genette’s distinction of an advance notice is a repeating
prolepsis that is explicit in indicating its future to the reader. Dickens uses
this type of discursive prolepsis in David Copperfield. A young David is at
the seaside with little Em’ly when the narrator, an older David, indicates
the future of Emily, as well as ending with a version of the Genette’s ‘we

shall see later’:
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The incident is so impressed on my remembrance, that if [ were a
draughtsman I could draw its form here, I dare say, accurately as it
was that day, and little Em'ly springing forward to her destruction
(as it appeared to me), with a look that I have never forgotten,

directed far out to sea

There has been a time since when I have wondered whether, if the
life before her could have been revealed to me at a glance, and so
revealed as that a child could fully comprehend it, and if her
preservation could have depended on a motion of my hand, I ought to
have held it up to save her. There has been a time since—I do not say
it lasted long, but it has been—when I have asked myself the
question, would it have been better for little Em'ly to have had the
waters close above her head that morning in my sight; and when I
have answered Yes, it would have been. This may be premature. I

have set it down too soon, perhaps. But let it stand (31).

The other form of quick evocation is the advance mention, ‘simple
markers without anticipation, even an allusive anticipation, which will
acquire their significance only later on and which belong to the completely
classic art of preparation (Genette, Discourse 75). These are the proleptic
markers that a second level reader can see as part of the narrative logical
structure of the text. Currie questions whether mentions can only be
considered valid if the future events they signal are actualised. I would
argue that mentions that do not lead to future narrative structures can be
just as important as those that do. An example of an advanced mention that
does become relevant to the narrative can be found in the narrator’s
description of Esther Summerton’s first impression of Mr Krook’s
warehouse. Amongst the abundant description is the name an occupation of
the tenant who will become important later in the narrative (the emphasis

1S mine):
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In all parts of the window were quantities of dirty bottles—blacking
bottles, medicine bottles, ginger-beer and soda-water bottles, pickle
bottles, wine bottles, ink bottles; I am reminded by mentioning the
latter that the shop had in several little particulars the air of being in
a legal neighbourhood and of being, as it were, a dirty hanger-on and
disowned relation of the law. There were a great many ink bottles.
There was a little tottering bench of shabby old volumes outside the
door, labelled "Law Books, all at 9d." Some of the inscriptions I have
enumerated were written in law-hand, like the papers I had seen in
Kenge and Carboy's office and the letters I had so long received from
the firm. Among them was one, in the same writing, having nothing
to do with the business of the shop, but announcing that a respectable
managed forty-five wanted engrossing or copying to execute with
neatness and dispatch: Address to Nemo, care of Mr. Krook, within

(99).

Just as the character of Nemo has a larger part to play further on in
the novel, so too does his instinctive handwriting. As it may not be expected
that the reader will understand these elements immediately, it may be
necessary for the reader to remember, or even re-read, this section for new
significance.

Both advance notices and advance mentions are usually part of a
larger narrative structure. An advance notice signals an event that will take
place later in the discourse, as Sternberg notes suspense and curiosity are

created by narrative structures that create a lack of information:

Both suspense and curiosity are emotions or states of mind characterized
by expectant restlessness and tentative hypothesis that derive from a
lack of information; both thus draw the reader’s attention forward in the
hope that the information that will resolve or allay them lies ahead. They
differ, however, in that suspense derives from a lack of desired
information concerning the outcome of a conflict that is to take place in
the narrative future, a lack that involves a clash of hope and fear;
whereas curiosity is produced by a lack of information that related to the

narrative past (Expositional Modes 65).
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Another way to express this can be made using rhetorical logic
structures. Curiosity is the effect of a single narrative proposition, an event
that once having been presentified creates curiosity in the model reader.
Suspense is the creation of two propositions that beg a narrative conclusion.
I would argue, however, that narrative is however capable of subtle logical

structures, where propositions can be overt, notices, and even mentions.

Inferential Prolepsis

The drawing of narrative inferences by the reader is a low-level kind of
interpretation. Perhaps it doesn’t even deserve the name, since
“Interpretation” is so well established as a synonym for “exegesis” in
literary criticism. This narrative feeling in is all too easily forgotten or
assumed to be of no interest, a mere reflex action of the reading mind.
But to neglect it is a critical mistake, for this kind of Inference drawing
differs radically from that required by Lyric, expository, and other genres

(Chatman, Story and Discourse 31).

