Preface :

Narrative theory (or ‘narratology’) is an area of research that is experiencing
rapid development. Narrative theory discusses central questions concerning
human communication; it also investigates the conditions for, and form
and content of, such communication. The stories studied by narrative theory
take various forms. Our culture is based on different types of story: novels,
films, -television series, strip cartoons, myths, anecdotes, songs, advertise-
ments, biographies, and so forth. All these tell stories—even though the stories
may not necessarily be complete, and may be presented in many different
ways.

Since the forms of story that surround us are so many and so varied,
narrative theory is relevant not only to literary studies but also to subjects such
as history, the history of religion, theology, social anthropology, sociology,
linguistics, psychology, and media studies. Crossing the borders between sub-
jects, narrative theory thus brings to light a problem in the traditional estab-
lishment of discipline boundaries. For although it is often necessary to isolate
a field of research or a particular problem in order to study it systematically,
borders between subjects may be more arbitrary than we realize. The basis for
this book is literary studies. Beyond formalism we may be, but we owe to for-
malism our understanding that literary texts are meaningful not just because
of their ‘content’ but because of the totality of their verbal presentation. Nar-
rative theory builds upon and extends this fundamental insight, and this is the
basis for its contribution to literary studies. Additionally, as the book’s title
indicates; I wish to relate narrative theory to film: a different medium, but one
that is a form of narrative (particularly the narrative fiction film). Of particu-
lar interest to a literary critic are ‘film adaptations’—films that are based
(more or less-directly) on literary texts.

This book has a two-part structure. Part I provides an introduction to nar-
rative theory. Although the discussion is oriented towards narrative fiction
and centred on literary texts, the film aspect is brought into each chapter. Part
I1 then analyses five prose texts by means of the narrative concepts (and theor-
ies associated with these concepts) introduced in Part 1. I also comment
on film adaptations of four of these texts, which are all central works in world
literature. :

In the period following the publication of the Norwegian version of this
book in 1994, narrative theory has developed further. One striking feature of
this development is the diversification of narrative theory: insights and terms
from narrative theory are being used within critical trends that are not
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primarily, or not only, concerned with the study of literary form and narrative
structure. Examples of such trends are theories of reading, variants of new
historicism, and post-colonial studies. While much is positive in these
developments, there are also examples of the ignoring or marginalizing of
insights from narrative theory as it has developed in our century from
the Russian formalists onwards. In some contributions to post-colonial
studies, for example, there is a tendency to reduce literary texts to relatively
stable carriers of ideological positions. But this is to distort and simplify
both narrative fiction and the narrative fiction film, which depend for their
originality and significance as cultural documents on aesthetic form, and
on the interplay of form and content. Although we live in an age of post-
structuralism, it does not follow that insights accrued by formalist and
structuralist critics, without whose contributions narrative theory would not
exist, are irrelevant or useless. If, as critics now tend to stress, reading is a social
activity that is influenced by the society beyond the author and reader, then it
is important to study narrative texts as diverse manifestations of such social
activity. . :

Another characteristic of recent developments is that, partly as a result of
the decreased differentiation between fiction and history, narrative theory is
being used to a greater extent in research which is not primarily (or not only)
concerned with literature. The link between narrative theory and film studies
has also been strengthened. Again, this kind of diversification suggests the
continuing relevance of narrative theory—especially if, as the analyses in Part
IT aim to do, we understand narrative inclusively as a form of textual dynam-
ics rather than as formalist schematization. Narrative is part of history, yet it
also contributes to historical processes from within. Narrative is dynamic and
changing, yet because the significance of its contribution to history and cul-
ture is inseparable from the way in which it is produced, narrative needs to be
studied as form—as literary structure. It is to further investigation of this
question that this book hopes to contribute.

