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The main topic is the Japanese novel, as a practice of literature. But the study can be extended both on other literary forms and on other spaces, different from that of the "European canon".

We believe that such a theme is appropriate in the context of the expansion of the literary critical vision on other geographical areas, as well as in that of communication between different cultures. Of course, the theme of the stranger is not new in literary criticism, but we will try a more flexible approach to the matter.

We also find a justification for the chosen theme from the need for communication between the different fields of literary research, mainly the aesthetics of reception, narratology, comparatism and the sciences of the imaginary. They could give a clearer view of the subject matter. The opportunity is also at the level of a new structuring of the Japanese novel, a more practical structuring, in the sense of the possibility of indexing the matter according to more precise criteria.

Universal literature is of course a functional concept, covering a vast area of literary phenomena that it tries to equate in a common paradigm, that of universality. Universality means a unique point of view, the one called common. This unique point of view is not an average between the literatures from the different literary spaces that make up the universality, the average of the various points of view, but the Western canon, as an aesthetic perspective that draws the direct lines of the way in which all literary works are read. The reading will then focus on the opposition between the Western canon and the non-canon that tends towards it. This opposition becomes functional through relations of difference and similarity.

It is a commonplace that any literature maintains with the other relations of mutual influence, which implies the possibility of comparisons between them and of deciphering the links in a diachronic axis.

"It is important to treat literature as a whole, studying the development and evolution of literature without regard to linguistic differences. The great argument in favor of 'comparative' or 'general' literature, or simply in favor of 'literature', is the patently erroneous nature of the idea that there can be a national literature closed in on itself ​[1].

"Comparative literature has the immense merit of combating the false isolation of modern literary histories: the premise from which it starts, namely that of the existence of a coherent literary tradition, constituting an extremely complex network of relationships, is obviously correct ​[2]".

It cannot be denied, in this context, that the modern Japanese novel also has its roots in the influence exerted by the modern Western novel. However, the idea of the present study is that the modern Japanese novel has appropriated modern forms of the Western Romanian discourse through an act greater than the passivity of influence, which is translation , a concept that will be defined and nuanced later ​[3].

In the process of translation, of transposing discursive modalities specific to a certain cultural space into another, adapting them to the latter, the idea of universal literature is involved, seen as a system to which specific literatures are related, as well as the delimitations between these literatures or literary spaces. In this sense, it is appropriate to present the concept of comparative literature and how it can work in the practical case of Japanese literature.

In the study General and comparative literature , Daniel-Henri Pageaux quotes the definition of comparative literature formulated in the manual La littérature comparée by Claude Pichois and André-Michel Rousseau: "Comparative literature is the methodical art of approaching, by researching the relations of analogy, kinship and influence , literature from other areas of expression or knowledge, facts and literary texts from each other, distanced or not in time and space, provided that they belong to different languages or cultures, and are integrated into a common tradition, in order to their description, understanding and just appreciation ​[4]".

The definition is commented by Daniel-Henri Pageaux in the sense that "The work of general thought found its perfect expression in the formula 'X and Y', it summing up all the activities and researches of the comparatists. The two letters can symbolize, "at your choice": a continent, a civilization, a notion, the complete work of an author, the author himself (the most frequent case), a single text, a fragment, a word. In turn, "and" "copulative" can be metamorphosed into multiple expressions and formulas: "judged by, seen by, influenced by (or influence on), orientation, establishment, travel, reading, dreaming, translated by, played by, imitated by, read by"... To which can be added: before, at, face to face, received by... ​[5]".

What interests us from this definition is the possibility, which is the basis of the comparative act, that any national literature maintains certain textually decipherable relationships with others, regardless of the language of origin, that is, its existence above a certain literature.

Of course, these relationships are fragile and not demonstrable with great certainty: "it is certain that, moving to criticism, in its deductive phase, comparatism operates with less homogeneous observations, using a plurality of methods and strategies. His mission remains the development of an "interlanguage" that can be defined as a descriptive approach. A first requirement and a first limitation. Moreover, the fact compared and the result of the comparison are not obvious: they (re)emerge from the space of analogies, equivalences, affinities, in short, from what is relative and does not belong to the demonstrable. When a comparison reaches the relative, although it is carefully developed, what else can we say about those comparisons that end in juxtapositions or are limited to recognizing the specificity of each "compared" element (the French text "remains" French, and the German retains its , integral, originality). Whenever the establishment of a relationship leads to the consolidation of dichotomies, of irreducible singularities, comparative literature has missed its purpose: it has not created anything new starting from the operated regrouping, it has not built anything either "between" the chosen texts or "above" their ​[6]".