My third type of prolepsis is inferential prolepsis. A term based on
Eco’s concept of inferential walks (Eco Role 32-3). Actantial and discursive
prolepsis are based on the tension between the time of the events told in
their chronological order (story time) and the time taken to tell the events in
their discursive structure (narrative discourse time). Inferential prolepsis is
a term I am using to describe the process created by a model author in
logical narrative patterns. This is a process with much in common with the
original rhetorical meaning of prolepsis, and it shares a chronological trait
with actantial prolepsis in that it can happen at the same time as the
chronological structure of the discourse. Inferential prolepsis differs from
our other form of prolepsis in that the jump in time happens outside of the
narrative object. The way I define inferential prolepsis is, as with our other
forms of prolepsis, by noticing the chronological tension between different
temporal structures found in narrative. In this case the difference between

reader time as Eco calls it, and discourse time. When a model reader takes
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an inferential walk, imagining the next discursive proposition in a
narrative, they move forward in the narrative discourse structure along a
probable line of reading. I doubt any reader has not, at some time, upon the
end of a story whose dénouement did not provide us a version of the fairy
tale’s ‘and they lived happily ever after’, put down the narrative object and
continued the narrative further into the future than the author was willing
to take us. This probable future is an inferential walk, but in this example
as we do not continue back where the narrative left off; it is not prolepsis.
We also take inferential walks during a narrative, and it is reasonable to
assume a model reader is aware of this narrative function.

A reader’s contribution to the text is a complex interactive process
where our inferential reading is a constant process of casting forward, then
confirmation or correction. Consider again E. M. Forster’s famous definition
of a plot (slightly altered for present purposes). Forster argues that “the
King died and then the Queen died” is only “story” (in the sense of a “mere
Chronicle”); “the King died and the Queen died of grief” is a “plot,” because
it adds causation (Forster 130). But as we discussed in chapter three on
quickness, our minds seek structures in narrative, and they will provide
their own causation when necessary.

As we have discussed earlier, in the field of artificial intelligence,
Shank has shown how we will add our own significance to narrative
elements when they are not explicitly given to us. Not only is this common
to our experience of narrative, it is most likely necessary. Eco’s
interpretation of text as a ‘lazy machine’ (Six Walks 3) is the cooperation
between text and reader that prevents a narrative from becoming turgid,
but it also allows for a reader to do some of the work for the text, arguably
creating a richer and more personally tailored experience.

Artificial intelligence may have a great deal to teach us about
narrative. Consider some of the computers that we interact with regularly.
Many devices now have, as part of their human interfaces the ability for
predictive decision making. Even something as simple as a GPS unit in a

car. Some of these devices will, with the input of each letter, narrow the
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option available for the next character, based on its pre-programmed
available options. As the input develops, the device will predict and narrow
options, as well as words and numbers that will complete the address. Some
units will even list probable full addresses in their list that can be chosen at
any given point in your input. It will even list these by likelihood of being
correct. It does this using information that can be gathered without being
explicitly stated by the user, such as the current location and the type of
transportation being used.

As Chatman notes, the way we interact with narrative is a complex
process, ‘events in narratives are radically correlative, enchaining, entailing.
There sequence, runs the traditional argument, it is not simply linear
causative. The causation may be overt, that is, explicit, or covert, implicit’
(45). To discuss causality is to discuss the logical structures that we perceive
in narrative. One of my motivations in using classic rhetoric to examine
temporal effects in narrative is the integrated system of language and
thought as represented by the trivium of grammar, logic, and rhetoric.
While logic has moved to different mathematical and philosophical models
since Aristotle and the Renaissance, this grammar based logic that was
inseparable from grammar and rhetoric is still useful today in narrative
research. In The Role of the Reader, Eco sees this process of narrative
cognition as an abductive process that is being made constantly by the

reader:

The Fabula is not produced once the text has been definitely read: is the
result of a continuous series of abductions made during the course of the
reading. Therefore Fabula is always experienced step by step....Since every
step usually involves a change of state and a lapse of time, the reader is led
to make an intermediate extensional operation: he considers the various
macro propositions as statements about events taking place in the still
bracketed world. Each of these statements concerns the way in which an
individual determines or undergoes a certain change of state, and the
reader 1s induced to wonder what could happen at the next step of the story