I should like to thank Scandinavian University Press for co-operation on
the Norwegian version of this book, and also for approving its publi-
cation by Oxford University Press in English. I am most grateful to Jon
Haarberg, who read and commented on both the Norwegian and English
versions, offering a number of constructive criticisms. Working with the
English text, I had the pleasure of co-operating with Patrick Chaffey, who
has translated most of the manuscript. I should like to express my thanks
to Patrick Chaffey for his kind assistance and professional competence as a
translator. The person to whom I 'owe the greatest debt of gratitude is Jeremy
Hawthorn. In his constructive and academically -inspiring way, Hawthorn
read and commented on several versions of the manuscript: he is the best
scholarly contact I could ever imagine. I am also grateful to Per Buvik and
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Atle Kittang, who read and commented on the Norwegian version, and to
Terence Cave, Andrew Lockett, and Sophie Goldsworthy for wise advice and
professional publishing assistance. Last but not least I thank Elin Toft for her
invaluable support.

J.L.
Oslo
December 1998
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:l;ntroduction | |

Narrative text and narrative fiction

A narrative presents a chain of events which is situated in time and space.
There are narratives not only in literature but also in other cultural utterances
that surround us. Part of the explanation for the importance of, and our fasci-
nation with, narrative lies in the fact that it is fundamental not only to differ-
ent forms of cultural expression but also to our own patterns of experience
and to our insights into our own lives. For instance, our conversations with
other people contain narrative sequences—we often report something we
have experienced. Our thoughts often assume a narrative form, and even our
dreams are like incomplete and confusing stories. Human beings have a deep-
seated need to establish narrative patterns, something that is again connected
with the tendency we have to see life as a story—a temporally limited line of
development from beginning to end, from birth to death, in which we like to
ﬁnd each stage meaningful and to justify the choices we make.

. Letusillustrate the definition above by a couple of examples. First an agency
report printed in a newspaper:

WITH FATHER IN HIS SUITCASE

Security guards at Ben Gurion Airport in Israel recently stopped a 33-year-old
Indian who had a skeleton in his suitcase. “These are my father’s remain, said the
Indian. ‘T am keeping his bones with me until I can find a place to live. Then I shall
bury them, he said.

Is this a narrative? The answer to this question will depend on what we under-
stand by the term (which I shall use synonymously with ‘narrative text’).
Gerald Prince gives this example of a‘minimal story’: John was happy, then he
saw Peter, then, as a result, he was unhappy’ (Prince 1991: 53). Here we have only
one event, which marks a transition from the happy state John was in to the
unhappy state he is in now. Our example above also has a dominant event: the

- discovery of the skeleton in the Indian’s suitcase. On the other hand, no tran-

sition in the man’s state of mind is indicated, but must if necessary be read out
of the explanation he gives. What most clearly ‘pulls’ this report in the direc-
tion of a narrative is that in condensed form it exhibits a three-link progres-
sion of events: first the Indian is stopped by airport security, then the skeleton
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in the suitcase is discovered, and finally the Indian gives an explanation.
This explanation (i.e. the third link in the chain of events) is in itself virtually
anarrative. It not only sketches a journey, but furthermore relates the bonesin
the suitcase to a desire to end this journey. Brief as it is, the Indian’s explana-
tion thus highlights the temporal aspect of narrative. Yet since the central
point of this text is a situationally determined explanation, it is its narrative
potential that is most striking.

Since this newspaper report refers to an event that did in fact take place, the
report does not constitute literary ‘fiction’ as we normally understand the
term. However, although this book deals primarily with texts usually called
“fictional’ (i.e. literary fiction and screen fiction), many of the narrative terms,
techniques, and variations we discuss will be relevant for other text types as
well. Our inclusive definition of narrative refers by no means only to literary
fiction. Still, even though narrative theory has a relatively high transfer value
to other subject areas, our primary concern is ‘narrative fiction’ Here is an

example of such a text:

