36 Ryan
Notes

I am indebted to David Herman and Liv Hausken for useful comments on a first
draft of this introduction.

1. Translation by Seymour Chatman, Story and Discourse, 20. The original reads:
“La structure [d’une histoire] est indépendante des techniques qui la prennent en
charge. Elle se laisse transporter de 'une 4 lautre sans rien perdre de ses propriéiés
essentielles: le sujet d’un conte peut servir d’argument pour un ballet, celui d’un
roman peut étre porté 4 la scéne ou 4 I'écran, on peut raconter un film a ceux qui
ne P'ont pas vu. Ce sont des mots qu'on lit, ce sont des images quon voit, ce sont
des gestes quon déchiffre, mais a travers eux, Cest une histoire qu'on suit, et ce
peut écre la méme histoire.”

2. An exception may be those sentences that deal exclusively with universals,
such as “All men are mortal.” :

3. This formal characterization is developed in A Grammar of Stories. In his
Dictionary of Narratology Prince proposes the following informal paraphrase: a
minimal story is “a narrative recounting only two states and event such that (1)
one state precedes the event in time and the event precedes the other state in time
(and causes it); (2) the second state constitutes the inverse (or the modification,
including the ‘zero’ modification) of the first.” Prince’s example is “John was happy,
then he saw Peter, then as a result he was unhappy” (53). Prince also recognizes a
minimal narrative: “A narrative representing only a single event: ‘She opened the
door’” (s52). In a cognitivist framework, however, the difference between mini-
mal narrative and minimal story tends to disappear, since the interpreter of “She
opened the door” will rationalize the statement as a state (door closed)—event—~end
of state (door open) sequence. In Prince’s model more complex narratives can be
generated by combining minimal structures through embedding or concatenation.

4. As David Herman reminds me, comic strips and the cinema have developed
some visual means to signal the lack of reality of an episode: in a comic strip, 2
different color frame may, for instance, indicate that the content of the picture is
to be taken as merely imagined by a character; in a movie a gradual loss of focus
or a trembling of the picture may lead us into an alternative possible wozld. But,
if these devices are visual, they are not, strictly speaking, pictorial: they create an
arbitrary code, similar in that respect to language, rather than expressing the lack
of reality in an iconic manner.

5. For an overview of this research, see Ellen Esrock, The Reader’s Eye, chaps. 4—s.

6. Ellen Esrock captures the dilemma in the following terms: “One can look
at Monet’s painting of a water lily, a visual stimulus, and process the experience
either by creating a visual image of the lily, thereby using a visual code, or by
assigning certain wordlike attributes to the image, such as ‘oval shape, blurred
edges, blue-green,” which is to use the verbal code. Similarly, these two codes can
be deployed with verbal material. One can process the phrase ‘a host of golden
daffodils’ by forming a mental image of flickering fields of light, or by forming
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me kind of verbal-abstract representation of word meanings pertaining to a field

yellow flowers” (96). In the case of verbal coding I would like to add: one

an remember the exact words together with the meanings or store only what

Esrock calls “verbal-abstract representations of word meanings.” These are what I

I“propositions.”

7. Bordwell also suggests that there are mimetic theories of the novel and

diegetic theories of cinema (3). The common advice to novelists “show, don’t tell”

betrays a preference for the mimetic mode, while the attempt to locate a narrator

any type of movie constitutes a diegetic approach.

8. As postulated by authors such as Metz and Chatman.

9: An example of a narrative that attributes agency to inanimate objects is this
ription of his field by the mathematician Keith Devlin: “Mathemaricians deal

mith a collection of objects—numbers, triangles, groups, fields—and ask questions

<, “What is the relationship between objects x and y? If x does thus to y, what
¥ do back to x?” It’s got plot, it’s got characters, it’s got relationships . . . a bit

everything you can find in a soap opera.” Quoted in Denver Post, January 9,

1, 2A.

o. This idea of architecture as a “narrative art” is developed by Celia Pearce,

1. Webster’s Ninth New Collegiate Dictionary (Springfield ma: Merriam-Webster,
1}

12. These rules have been relaxed in the twentieth century.

13. The first number refers to the section in Aristotle’s Poetics in which the
it appears, the second to the page number of the translation from which I am
ting.

14 Medium is obviously a term introduced by the translator, since the root of
the word is Latin and not Greek. Other translators (for example, . Bywater in the
xford edition) use manner. The Greek text, “he gar ton en heterois mimeisthai
o hetera e to heteros,” tacks different endings on the word Aetera (other) to
ggest the three kinds of differences. A literal translation would read: “for [they
er] in imitating 77 different things (= medium) or different things = object) or
different ways (= mode).” The use of medium to translate “in different things”
consistent with a conception of medium as material support. (I am indebted to
yathia Freeland for these clarifications.)

15. L use “Laocodn” to refer to Lessing’s essay, Laocoiin to refer to the statue, and
weodn to refer to the Greek character.

16. Since McLuhan equates visuality with linear scanning of alphabetic char-
acters, he is not bothered with placing media such as painting, cinema, or TV in
the nonvisual category: “This is a major hang-up in all the confusion between Tv
1d movie form, for example. Tv is ‘non visual’ as Joyce understood from careful
nalysis” (letter to Donald Theall, qtd. in Theall 219).

17. The number in parentheses refers to a paragraph in Peirce’s text, in confor-
mity with the standard way to quote Peirce.
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18. Cases 5, 6, 8, and 9 are the objects of a type of investigation currently
practiced under the name intermedializy. Werner Wolf provides a detailed typology
of all the phenomena that fall under the scope of this concept. Wolf’s concept
of intermediality also cover a phenomenon that does not easily fit within Bolter
and Grusin’s theory of remediation: the presence of multiple semiotic and sensory
channels in an artistic form.
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1. Face-to-Face Narration

Face-to-face narration: the phrase is almost, but not entirely, synonymous
with oral storytelling. With the invention of the telephone, radio, and
television, modern technology has dissociated orality from co-presence.
Most of Walter Ong’s channels of secondary orality lack the live interaction
between the narrator and the audience that we find in the primary type.
he label “oral narrative” is therefore insufficient to capture two essential
properties of face-to-face narration. The first of these properties is interac-
ity It is current these days to extol the interactive narrativity of digital
‘media, but no amount of hyperlinking can match the oral narrator’s free-
'dom to adapt his tale to the particular needs of the audience. In a conver-
sational context the text is not delivered ready-made to the recipient but is
dynamically and dialogically constructed in the real time of the storytelling
event, as the narrator responds to diverse types of input: questions from
the audience, interruptions, requests for explanations, laughter, supportive
vocalizations, and facial expressions. The same fluidity characterizes the re-
lation between the narrator and the audience. Since face-to-face interaction
constantly renegotiates the role of the participants, every listener is, at least
in principle, a potential storyteller. The second distinctive property is the
multi-channel dimension of what McLuhan called in 7he Global Village
(1989) (somewhat reductively) “acoustic space”: face-to-face storytelling is
more than a purely mental experience of language based on syntax and
semantics; it is also a corporeal performance in which meaning is created
through gestures, facial expressions, and intonation. The telephone may
share the interactivity of face-to-face storytelling, and television may em-
ulate the diversity of its channels, but only face-to-face narration presents
both properties.
~Early narratology—the body of work associated with the names of
enette, Todorov, Barthes, Greimas, Lévi-Strauss, and Propp—was too
focused on the idea of narrative as a synchronic structure to pay much
attention to the dynamics of its emergence from a conversational context.
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