(31).
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Our cognitive interaction with the text is an ongoing process from
beginning to end. Not only internally to the narrative but also externally.
The metanarrative elements we might find such as the name of the story,
who published it, the cover, the reviews on the back, other stories we have
read, our personal experience, all of these elements constitute narrative
commonplaces for the reader. Prince describes the purpose of metanarrative

elements on the reader:

[M]etanarrative signs help us understand a narrative in a certain way;
on the other hand, they force us (try to force us) to understand it in this
way and not another. They thus constitute the answer of a text to the

question: "How should we interpret you?" (Prince Narratology 126).

Of course not all reader interpretations can be guessed by the
model author. The author’s own commonplaces will inform their
choices, as well as who they intend their model readers to be. The
model reader will draw from their koinoi topoi as they read and
interpret those narrative paths they are intended to find, and
hopefully miss those they are not meant to find until sometime later.

As Eco states:

In inferential walk has much to do with a rhetorical enthymeme (sic). As
such, it starts from a probable premise picked up in the repository of common
opinions, or endoxa, as Aristotle said. The endoxa represent the store of
intertextual information, and some of them are already mutually correlated
in possible general schemas of enthymematic chains. Aristotelian topoi are
nothing but this: overcoded, readymade paths for inferential walks (Six Walks
215).

Not only does this process work within the reader at all times, its
chronology 1s capable of the same types of anachrony as the discourse time.
A reader is capable of, if the narrative pace is conducive, of thinking forward
and imagining possible narrative scenarios based on the narrative structure

so far. If the narration does not allow for a pace and style whereby a reader
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may continue reading while forecasting, they may stop reading so they can
imagine future probabilities. Larger structures such as novels seem built for
this kind of participation. A reader may decide to put a book down at the
end of a particularly engaging section when they realise the narrative moves
to a slower, or less dramatic section. They are then free to use inferential
prolepsis to try out possible desired, feared, or expected outcomes. Dickens’s
serialised stories made it possible for the author to choose where this would
happen. If the narrative has too far engaged the curiosity of the reader, they
may choose to ‘skip ahead’ and literally move their reader time into the
future of the narrative. While it is not possible to guarantee where and what
a reader may choose to creatively infer and engage with in a narrative, from
a structural examination of discourse and Meir’s universals of narrative, we
can attempt to plot some examples of inferential prolepsis.

Consider the role inferential prolepsis can play in suspense. In Bleak
House the murder of the lawyer Mr Tulkinghorn is shown to the reader
using a narrative proleptic mention where the narrator describes
Tulkinghorn on his way home, and the loss of every opportunity for a voice,
even from an inanimate object, to say, ‘Don’t go home!” until he finally
reaches his home and the painting of a Roman on his ceiling does not say:
‘Don’t come here!” (717). The discursive prolepsis here is clear, unlike
Tulkinghorn, the reader is being warned of some event — the roman has
been a proleptic mention at every previous visit to Tulkinghorne’s. This
scene takes place in a chapter called ‘Closing in’. We know Tulkinghorn to
be the holder of many people’s secrets, and that many characters have had
reason to wish him ill. Dire warnings from the narrator follow his steps
home. The narrative has given enough information for the reader to have a
probable inclination as to what the narrator’s proleptic warning refers to.

Then the narrator lingers with us in a perfect example of what Eco has
described as a ‘trepidation time’ (Six Walks 64). The camera pans over
London, descriptive and slowly paced (335 words to describe the London
evening) in an example of enargia that I would define, both by its

description and lingering intent, as an example of chronographia, a
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description of time (Lanham 35). Not only does this give the reader ample
opportunity to imagine what may be about to happen to Tulkinghorn, well
and truly enough time to consider many possibilities, but it also has another
narrative effect: Our story time continues and if perhaps Lady Dedlock is
somehow involved in the events, has she now had enough time to make her
way to Tulkinhorns? The prosaic description ends with a rhetorical question
that forcibly brings the tone of narration back to the dire one previously:
‘What's that? Who fired a gun or pistol? Where was 1t?’ (719). Not only do we
search the enargia for clues to the morbid possible events, the sudden
change of pace and narrative focus seems an appropriate construction for a
model author to make room for the reader’s proleptic inference.