‘Ach’, sagte die Maus, ‘die Welt wird enger mit jedem Tag. Zuerst war sie so breit, dass
ich Angst hatte, ich lief weiter und war gliicklich, dass ich endlich rechts und links in
der Ferne Mauern sah, aber diese langen Mauern eilen so schnell aufeinander zu,
dass ich schon im letzten Zimmer bin, und dort im Winkel steht die Falle, in die ich
laufe’ ‘Du musst nur die Laufrichtung indern; sagte die Katze und frass sie. (Franz
Kafka, Scimtliche Erzihlungen, 368)

‘Alas’, said the mouse, ‘the world is growing smaller every day. At the beginning it
was 5o big that I was afraid, [ kept running and running, and I was glad when at last
I saw walls far away to the right and left, but these long walls are narrowing so
quickly that T am in the last chamber already, and there in the corner stands the trap
I am running into’ ‘You only need to change your direction, said the cat, and ate it

up. (My translation)

I shall be returning to this text in Part II, where I shall discuss it in connection
with Kafka’s novel The Trial. The reason for presenting it at this early stage is to
illustrate the definition of narrative given above. In addition to being narrative
this text is fictional: it presents in words fictitious events that follow one
another. .

‘Fiction’ comes from the Latin fingere (original meaning: ‘to make by shap-
ing’)—to invent, to think up, to make up (cf. Italian fingere, French feindre,
English feign, German fingieren). By verbal fiction we understand in this book
a literary narrative in prose that has been made up or invented. Fiction does
notaccurately describe events that have in fact (historically) taken place. In his
Apology for Poetry (1595), Sir Philip Sidney said of the poet that he ‘nothing
affirmes, therefore never lyeth. A modern version of this point of view is that
even if fictional utterances are meaningful, and conform to the rules of ordi-
nary, non-fictional discourse, they nevertheless do not present themselves
as ‘facts’ in the usual sense (and cannot therefore be falsified in the way that a
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historical account can). This does not at all imply that we cannot learn some-
thing important by reading and working with narrative fiction. The poet’s
task, as Aristotle believed, is to tell of such things as might happen; fiction can,
as Theodor Adorno has observed, serve as a form of subconscious writing of
history, and it can show us how man has experienced, and been formed by,
what has happened down through the ages.

Having said this, it needs to be added that the borderlines between
fiction and non-fiction can be blurred. Nor is “fiction’ understood in the
same way in all cultures. When we say that fiction does not represent facts, this
is partly on account of prevailing conventions in our cultural community,
that is to say that author and reader understand fiction in the same way and
mean roughly the same thing by the term. Salman Rushdie assumes the
knowledge of such conventions when he writes in his essay ‘Imaginary
Homelands’ that in Midnight’s Children the narrator, Saleem, uses the cinema
screen as a metaphor to discuss human perception (Rushdie 1992: 13). Both
‘narrator’ and ‘metaphor’ function, in the way Rushdie uses the terms here
and in the way we normally understand them in connection with novels, in
a fiction-constituting sense: we use these and other terms to show how fiction
is created and how it operates. The fact that our understanding of such
concepts is partly conventional (located in a social practice and influenced
by European culture and history) helps to explain the extreme reaction to
another of Rushdie’s novels, The Satanic Verses, in Islamic societies. In spite
of numerous aestheticizing and fiction-creating elements, The Satanic Verses
was considered blasphemous in these cultural communities, as readers
will know.

Having ventured these introductory comments on the concept of fiction,
let us return to the Kafka text. The two verbs that in this case constitute the
fictional events are ‘run’ and ‘eat’. Note that the order of these two verbs is
absolutely crucial to the meaning expressed by the text. A narrative develop-
ment takes place between the two events, and this development is created by
the verbal presentation. That the text is fictional is in this instance clearly
indicated through the narrative device of making a mouse talk. In Chapter 5
~ weshall comeback to the thematic effects of this device. What mustbe stressed
_ already at this point is the narrative-constituting aspect, the narrativity, in the

- way in which the events are presented here.