Given these considerations, it is difficult to establish a definite parentage or influence between two texts, let alone between two literatures. Our paper proposes, instead of the research of common themes, the research of the rhetoric of the Romanian discourse in the case of the considered literatures. Moreover, it presupposes a "will" on the part of Japanese literature to appropriate its own forms of modern European sensibility, so that comparatism is, in a sense, inherent in and initiated by the texts. Despite the existence of external sources (theories of Japanese literati who mention European sources of inspiration, translations from European literature), the actions of taking over ways of expressing modern sensibility remain difficult to demonstrate.

However, as Adrian Marino notes, "What is objectionable, in our opinion, is not so much the limitation of the study to the famous "influences", "exchanges", "relations", "connections", etc., whose reality is not it is denied by no one but the purely historicist approach of this type of research. In fact, she limits comparatism to "the history of international literary relations." A very legitimate field, after all, but which reduces comparative literature to a simple and subordinate branch of literary history ​[7]."

René Wellek proposes the value criterion, the only one able to develop a coherent comparison space: "In my view, these linguistic elements form, so to speak, the two lower layers: the sound layer and the layer of semantic units. But from them arises a "world" of situations, characters and events that cannot be identified with any isolated linguistic element, much less with any element of external ornamental form. The only correct attitude seems to me to be the adoption of an overall vision, the literary work being considered a diversified totality, a structure of signs which, however, implies and claims meanings and values ​[8]".

The Japanese novel will be approached from the perspective of the relations it maintains with the European reception center. Mainly, the European reception center will be delimited, with its specificity, which will become functional during the work. This reception center determines the way of reading the Japanese novel. Here, two aspects will be taken into account: of the reading performed by the reader accustomed to European demands and of the Japanese novelists who bear the European influence. Therefore, both the production method of the Japanese novel and its encounter with the specific European "waiting horizon" will be taken into account.

Our paper approaches the modern Japanese novel from the perspective of the narrative strategies used. That is why, in Chapter II, we believe a brief presentation of the concepts we will use is necessary. First of all, we see the modern Japanese novel as an act of reading the Western novel, adapted to the specific Japanese sensibility, so that sometimes we would not even recognize the sources.

As a corollary, the problematic of narrative strategies is that of comparative and universal literature, understood as an essential communication between the various cultural spaces, but also the potentiality of mediation between the apparently opposite mentalities of the West and the East. Hence a look at the concepts of reading and translation, secondly.

From here, thirdly, the discussion on the European aesthetic center and the literary canon appears inevitable, despite the limiting nuance involved in the name used.

Fourth, we will address the understanding of the terms in the title, modern novel, and narrative strategies, respectively. After a definition of narrative strategies, both from Iser's point of view and from the rhetoric of fiction, as enunciated by Wayne C. Booth, we will present the most common such strategies: those that belong strictly to narratology such as narrative perspective and narrative voice, but also other strategies that build fictional reality , taken from compara-tism or the sciences of the imaginary.

Chapter III will be devoted to the practice of the concepts presented on the modern Japanese novel. This part will be divided, in turn, into three chapters, each representing a stage in the evolution of the modern Japanese novel.

The sub-chapters that make up these chapters will be analyzes of writers or literary currents, which aim to highlight precisely a continuity of Japanese literary sensibility from the perspective of communication with the reading public.
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II. MODERN NARRATIVE STRATEGIES
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1. European aesthetic center
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In relation to literary universality, Adrian Marino speaks of "a double opening, followed by a double recognition, leading to an essential conclusion: the identity of the literature of the East and West through a mutual discovery of the 'East' and the 'West' ​[9]" .

At the same time, "we can therefore reflect, draw conclusions regarding literary theory along - or in the margin - the history of universal literature. If conclusions could be drawn in the "cultural" order, as was done most often, why could not the same be done in the "aesthetic" order? So, neither "Sinocentrism" nor "Eurocentrism", but simply an integral, global, ideal of course, but theoretically valid "universality ​[10]".

This theory is based, beyond the intercultural dialogue, on the notion of " literary invariants proper, which cover the set of "textual" elements from around the world and in the broadest sense of the term: the totality of oral and written works having an intentional "artistic" purpose or assigned. Literary invariants highlight the common literary background, the great structural unity of literature. They illustrate the profound play of analogies and synchronisms, of simultaneities, coincidences, parallels and literary similitudes, approaching integral identity ​[11].