Narrative features such as suspense, curiosity and surprise work by
their anachronous manipulations. If the purpose of a narrative is a retelling
of ‘story’ events in a timeframe that heightens certain narrative effects, it
does so by an understanding of how the reader cognitively engages with the
text. For a reader to feel a sense of suspense, the narrative needs to provide
enough information for a reader to have narrowed down the possible options
for the conclusion of the narrative structure to few enough that the model
reader can envisage probable outcomes. It is not important that their
proleptic inferences are correct, only that they have enough information
previously to have had made them.

Inferential prolepsis can take place at other points of a narrative other
than before a suspenseful conclusion to a narrative structure. Consider the

beginning of “The Signal-Man”, one of Dickens’s Christmas ghost stories:

“Halloa! Below there!”

When he heard a voice thus calling to him, he was standing at the door of
his box, with a flag in his hand, furled round its short pole. One would have
thought, considering the nature of the ground, that he could not have doubted
from what quarter the voice came; but instead of looking up to where I stood on
the top of the steep cutting nearly over his head, he turned himself about, and
looked down the Line. There was something remarkable in his manner of doing

so, though I could not have said for my life what. But I know it was remarkable
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enough to attract my notice, even though his figure was foreshortened and
shadowed, down in the deep trench, and mine was high above him, so steeped in
the glow of an angry sunset, that I had shaded my eyes with my hand before I
saw him at all (Dickens, Christmas Stories 489).

This 1s the first 157 words of Dickens’s five thousand word story. It is
likely the reader knows it is a ghost story, being one of Dickens’s Christmas
stories. Here Dickens uses an advance mention, over an advance notice. We
are not told that this will be important in the future, and I believe that
Genette would consider this no more than an advance mention, a narrative
component that belongs to the art of ‘preparation’ (Genette 75). While the
narrator explicitly tells us that the signal-man looking into the tunnel,
instead of up at him when he calls, was ‘remarkable in his manner of doing
s0,” (489) we are given no more information on this mystery. Approximately
six hundred words later the signal man looks mysteriously towards the
tunnel light again, with no more explanation as to why. Again, eight
hundred words later the signal-man looks towards the tunnel, our narrator
remarks on his being troubled and the signal-man promises to tell all if he
visits again. Four hundred words later he does just that.

Between the first mention of this mysterious and remarkable action,
and the signal-man explaining the cause, two thousand and sixty two words
of this story pass by. Surely this is an odd pacing for a ghost story with so
little of anything remarkable seeming to happen?

But then, remember, most readers can be expected, by extradiegetic
information, to know this is a Christmas ghost story (Punter 180). In
addition to this is the language use of the story itself. In summary of events
from the beginning until the signal-man tells us of the strange event that is
haunting him, our narrator has travelled down to the signal-man’s shack,
introduced himself, entered the cabin, been told of the education and history
of the man, made a promise to return, and left. Very little evidence of any
supernatural plot. Yet if we follow the example of Zimmerman and we
examine the ‘notional set’ from the start of the story until just before the

signal-man tells his story we will note a descriptive language that is
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particularly suggestive of a ghost story. For example, the mental states of
the characters, even in this small series of events are described using words

and phrases such as:

Solitary, lonesome, lonely hours, peculiar dread, anxiety, troubled(2),
trouble, fear of me, infection in his mind, grave, dark regards, dismal,

depressing, daunted, forbidding, barbarous.

Then there is the descriptions of the locations of the story. Unlike some
more traditional settings for a ghost story, this one happens at a train line.
Yet, in describing the mouth of a train tunnel we have a particularly gothic

selection:

Tunnel’s mouth, mouth of the tunnel, black tunnel, jagged stone, dungeon,
clammy, oozier, wetter, dripping-wet, gloomy, gloomier, vapour, earthy,
deadly smell, cold wind, chill strike, colder, damp air, unhealthy damp,
shadowed, shadows, glow, a vague vibration, violent pulsation, fallen colour

(Christmas Stories 524-36).