Brief as it is, Kafka’s text illustrates fundamental characteristics of narrative.
The text presents not only events that follow one another but also indicates
{albeit ever so briefly) that these events are situated in time and space and have
dramatic effects. In extremely concentrated form this text shows a combina-
tion of events. The way such combinations are carried out involves different
_ narrative devices and variations. Furthermore these point towards the inter-
play between three fundamental aspects of narrative fiction that we shall now
look at a little more closely.
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Narrative fiction: Discourse, story, and narration

This classification of narrative fiction was proposed by Gérard Genette in his
seminal essay ‘Discours du récit’ (1972; published in English as Narrative
Discoursein 1980). Genette’s starting-point is the term récit (narrative), which
in French has (at least) three meanings: a statement, the content of the state-
ment, and the action one performs when producing the statement. In his
argument Genette distinguishes between these three meanings of the word by
giving each of them its special term: discourse (récit), story (histoire), and nar-
ration (narration). The explanation of the three concepts that now follows is
provisional and will be refined as we go along.

1 Discourse is the spoken or written presentation of the events. Put in
simple terms discourse is what we read, the text to which we have direct
access. In discourse the order of events is not necessarily chronological,
people are presented through characterization, and the transmitted
content is filtered through narrative voices and perspectives.

2 Story refers to the narrated events and conflicts in narrative fiction,
abstracted from their disposition in the discourse and arranged chrono-
logically together with the fictional characters. Thus story approaches
what we usually understand by a summary of the action. Part II gives
several examples of such versions of stories; here is a suggested summary
of the action in Miguel de Cervantes’s Don Quixote (1605, 1615):

A wise man goes out of his senses as a result of reading chivalric romances and
travels out into the world as a knight errant to help those who need it and to pun-
ish those who deserve it. On account of his lack of any sense of reality he achieves
the opposite of what he wants: he harms innocent people and himself, sets the
guilty free, etc. Qutwitted by a friend he finally returns home for good, curses
chivalric romances, and dies.

This kind of summary of the action is a story, a paraphrase. Paraphrasing
the action is something we all do (more or less subconsciously) as we
work our way through a text—it is included in the structuring ac-
tivity that reading consists of. But a story is something other than an
interpretation, for which we must analyse the discourse in a completely
different way. (Note, however, that story. can also be used synonymously
with ‘narrative’.)

3 Narrationrefers to howa text is written and communicated. The process of
writing, of which narration is a trace, carries with it a number of narrative
devices and combinations, which all contribute to constituting discourse.
As Shlomith Rimmon-Kenan puts it: ‘In the empirical world, the author is
the agent responsible for the production of the narrative and for its com-
munication. The empirical process of communication, however, is less
relevant to the poetics of narrative fiction than its counterpart within the
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text’ (Rimmon-Kenan 1983: 3), a process in which the narrator has a key
function. Yet we shall see that there are important links between the author
of a text and the narrator init.

As Peter Larsen has pointed out, these three basic categories of Genette’s are
primarily connected with written discourse:

In oral cultures the story is produced and received in one and the same situation—
~it is immediately available to the listener as the narrator’s ‘speech’ (as ‘discourse’
in the original meaning of the word). But it is not this form of ‘discourse’ Genette
has in mind. Although he . .. consciously defines his basic categories in such a
manner that in principle they can cover all types of story...he deals in his
" own analytical practice exclusively with ‘literature’, with written stories, in other
“'words with statements which by virtue of the written word’s ‘preserving’ quality
circulate ‘freely) isolated from the original act of narrating. (Larsen 1989: 11; my
“r translation)