It is not the intention of our paper to discuss the validity of this thesis, nor to open the way to a polemic between the universal and the specific. From this vague concept of universal literature (conceived somehow as an adjustment of the specificity of each individual literature to such an extent as to arrive at a common denominator), we retain the idea of a cultural polarization, between the West and the East.

As long as we consider traditional literature, it would be possible to research the cultural identity specific to each cultural space, but which would contain the invariants that would give it a universal function.

What is happening in modern literature though? In the specific case of Japanese literature, in order to make the transition to the new literary sensibility, which came to replace the traditional one, Japanese writers read modern European novels and will try to apply what they learned from this reading to their own literature, keeping the reading habits of their audience.

Examples are numerous: Tsubouchi Shōyō in The Essence of the Novel does nothing more than shape "the literary taste in his country, trying to create a Japanese literature capable of bearing comparison with that produced in England and other parts of Europe ​[12]". Did the Japanese naturalist writers 'who read Zola in translation not understand him? Of course not. They did not discover naturalism in Zola, but what unites them with other Western writers of the 19th century, such as Tolstoy, Dostoevsky and others. [...] In short, they did not misunderstand the novel of the 19th century Europe, but used it as a source for the elements they needed ​[13]". About Mori Ōgai, Shūichi Katō states that "In order to deal with the Westerners, ordinary 'Westernization' was not enough, but it was also necessary to surpass the opponents in terms of understanding and analyzing traditional Japanese culture, which amounted to a real "rediscovery" of Japan. It was this stimulus that led him to begin the process of rediscovering Japanese culture ​[14]."

This amounts to an adoption of the European point of view on the novel. Regardless of whether or not it is a valorization of the European model (although usually value judgments cannot be separated from the act of reading), it is certain that Japanese writers took European aesthetics as a point of reference in conceiving the modern Japanese novel.

This implies the existence of a Western canon , of which Harold Bloom writes "The canon, understood as the relationship between the reader as an individual and the writer with what has been preserved of all that has been written, and not as a list of required books in school, could only be identified with the art of memory in its literary form (...). Memory is always an art, even when it works involuntarily ​[15]." "A poem, a play, or a novel is necessarily constrained to arise through earlier works, however eager it may be to deal directly with social problems. Contingency governs literature, like any other cognitive activity, and the contingency created by the Western literary canon manifests itself primarily as an anxiety of influence, which shapes and deforms every new writing that aspires to immortality ​[16].

Harold Bloom refers here to a continuity of the Western literary tradition, where a few writers have the power to influence the collective memory. So, a corpus of writers and works that influence the way of thinking about literature. We will take from this concept the meaning of establishing a certain perception about literature, due to which, through reading, Japanese literature approaches the Western one. This reading is active and polemical, in the sense of openness to dialogue between the two cultures. The Western canon (as far as the modern novel is concerned) will serve as a possibility to give a more appropriate form to the new literary sensibility, without ignoring the Japanese background.

The Western canon is not an indefinite mass of books. It will be composed of Western novels that have become influential in the Japanese literary space. Especially novels from English, German, Russian and French literature. Most of the Japanese writers (we are talking here especially of those considered the founders of the modern Japanese novel, such as Shōyō Tsubouchi, Tōson Shimazaki, Sōseki Natsume, among others) have access to English culture, however French naturalism and French existentialism are also particularly influential towards example. Of course, other European literature also contributes to the development of the modern Japanese novel (Spanish, Italian, etc.), but it is a peripheral contribution, which does not bring anything essential to the new vision of the novel.

This conception would refer to the image of a European center of influence ​[17], to Eurocentrism and to principles of dominance within the aesthetic field : "the history of the field is, in fact, the history of the struggle to acquire the monopoly over the imposition of legitimate categories of perception and appreciation; it is the struggle as such that makes the history of the field ​[18]." However totalitarian and undemocratic this conception may be, it still seems that the modern Japanese novel aims to be European before it is Oriental. Thus, gradually, it will remove epithets such as exotic , strange , etc., which had been attributed to it in the course of the oriental tradition.
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2. Reading and translation
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In the conception of the present work, the modern Japanese novel is seen as starting from the modern European novel, not through an imitation of the model, but through an adjustment of it to integrate the new cultures. For this operation, we think the term translation is appropriate , following which we will describe its meaning.