If we accept Meir’s definitions, surely the effect here should be one of
curiosity, as we haven’t been provided with enough narrative information
for suspense? However, if we consider the model reader of Dickens who is
aware of this being a Christmas story, noting the behaviour of the signal-
man, and the influence of a supernatural notional set, the model reader will
surely compare this to other ghost stories and be prepared, subtly, as much
for suspense as curiosity.

Inferential prolepsis shares the same benefits and pitfalls as any other
classical rhetorical figure: it is only as effective as the writer who uses it. As
I have mentioned earlier, the publication of many of Dickens’s novels as
periodical instalments almost forces inferential prolepsis on the reader,
however this form of publication is not always to the reader’s, or the
writer’s, advantage. Dickens is noted complaining of it in the introduction to
Barnaby Rudge as being ‘often cramped and confined in a very irksome

degree’ (Pykett 59). And wanting the reader ‘to know more at once than I
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could tell you’ (59). Poe referred to it as an ‘absurd fashion of periodical
novel-writing’ (Graham’s Monthly 54).

Barnaby Rudge, originally published in weekly instalments of
Dickens’s periodical Master Humphrey's Clock has been called ‘[t]he least
satisfactory of all Dickens’s full-length books’ (Gottshall 133). Edgar Allan
Poe found much to criticise in it, even while acknowledging the writers
genius and many admirable aspects of the story (Poe, Evening Post).
Inferential prolepsis certainly played a role in Poe’s dissatisfaction with the
story. Barnaby Rudge, set in a period of English history known for the
Protestant riots, has at its heart the mystery of a gruesome double murder.
When Eco describes his second level reader, he was surely looking for a
reader like Poe. Poe reviewed Barnaby Rudge for The Saturday Evening
Post and found much to admire. As he says at the beginning of his review,
‘[h]is opening chapters assure us that he has at length discovered the secret
of his true strength, and that Barnaby Rudge will appeal principally to the
imagination. Of this faculty we have many striking instances in the few
numbers already issued’ (Poe, Evening Post).

Poe points out that of the ‘few numbers already issued,” (Poe, Evening
Post) at the time of his writing, Barnaby Rudge was not yet completed. This
1s not problematic of course, a reviewer can simply critique was has come so
far. Poe, however, is no mere reviewer; in his praise and judgement of
Dickens’s story he also takes into account the parts of the narrative that
have not yet taken place. Poe predicted: “The thesis [of the novel] may thus
be regarded as based upon curiosity. Every point is so arranged as to
perplex the reader, and whet his desire for elucidation’ (Poe, Graham’s). The
serialization of this novel meant that readers would be left, between
editions, with no way to continue the story except by their own means. Poe,
confident of his understanding of narrative reviewed the structure of

Barnaby Rudge including events not yet read:

by ourselves individually, the secret was distinctly understood
immediately upon the perusal of the story of Solomon Daisy that

Barnaby is the son of the murderer may not appear evident to our
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readers — but we will explain|...]His design is to make it appear, in the
dénouement, that the steward, Rudge, first murdered the gardener, then
went to his master’s chamber, murdered him, was interrupted by his
(Rudge’s) wife, whom he seized and held by the wrist, to prevent her
giving the alarm that he then, after possessing himself of the booty
desired, returned to the gardener’s room, exchanged clothes with him,
put upon the corpse his own watch and rings, and secreted it where it
was afterwards discovered at so late a period that the features could not

be identified (Poe Graham’s).

And Poe’s reading of these events is mostly correct, with the exception
that Rudge senior did not grab his wife by the wrist, but she grabbed him,
leading to the red birthmark left supernaturally on young Barnaby. Also,
the Gardener was killed after the master of the house. Poe also believed that
Barnaby’s mad ranting was a subtle indication that the murder was a
conspiracy between Rudge senior and Haredale: ‘the reader should note
carefully the ravings of Barnaby, which are not put into his mouth at
random’ (Poe, Evening Post). However, that Rudge was the killer, and had
swapped clothes and identities with the gardener to cover his crime, his
encounter with his wife, and the nature of the birthmark and Barnaby’s fear
of blood, 1n these events Poe was correct.

Poe however, is not satisfied with his correct predictions, and in later
versions of this review, gives his justification for why his incorrect
inferential prolepses should have been correct, and by doing so, shows us
one of the possible pitfalls of the model author’s intention with his planned
inferential prolepsis. As Poe himself says, ‘that if we did not rightly
prophesy, yet, at least, our prophecy should have been right’ (Poe,
Graham’s).