Larsen links this commentary to Genette, but it may also be related to the
points in Chapter 2 on ‘the epic proto-situation’ and the author as writer.
‘While Genette’s classification of narrative fiction has exerted a great influence
on recent narrative theory, he in his turn owes a debt to the pioneers of this
theory: the Russian formalists, who as early as around 1920 used the concep-
tual pair fabula/syuzhetin a way that pointed towards the distinction between
story and discourse. Fabula is a paraphrasing summary of the action, which
 the formalists relate to what Viktor Shklovsky calls the ‘material’ for narrative
construction (Erlich 1981: 240). Syuzhet on the other hand refers to the oral or
written design of the story, to the different procedures and devices in the text
that make it literary: Thus the formalists’ concept of syuzhet is linked to the
word ‘discourse’. Syuzhet is an element of form which extends over into the
text’s content side. In this way syuzhet is related to plot. Aristotle in the Poetics
explains plot as ‘the construction of the events’ (Aristotle 1995: 49,1450a). Cen-
tral to Aristotle’s understanding of plot is the notion of transformation ‘in a
probable or necessary sequence of events’ (1995: 57, 1451a); compare the rela-
tion of cause and effect in the ‘minimal story’ presented above. In narrative
fiction causality can either be implied or gain an explicit status. Rimmon-
Kenan rightly notes that ‘the very notion of causality is by no means unprob-
lematic’ (Rimmon-Kenan 1983: 17), and it needs to be stressed that causality
in narrative fiction is not directly comparable with causal relationships in the
empirical world. For example, elements of causality can be supplied by the
reader of a fictional text. Even so, aspects of causality are commonly associated
with the concept of plot. In Reading for the Plot (1984), Peter Brooks links this
concept directly to syuzhet (in the 1920s the formalists were unknown outside
“Russia). For Brooks, plot is ‘the dynamic shaping force of the narrative dis-
course’ (Brooks 1984: 13). The term thus refers not only to how a fictional nar-
“rative is presented—as linguistically formed discourse and through an act of

narrating (narration)—but also draws attention to the relationship between
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textual form and content and the reader’s vital role in the understanding of
narrative.

Narrative fiction as film

With reference to narrative texts in general I have so far outlined the major
characteristics of narrative fiction. In the case of literary fiction we usually
think of short stories, novels, and so on. Yet although my central focus is on
verbal fiction (i.e. written texts), each chapter will also devote some attention
to film, which can have an important narrative dimension. Now clearly the
narrative aspect is not equally clear in all films (nor, incidentally, in all prose
texts), but often the narrative aspect is absolutely crucial both for the way the
film functions and for its effect on the audience. )

This said, it must be emphasized that literary and screen texts are in many
ways very different. The cinema audience is, as the Russian formalist Boris
Eikhenbaum stressed as early as 1926,

placed in completely new conditions of perception, which are to an extent opposite
to those of the reading process. Whereas the reader moves from the printed word to
visualization of the subject, the viewer goes in the opposite direction: he moves
from the subject, from comparison of the moving frames to their comprehension,
to r;aming them; in short, to the construction of internal speech. (Eikhenbaum1973:
123

For Eikhenbaum and many later film theorists the transposing of literature to
film (often referred to as ‘adaptation’) involves neither the staging nor illustra-
tion of literature but a translation to film language. Although film language is
essentially different from language in literature, however, the most important

components of the definition we have given of a narrative—time, space, and -

causality—are central concepts in film theory as well. Narrative terms such as
plot, repetition, events, characters, and characterization are also important
in film—even though the form of presentation and the way in which these
concepts are actualized vary greatly in these two art forms.

The relationship between narrative prose literature and narrative film thus
confirms the point that those narratives which are part of the world around us
assume different forms and are expressed in many ways. By linking literature
to film this book will examine more closely this central characteristic of
narrative. The combination of the enormous appeal films have in themselves
and the development of the modern media society is causing film to become a
more and more important art form, which to an increasing extent influences
the way in which we read and understand literature. In this evolutionary
picture narrative theory helps us understand both what ties literature and film
together and how they differ.