The meaning used in our work starts, of course, from the current understanding of the term, of transposing a text from one system of signs to another: "the reading of a foreign text will produce another second one, the double of the first one. An amount of reading will turn into writing; a captive writing of apparently opposite imperatives: on the one hand respecting the original text, the source text, on the other, the need to produce another text, the target text, a text created rather than recreated ​[19].

Translation is based on communication: "Any model of communication is, at the same time, a model of translation, of vertical transfer of meanings. No two historical eras, no two social classes, no two localities use words and syntax to convey identical signals of evaluation and conclusion. As no two human beings are alike. Each person resorts, deliberately or due to direct skills, to two sources of linguistic supply: the current language, corresponding to his level of training, and a personal language vocabulary. The latter is an indissoluble part of the subconscious, of its memories - as much as they can be expressed in words, and of the unique, specific ensemble of its somatic and psychological identity. Part of the answer to the possibility of a "personal language" is that the aspects of each linguistic act are unique and individual ​[20].

For George Steiner, translation is related to the linguistic aspect of communication. "Translation is totally involved in the most rudimentary form of communication. It becomes explicit in the existence and mutual contact of the thousands of languages spoken on earth. The domain of language covers the space between the utterance and the interpretation of meaning through verbal sign systems on the one hand and the extreme multiplicity and diversity of human languages on the other ​[21].

Without denying the importance of linguistic systems in this process, we will still prefer only one aspect of the meaning of the notion of translation , the one that refers to interpretation, to the translation from one system of signs to another, in this case the system of signs being represented by the specific a culture.

"To translate ( tra-ducere ) means to make a text pass from one culture to another, from one literary system to another; that is, to introduce a text into another context ​[22]".

We therefore do not have in mind the translations made from European texts into Japanese, but the adoption of certain conceptions of the novel specific to the European-Pean literary space against the background of Japanese sensibility, proposing as a medium the study of narrative strategies.

Here, translation shares its scope of content with interpretation . We give the interpretation definition given by Luigi Pareyson, as it comes closer to confusing the two terms:

"If I had to give a definition of interpretation, I could not find a better one than this: interpretation is that form of knowledge in which, on the one hand, receptivity and activity are inseparable, and on the other, the known it is a form and the knower a person. Undoubtedly, interpretation is knowledge, indeed knowledge exists for man only as interpretation (...), because to interpret means to surprise, to search, to understand, to penetrate. However, the notion of interpretation results from the application to knowledge of two fundamental principles for a philosophy of man; first of all, the principle by which all human acting is always, and at the same time, receptivity and activity, and secondly, the principle by which all acting is always personal. Considering knowledge in the light of these two principles we have, exactly, the interpretation ​[23]".

The first step in the interpretation process is reading , as "interaction, essential for each individual work, between its structure and the recipient ​[24]".

"The translation of the literary work created an 'other' text. Her reading (first reception) through/in the target culture becomes, in relation to the text from the source culture, a heterospatial (change of cultural space) and heterotemporal reading (a new time of reading, new conditions of reception and of interpretation). The reading is carried out according to the new centers of interest, following other reference systems (modifications of the reading grid that reflect on the textual aesthetics and on the imaginary promoted by the text). The reception of a foreign work (in translation) cannot be dissociated from the examination of the representations and images that the target culture (the one in which it is translated, read and interpreted) has of the source culture (analyzed, translated, received) . Characteristic of the reception of foreign works is the fact that critical discourses, up to a certain point, remain partial representations (images, judgments) about the culture of the other ​[25]".

We already see how the perspective of interpretation or translation begins to take shape in the act of reading. I have provided the quote from Pageaux to understand that in the act of reading a grid of interpretation begins to form that is not alien to the cultural image of the East-West opposition. Thus, at the moment when translations from Western literature become popular, a horizon of expectation is already created (the concept put into circulation by Jauss) that will accept the respective works as foreign to the Japanese cultural background, yet having the possibility to add a new perspective. For example, in Literary Criticism , where he asserts the need for the Japanese to have their own criteria for evaluating foreign literature, Sōseki Natsume reviews eighteenth-century English literature and insists on Swift, "with whom he shares a pro- bottom and a caustic satire" ​[26].

