Grille de lecture
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1. Structure du récit (linéarité, pluralité des lignes narratives, cohérence) :

L’hypothèse défendue par Rose d’associer le texte à une influence surréaliste fait en sorte que l’on associe l’organisation disséminée du texte à un procédé typiquement surréaliste : « As he searches for traces of the lost girl, the author-narrator of Dora Bruder explores Paris as an archive in a way to argue is both paradigmatic of postmemory and highly evocative of, and in indebted to, surrealist epistemo-esthetic experimentation. A certain surrealist openness or disponibilité to chance, coincidence, and the irrational are integral to the techniques and experimental epistemology through which Modiano pursues his labor of recovery. The book carries on an implicit and explicit dialogue with key surrealist works, authors, concepts, and practices, even as Modiano’s historical distance from interwar surrealism and its central aspirations demarcates his own particular postmemorial predicament. » (p. 3)

Le choix de l’organisation pose problème : comment ordonner les événements et comment choisir tels ou tels en guise de début et de fin : « Postmemory shares with trauma a structural ambivalence about where it begins and ends, wich only compounds the likelihood of the concept’s becoming inflated. » (p. 5)

Les temps se chevauchent et se dédoublent : «  Voyage de noces (like many other Modiano narratives including Dora Bruder surimposes the Occupation years, the 1960s, and the narrator’s contemporary 1990s. » (p. 9) ou encore « Disparate periods of Modiano’s life, and even periods preceding Modiano’s life, become juxtaposed in a temporality that defies time’s arrow ». (p. 13)

Les temporalités oscillent, fidèles à la métaphore du flâneur : « Modiano’s postmemorial flâneur drifts between the present and earlier temporal strata. If he seems to take surrealism’s affirmation of the possibility of communication between inside and outside, self and other, he directs it to the service of recovery across a would-be absolute historical rupture. » (p. 14)

2. Techniques narratives (posture de narration, points de vue, discours intérieur) :
Problèmes liés à la posture narrative, problème plus éthiques que narratifs peut-être ou liés à la vraisemblance : « Outside a clinical or autobiographical context, however, the concept becomes problematic. Hirsh grants that people who are not children of Shoah survivors can speak  "from the position of postmemory" » (p. 4) ou encore « Moreover, widening the scope of the concept in this way raises multiple questions. When, how and to what degree can anyone choose to adopt the position of postmemory ? And how can one distinguish such a choice from the predicament of those who find themselves, in the term’s more restricted definition, "dominated by narratives that preceded their birth"? » (p. 5)

Le narrateur se confond par moments avec le personnage : «  Like the narrator of Dora Bruder, the narrator of Voyage finds himself walking in traces of Dora’s fictional double, Ingrid – but here the fictional Ingrid survives and meet the narrator on different occasions. » (p. 9) ou encore « The flea market serves as the mnemonic-topographical gateway throught which Modiano passes to begin his postmomemorial work of recovery. Through this quintessential surrealist site the narrator discovers his first personal association with Dora Bruder. » (p. 13)

3. Fonctionnalité narrative 
…

4. Économie narrative 

…

5. Transformations actorielles

…