If the focus of this book is on narrative fiction, the film sections deal pri-
marily with the narrative fiction film. And yet, as David Bordwell and Kristin
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Thompson put it, ‘not everything shown or implied by a fiction film need
be imaginary ... [and fiction films] often comment on the real world’
(Bordwell and Thompson 1997: 45). As in verbal narratives, the borderlines
between fictional and documentary films can be blurred, and narrative is cru-
cially important in many films which base themselves on actual events (for
example, Steven Spielberg’s Schindler’s List (1994) or James Cameron’s Titanic

(1998) ). ‘ :

Narrative theory and analysis

The theory on which this book is based can, as has already been shown, be
traced back to Russian formalism in the 1920s, and it has since become a truly
international phenomenon, inspiring extensive research in many countries.
That French theorists have been central to this- development is reflected by the
status of Genette’s Narrative Discourse as a major theoretical reference. This
standard work in narrative theory has been supplemented by theories and
concepts developed by other scholars. Narrative theory has been combined
with studies that also refer to film (such as Seymour Chatman’s Coming to
Terms (1990) ) and with film theory (such as David Bordwell’s Narration in
the Fiction Film (1985) and Edward Branigan’s Narrative Comprehension and
Film (1992) ). The present study is distinguished from these works by the
manner in which it relates the filmic aspect to narrative literature, and by the
weight it gives to narrative analysis.

This kind of critical emphasis implies that, although my approach is selec-
tive in that I refer to (and am indebted to) various theories of narrative, there
are also significant contributions I do not use because they investigate forms
of narrative not subjected to discussion here. An example of such a study is
Monika Fludernik’s Towards a ‘Natural’ Narratology (1996). In this important
study, Fludernik presents a new paradigm which is explicitly historical and
which does not restrict itself to canonical (and fictional) forms of narrative.
This is an important area of study, yet the kind of narrative theory we need in
order to explore narrative in this wider sense is not unproblematically applic-
able to the study of, for example, the modern novel. Thus, Fludernik’s study is
an illustrative example of the diversification of narrative theory on which I
commented in the Preface.

Why include analyses in an introductory book on narrative theory? First,
brief references to fictional texts are often too short to illustrate the critical
possibilities (and problems) of narrative theory. As James Phelan and Peter
J. Rabinowitz have observed, ‘If the untheorized interpretation is not worth
reading, the untested theoretical proclamation is not worth believing’ (Phelan
and Rabinowitz 1994: 9). Second, narrative theory is primarily understood
as a tool for analysis and interpretation—a necessary aid to a better
understanding of narrative texts through close reading. In order to exemplify



10 Introduction

the theoretical terms presented in Part I, I use prose texts that are central to

literary studies (such as Cervantes’s Don Quixote). To illustrate and test the

theory, Part IT analyses five texts that areall complex and critically challenging,
both narratively and thematically: the biblical parable of the sower in Mark 4,
Franz Kafka’s The Trial, James Joyce’s ‘The Dead), Joseph Conrad’s Heart of
Darkness, and Virginia Woolf’s To the Lighthouse. On the basis of these narra-
tive analyses Part IT also discusses adaptations of four of these texts: Orson
Welles’s The Trial, John Huston’s The Dead, Francis Ford Coppola’s Apocalypse
Now, and Colin Gregg’s To the Lighthouse.

A critical attempt of this kind requires respect for the literary textand awish
to bring the reader of the analysis back to the text. At the same time it is clear
that although a narrative commentary will be helpful in different interpreta-
tions, it is itself interpretative—among other things through the selective use
of critical terms and through the choice of textual extracts on which com-
ments are made. There is no ultimate interpretation of, for example, Kafka’s
The Trial, and 1 invite the reader of the analyses in Part II to supplement, refine,
and problematize the attempts at interpretation I make. In theoretical terms
Paul Armstrong formulates this problem as follows:

Every interpretive approach reveals something only by disguising something else,
which a competing method with different assumptions might disclose. Every
hermeneutic standpoint has its own dialectic of blindness and insight—a ratio of
disguise and disclosure which stems from its presuppositions. To accept a method
of interpretation is to enter into a wager—to gamble, namely; that the insights made
possible by its assumptions will offset the risks of blindness they entail. (Armstrong