Using the concept of horizon of expectation , we could broaden its meaning not only to a historical perspective of Jauss, but also to a geographical one. "The data that the past still provides on the historical variability of the types of sensitive perception can most often be identified also through the aesthetic experience. The later contemplator, who realizes during the process of comprehensive appropriation of the text the type of perception required by the aesthetic object itself, must resort to the extent that, through the universe represented here, a perspective of alterity, to a non-familiar mode of experience. The own and the im-proper way of looking communicate with each other through aisthesis: the own look, which allows itself to be guided by the text in the will of aesthetic perception, is revealed through the Other's look to the horizon of experience of a world seen differently ​[27]".

It is not difficult to replace, in this context, the historical alterity with the geographical-cultural one. The concept is usable in our work to the extent that the Japanese public forms an expectation horizon comparable, in some aspects, to that of the Western public.

From this reading, which is fused to a point with the interpretation process, the act of translation is born , seen as an implementation of the reading grid operated according to the already existing cultural background. In this sense, in the modern Japanese novel it is not about a West-East cultural conflict, but a harmonious fusion of the two paradigms.

Thus, “a sum of reading will turn into writing; a captive writing of apparently opposite imperatives: on the one hand respecting the original text, the source text, on the other, the need to produce another text, the target text, a text created rather than recreated ​[28].

In our work, the modern Japanese novel will translate the narrative strategies specific to the modern European novel to meet the new expectation horizon of the Japanese public.
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3. Modern novel
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The reading of the Western canon in the present study touches only one aspect: the modern novel. In this sense, some clarifications are necessary.

In principle, the concept of modern ​[29]is based on the opposition to classic, old, traditional . "The immediate and most widespread acceptance of the notion of modern derives from its chronological essence: everything that belongs to the sphere of actuality , the immediate recent, the present is called modern . By extension, that which dates from recently, or from the very recent past, that originates from or is specific to the recent era, the last time . All these approximate meanings acquire their full clarity only through the opposition with the idea of ancient, classic, obsolete, outdated, obsolete , inappropriate to the current state, ​[30]etc.

Likewise: "Notions are not dissociable, nor hierarchical. The concept of "classic" can only be thought in opposition to that of "modern" and vice versa. Plans intertwine, complement, associate, and dissociate as necessary, gradually, in part, to rebuild on a higher floor. Classical and modern notions and realities at the same time exclude and cooperate ​[31]".

" Modernus does not denote what is new, but what is present, current, contemporary with the speaker. The modern is thus distinguished from the ancient times, that is, from the revolutionary past of Greek and Roman culture. Moderni contra antiqui form the initial opposition, that of the present against the past ​[32].

So, the classic-modern dualism underpins a constant of literary thought. "Located in time and space, the ideas of classic and modern define two constants of European consciousness, with a tendency to self-matize and transform into clichés ​[33]." However , this acceptance of the term modern does not help us much in the elaboration of the present thesis, because the limits of the considered literary field lose their consistency. Our work needs a historical grounding of the concept of modern . We consider here several components of understanding this concept, whereby literature from the Meiji era onwards can be seen in opposition to Japanese literature before it.

According to Adrian Marino, "The great modern literary revolution will occur only in the phase in which poets begin to define themselves, to justify themselves, to question themselves about their art, to offer hypotheses, solutions, theories and definitions ​[34]". So self-awareness over creation. It is no coincidence that the work considered as a landmark for the beginnings of the modern Japanese novel is Shōyō Tsubouchi's The Essence of the Novel , where the Japanese theorist creates the theoretical framework of a new Japanese novel, based on how he understands the modern Western novel ​[35], through the modern critical spirit and polemic at the address of the old ones .

By freeing the literary field from elements foreign to it, such as ethical and religious norms, i.e. the autonomy of literature, one reaches the will of originality, uniqueness. "The fundamental impulse lies in the absolute conviction of the possibility of creation (invention, discovery, etc.), essentially and structurally differentiated from all "old" creations. Without the consciousness of creative originality, even illusory, there is no modern literary consciousness (...) the core of modern orientation in literary creation is this: the affirmation of a new aesthetic impulse, of the liberation of the creative instinct from any inhibitions, complexes and oppressive or conservative prejudices ​[36]" .

In this context, we can also talk about changing the name of the term that covered the main genre of prose expression. Until the end of the Edo period, the main form of prose had been monogatari (which covered literary genres that in Europe are called short story, story, saying, etc.). "In monologues , the author does not seek to emphasize and highlight his own personality; he only wants to be the interpreter of a collective tradition ​[37]". In the Meiji era, the name would change to shōsetsu , derived from the Chinese term siao chouo (from to speak ), which "is defined more as a poem (haiku) than what we mean by a novel ​[38]".