The lazyness of the text allows for the reader to participate in the
narrative effects. A model author may intend their reader to make mistakes
in their proleptic reading, may even give false clues that point towards an
mcorrect narrative line. Yet, if the author is not careful their proleptic

effects can lead to a disappointing end for the reader if the inference
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overpowers the discourse. Poe makes note of a particular example of this in
relation to the Barnaby’s blood-like birthmark, he believes the version he

imagined to be a better narrative:

The gardener was murdered not before but after his master; and that
Rudge’s wife seized him by the wrist, instead of his seizing her, has so
much the air of a mistake on the part of Mr. Dickens, that we can scarcely
speak of our own version as erroneous. The grasp of a murderer’s bloody
hand on the wrist of a woman enceinte, would have been more likely to

produce the effect described (Poe, Graham’s).

As for, ‘the ravings of Barnaby’ in which Poe saw much hidden
narrative elements and believed them, ‘to have allusion to some real
plotting’ (Poe, Graham’s). Poe believed Barnaby’s talk was an advance
mention, a narrative element that would perhaps only be connected by the
first level reader after the narrative reveal. In fact, he found the narrative
use of this so credible that it seemed to him, quite likely that it was in fact

intended by the author, who then changed his mind:

Upon perusal of these ravings we, at once, supposed them to have allusion
to some real plotting; and even now we cannot force ourselves to believe
them not so intended. They suggested the opinion that Haredale himself
would be implicated in the murder, and that the counsellings alluded to
might be those of that gentleman with Rudge. It is by no means impossible
that some such conception wavered in the mind of the author (Poe,

Graham’s).

Poe believed that these details were intended to be narrative elements
with such conviction that he was able to find a fitting reason why such
elements may be part of the story. He believed it was the narratives

periodical structure that was to be blamed for this perceived narrative fault:

[O]ur author had not sufficiently considered or determined upon any
particular plot when he began the story now under review. In fact, we see,

or fancy that we see, numerous traces of indecision — traces which a
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dexterous supervision of the complete work might have enabled him to erase
(Poe, Graham’s).

While it may not be possible for a writer to completely control the
inferential prolepsis made by their readers, a successful narrative is one
that manages the expectations of the model reader with a reasonable level
of accuracy, or, at least without detriment to the overall narrative effect. Poe
himself admits that for all his criticisms of Barnaby Rudge, it remained an
excellent and well received book. In his review of Barnaby Rudge, Poe had
one more piece of advice regarding the creation of mystery and the

subsequent inferential prolepsis of the reader:

The skilful intimation of horror held out by the artist, produces an effect
which will deprive his conclusion of all. These intimations — these dark
hints of some uncertain evil — are often rhetorically praised as effective —
but are only justly so praised where there is no dénouement whatever —
where the reader’s imagination is left to clear up the mystery for itself —

and this is not the design of Mr. Dickens (Poe, Graham’s).

Regardless of whether Poe is correct in his assumptions of the proleptic
features in Barnaby Rudge that, to him, were not as well done as the
promise of those advance mentions, that Dickens was an effective writer of
mystery that created a narrative structure that induces the reader to tale
proleptic walks is hard to deny. Did Poe make the proleptic inferences that
Dickens had intended for his model reader? It is perhaps reasonable to say

that Poe is a far more complex reader than many writers probably intend.

Prescriptive Use

Prolepsis may not be as widely recognised in narrative discourse as
analepsis, however, as we have seen in this chapter, if we widen the scope of
prolepsis and allow time effects that Genette discusses such as advance

notices and mentions, along with the proleptic potential of inferential
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effects, we can see that prolepsis plays an essential part in all but the most
basic design.

However, traditional prolepsis is the least easily identified time figure
in my manuscript. I have chosen two homodiegetic narrators, and due to
this choice, I have used less discursive prolepsis than I may have used with
a heterodiegetic narrator. I have used actantial prolepsis in The
Phrenologists Cabinet when I have wanted to create the effect of advance
mentions, those proleptic hints that function as preparation to larger
narrative structures. For example, when my protagonist Freya first meets
the craniologist Dynant she makes note of the impression that ‘he is going to
jump’ (221)