1990:7)

A word on ways of using this book: the theoretical Part I is divided into
four chapters. In order that the different narrative theories and concepts can
be used to supplement and explain one another, it will be an advantage
to read these chapters chronologically. Although Part IT is an integral part of
the book, one need not read this part sequentially to derive benefit from it
in relation to Part I, because although the texts here have been chosen with
narrative variation in mind, the analyses are so designed that they can also be
read independently-of one another. ‘

Narrative Communication

That a text is narrative implies that it verbally relates a story. Another term f
this story-telling is narrative communication, which indicates a process «
transmission from the author as addresser to the reader as addressee. A usef;
point of departure to enable us to discuss and analyse such narrative commi
nication is what we call the narrative communication model. After the mod
has been presented, I shall comment on the different links it illustrates, wi
examples taken from narrative texts. I'shall also relate the model to differes
narrative variants, to the term ‘film narrator’, and to central narrative concep
such as distance, perspective, and voice. First, however, some comments
narrative communication in film.

Film communication

From the previous chapter we will recall that the central concepts in ]
definition we gave of a narrative—time, space, and causality—are also impo
tant in the narrative fiction film. It is implicit in the premisses of this book th
film should be considered as a variant of narrative communication: the ficti
film is narrative in the sense that it presents a story, but in contrast to litera
fiction it communicates filmically.
What then is film communication? We first note its strikingly visual quali
A film holds us firmly in the optical illusion that images displayed in rapid st
cession (usually shot and projected at a rate of twenty-four frames per secon
come to life. The intensely visualizing force of film is fundamental to the colc
sal breakthrough this art form has had in our century. If we then ask wt
film’s visualizing force involves, we immediately touch upon a muc
discussed topic in film theory. ‘The visual is essentially pornographic, clait
Fredric Jameson. Films ‘ask us to stare at the world as though it were a nak
body’ (Jameson 1992: 1, original emphasis). The visualizing aspect of film gi
itan oddly superficial nature. Film is formally light’ in a way Philip Kaufm
exploits thematically in his adaptation of Milan Kundera’s The Unbeara
Lightness of Being (1984); the fiction film shows us an illusory real world t
resembles to the point of confusion the world we know ourselves, a world ir
which we are free to peep for a couple of hours without participating.
- Much of film’s power to fascinate lies in the manner in which it combi
the dimensions of space and time. The spatial dimension of film links it clos
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itis striking how strongly the use of metaphor and personification in
net reminds us of part 2 of To the Lighthouse. This applies not least to:
metaphor which opens the sonnet, and which through simile is t
with personifications of time. Because, as Duncan-Jones shows, the
opening echoes Ovid’s Metamorphoses (15.181—4), there is a sense in
sonnet is intertextually related to reflections on time in, on the one
much earlier literary work by Ovid (43 Bc—aD 18), and, on the other
modernist novel and a film. In Woolf the waves are a central metaphor,
title of one of her later novels is The Waves (1931). In part 2 of To the Li
‘the winds and waves’ (p. 183) are powerful images of time, and they
sonified in a way that reminds us of the personification of time in the:
For the viewer, it is as if Mrs Ramsay, by reading this sonnet to the other
acters in the adaptation of To the Lighthouse, communicates Shak
poetic reflections on time by relating them to her own understand
time (and to that explored in the novel as aesthetic structure). For the re
the sonnet, as I have presented it in written form, this effect is reinf
The poem encourages a form of reflective response that the film’s p
of action complicates; furthermore, the poem’s character of comm
becomes clearer if one knows the whole film—and even clearer if one has
the novel. Yet although this difference in interpretative response says &
thing about how differently film and literature operate, the sonnet works
integral part of the film. In its concise form the sonnet expresses, as it is 3
sented in the adaptation of this novel, how productive and thought-pro
the relationship between the two media can be.
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