First of all, this means, in formal terms, the search for the most varied way of expression. With writers like Riichi Yokomitsu or Kōbō Abe, located in full modernism, the formal search is obvious. But since the beginning of the modern Japanese novel, Sōseki Natsume tries to conceive each novel as different from the previous ones, in Me, motan perceiving a different atmosphere from novels like Botchan or Călatoria for example ​[39]. But "the liberation of the creative instinct from any inhibitions, complexes and oppressive or conservative prejudices" also means a focus of the theme on the problems of the ego ​[40], sometimes reaching the exaggerations on this theme in the novel of the ego ​[41], where writers tend to identify the creative ego with the social one and, therefore, to present their privacy in the smallest detail, according, of course, to the social norms of their time.

At the same time, the modern novel also includes in its meaning a thematic renewal (in fact, there are no longer limits on themes, any of which is important enough to constitute the subject of a novel). "The new taste is associated with a new literary universe . Thanks to the moderns, the literary sphere is considerably enlarged, not only through the liberalization of taste and aesthetic norms, but also of literary themes and procedures ​[42]. Tōson Shimazaki in The Broken Covenant proposes a social theme, previously non-existent in Japanese literature ​[43], and Tanizaki prefers the universe of sexuality ​[44]. Katai Tayama's novel, Cuvertura , even causes a small scandal in the era due to the final image ​[45]. In general, the subjects of the new literature have the vocation of the everyday.

The rupture is not total, the modernization phenomenon "The most current and widespread modernization [...] is that of the discovery of precursors (ideas, authors, works), recovery action often reduced to simple affinities and sometimes very approximate similarities, but with all the more meaningful ​[46]".

In terms of meaning, "the literary work of the classical tradition aspires to only one possible interpretation. It proposes a unique meaning, clear at least in intention. The dogmatic character of old criticism also results from the fact that it did not admit controversy except under the constraint of polemic. The "truth" of the literary work is and remains one, to be identified and defined as such. On the contrary, the modern literary work (followed by appropriate aesthetics and criticism) claims all or none of its meanings . She would like to express nothing at all. His vocation will be polysemy in one case, asymbolia in another ​[47]".

These theories about the modern would seem, at first sight, too general and as such too little defining for the modern novel. However, according to some theories, the Roman and the modern could be equated. In this sense, a fragment from the novel of the beginnings and the beginnings of the novel , by Marthe Robert, is edifying:

"The success is obviously due to the exorbitant privileges that literature and reality have offered him, both with equal generosity. Of literature, the novel simply does as it pleases: nothing prevents it from exploiting, in the proper sense, description, narrative, drama, essay, commentary, monologue, discourse: or be, as it pleases, alternately or simultaneously, fable, history, apologist, idyll, chronicle, tale, epic; no prescription, no prohibition limits him in the choice of a subject, a setting, a time, a space, nothing obliges him absolutely to observe the only prohibition to which he generally submits, that which- it determines the prosaic vocation; he may, if he thinks necessary, contain poems, or simply be "poetic." As for the real world, with which it maintains closer ties than any other form of art, it can just as well paint it faithfully, deform it, preserve or distort its proportions and colors, judge it; he can also speak on her behalf and claim to be life-changing just by conjuring her up within his fictional world. If it holds, he is free to feel responsible for his judgment or description, but in fact he is not obliged to do so because neither literature nor life demand an account of the way he exploits their goods.

Thus, unlike the traditional genre, so normative that it is not only subject to prescriptions and prohibitions, but is actually made of them, the novel has no rules and stops, it is open to all possibilities, and, to some extent, indefinite in all meanings. This is obviously the main reason for its continued expansion and its success in modern societies, which it resembles at least in inventiveness, recklessness, vitality ​[48].

Albérès also sees the novel as a protean genre:

"In the novel, the modern Westerner will find everything: everything he has invented and everything that transcends him, in other words he will find his own destiny. The novel offers each family of spirits the favorite food: for the positive spirits – social studies, fueled today by the interest aroused by developing countries; sensitive souls – the cruel and delicate game of psychological analysis, renewed in the 20th century by immersion in the abyssal depths; even to polemicists - the opportunity of a current employment; to the man who has the instinct of his own destiny – a perpetual inquiry into the human condition or the inhumanity of the world; and also, to all alike, the infantile delights of the pathetic story, of the adventure and the fairy tale. Confessor, political commissar, governess, journalist of current affairs, magician and esotericist, the novel plays any role in a universal art that tends to replace all literary arts and that can constitute a generalized form of culture these days ​[49].
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4. Narrative strategies
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The concept of narrative strategies covers those ways in which a work becomes receptive, implying in this sense an interaction, a dialogue between the author and the lecturer.

To understand the meaning of the concept, it is necessary to refer to the school of Konstanz and especially to Wolfgang Iser's theory of text strategies.

"The repertoire of the text designates the selected material by which the text is related to the systems of its historical world, systems of social and literary life. Norms encapsulated in the text and literary allusions arrange the horizon of the text, horizon through which what is given is a complex of references of the chosen repertoire elements from which the system of equivalences of the text must be made up. In order to realize this virtual system of equivalences of the text, an organization of the repertoire is needed, which the textual strategies will achieve. Their tasks have different orientations. They must foreshadow relations between the elements of the repertoire, which means that they will specifically outline possibilities of combination, necessary for the production of equivalences between the elements. However, they must also establish relations between the complex of references organized by them and the reader of the text, who is to realize the system of equivalences of the text. Strategies, therefore, organize the assembly of the subject , as well as the conditions of its communication. Therefore, they cannot be circumscribed either to the representation or to the effect of a text. They precede this conceptual disjunction of aesthetics, intervening before the terms of the disjunction are relevant. Because in the textual strategies the immanent structure of the text (the organization of its repertoire) and the initiation of acts of comprehension on the part of the reader overlap ​[50].

So, textual strategies operate at the level of textual organization, in its "combination possibilities". "However, since the system of equivalences of the text still results from the combination of its elements, the strategies of the text in turn cannot completely organize neither the complex of references of the repertoire nor the conditions of its reception. What is offered to the reader through the strategies of the text are only certain possibilities of combination ​[51].

These "combination possibilities" can be discovered at the level of organization of narrative techniques.

"The strategies of the text can usually be detected by following the techniques of each text separately, for example the very different narrative techniques in the novel or the sonnet's technique of dialectically contrasting the octave and the sextet to annihilate each other in the rhyming verses. From here, however, it can be concluded that the discussion on textual strategies cannot be conducted on the basis of the inventories of literary techniques, of an overwhelming wealth and variety, through which these strategies are realized; rather the focus must be on the underlying structure of the individual techniques ​[52]."

At the same time, through their capacity for textual organization, strategies take elements from the referential system, giving them another meaning within a new axiological-aesthetic system, or, in an outdated terminology, create a world with the help of fragments of reality .

“Text strategies outline the experiential conditions of the text; we must call them strategies, because through them only the operative directions of the text can be identified. The basic structure of the strategies results from the function of the text, which can be captured primarily in the selections from the different historical systems. Text encapsulation by selection of a particular element also indicates a reference field from which that element originates.

The selection, therefore, creates a relationship between the foreground and the background each time, given that the chosen moment highlights the background in which it was originally contained. Without such a relationship, the chosen element would seem meaningless. If we start from the premise that the norms of extratextual realities express something specific within their reference systems, and thereby cannot express certain other things, then part of what they did not express within the original reference systems acquires a virulent expression in the case of their depragmatization through selection ​[53]".

The strategies are not free, they aim to facilitate communication between the author and the reader, space for the virtual game between them, in the sense that:

“The structure of theme and horizon constitutes the rule of central combination of representational perspectives; through it the communicative intention of the fictional text can be captured. Its decisive mediating capacity is that it makes the text's reference to the world translatable for the receptive consciousness of its possible readers. An important stage of this intermediation is shown in the "pre-sorting" of the chosen repertoire by distributing it to each perspective of representation. This results in certain appreciations of the selected norms, respectively of the literary references, as they are components of the figurative perspective, of the action, of the narrator or of the fictionalized reader in the text. Thus, the selection has the effect not only of depragmatizing the norms chosen from the corresponding reference systems, but also of differentiating the qualifications that the chosen elements receive by distributing them between the perspectives of the text, different from each other in their meaning ​[54].

For Wolfgang Iser, however, the theory of textual strategies approaches the theory of speech acts ​[55], and from this point our study will depart from Iser's research and approach the rhetoric of fiction as conceived by Wayne C. Booth. Therefore, textual strategies will become narrative strategies .

In the Foreword to The Rhetoric of Fiction , Wayne C. Booth identifies his object of study in "the technique of non-didactic prose, considered as the art of communicating with readers—the resources available to the writer of epic poems, novels, or short stories when he consciously or not to impose his fictional world on the reader ​[56]".

As with the Konstanz school, the emphasis of the rhetoric of fiction is on communication, this time without hermeneutical pretensions. Thus, the literary work is seen as a medium where, through technique, the author communicates and is communicated to the reader. According to Booth, the author inserts himself into this environment as a system of values, hence a pact between the author and the lecturer, whose beliefs must converge in the space of the work, in order for communication to be possible.

"Only in the process of reading do I become that person whose convictions must coincide with those of the author. Regardless of my actual beliefs and behaviors, I have to subordinate my mind and heart to the book I am going to fully enjoy. The author, in short, creates an image of himself and another image of his reader; he makes his reader, just as he makes his 'alter ego', and the most accomplished reading is achieved when the created identities of author and reader can come to a complete agreement ​[57]."

These beliefs are not immutable, they can be shaped in the course of the work, in the interaction between the author and the reader.

"As a rhetorician, the author finds that some beliefs on which the full appreciation of his work depends are already formed, fully accepted by the supposed reader who opens the book, while other beliefs need to be planted or strengthened. It is to be expected that whatever space is devoted to overt rhetoric, it is used for debatable matters. And yet there are unexpectedly many comments aimed at reinforcing those values that most readers, one would think, already accept as indisputable truths ​[58].

From this theory we are interested in the fact that the author, as an active subject of the act of creation, tries, by means of narrative strategies, to convince the reader of the reality of his fictional world, regardless of whether he acts on his affective or intellectual side, in such so as to leave the reader the possibility to intervene in the creative process.

Here, however, we should also take into account the fact that narrative strategies, being a convention between the author and the reader, vary according to the historical and geographical coordinates. One could not say, for example, that Shikibu Murasaki uses the same kind of narrative strategies as Jun'ichirō Tanizaki or Yasunari Kawabata with Hemingway. Although the author, in principle, could select any kind of narrative strategies for his literary purpose, he must bear in mind that the reader's sensibility has changed in the interaction with history and that it varies according to the specific cultural space. Therefore, the narrative strategies used will be current and, before accessing universality, they will address a receptive consciousness whose comprehension acts zonally.

Given the two factors, historical and geographical, that bring variation to narrative strategies, we believe it is necessary to analyze the constituents of the strategies, namely the reality of fiction, the narrator, and the narrative perspectives, considering how they can affect the reader.

, or imagistic way of being of the novel, which we will consider in the text analysis, could also be called narrative strategies . ​[59]We will devote a detailed description to only a few narrative strategies.
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4.1. Fictional reality
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We define fictional reality as that textual moment in which the fictional author meets the fictional reader, through textual strategies, a useful concept as the purpose of the rhetorical act.

Based on an apparent terminological contradiction, the proposed concept is reclaimed from Hans Vaihinger's theory of the existence of a thinking as if .

"From this perspective, many thought processes and constructs appear to be false presuppositions, consciously accepted, which either contradict reality or contradict themselves, but which are deliberately so constructed, in order to overcome the difficulties of thinking by this artificial deviation and to reach the goal of thinking through indirect approaches and side ways. These artificial constructs of thought are called science fictions, being identified as conscious creations by their "As if" character.

The world of "As if," thus constituted, the world of the "unreal," is as important as the so-called real or true world (in the ordinary sense of the word); it is, indeed, far more important for ethics and aesthetics. This ethical and aesthetic world of "As if," the world of the unreal, ultimately becomes for us a world of values, which, especially in the case of religion, must be clearly distinguished in our minds from the world of becoming.

What we usually call 'reality' consists of our sensory contents, which more or less overwhelm us, and as something 'given', they usually cannot be avoided ​[60].

The theory of "As if" refers to sci-fi thinking, but what interests us in this exposition is the possibility of "artificial constructs" to create an effect of the real. Narrative strategies could also fall into the category of "artificial constructs" , due to their property of being, up to a certain point, specific technical means used in the construction of textual reality and, in this sense, they are not very different from science fictions, because they are conventions without referent in reality, but they help to build a reality. The emphasis is precisely on the fictional reality involved, on the fact that a certain text is presented to us as if it were a world. At this point, the concept of fictional reality approaches that of possible world .
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