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Glossary


extradiegetic: the terms extradiegetic and intradiegetic denote the level of the narrator: a first-level narrator, or narrator of a frame, such as the overall narrator of the The Thousand and One Nights, is an extradiegetic narrator; whereas Scheherezade, for example, is an intradiegetic narrator, as is Sinbad (who is another narrator within Scheherazade’s story).


figural: a figural perspective is when ‘events of the inner world, or the reflection of events of the outer world are presented in the consciousness of a figural medium’.1 Therefore, if ‘the reader has the illusion of being present on the scene in one of the figures (characters), then figural narration is taking place’.2 See also reflector-character.


focalization: coined by Gérard Genette, this term refers to the positioning and focus of—by analogy—the ‘camera-lens’ through which the narrator views and narrates the story. But it is not necessarily identical with the narrator or figural character. The major facet of focalization is depth of vision (that is: whether the focalization is internal or external or nil/degree-zero). Genette describes focalization as the ‘focus of perception’, but prefers the term focalization in order to stress that it is a function, and not necessarily a representation of any ‘human’ (that is, a character’s or narrator’s) perception.


heterodiegetic: coined by Gérard Genette, this term refers to a narrator who is absent from or invisible in the story he tells; it can also refer to a ‘frame’ narrator who tells an embedded tale from which he himself is absent, although that type of narrator would then also be extradiegetic.


homodiegetic: coined by Gérard Genette, this term refers to a narrator who is present, as a character or onlooker in the story he tells.


intradiegetic: see extradiegetic


metalepsis/metaleptical: a term used when the narrator crosses narrative levels, a movement that implies that figures both inside and outside the fiction exist on the same plane. For example, the narrator of a frame narrative, commenting during the recounting of the inset tale, and even addressing the reader directly, is creating an instance of metalepsis.


reflector-character: if a figural medium (usually in a third-person story) also assumes the transmittal function of the authorial teller-character, then she or he is also a reflector-character, or a reflectorized figural medium.


reflectorization: a technical feature that involves the camouflage of the teller-character behind a voice that is not only positioned inside the fictional world, but also assumes the idiom of the fictional characters. The reflectorized voice therefore resembles that of the figural medium, and frequently blends with it.


Notes


1   Stanzel, 1984, p. 187.


2   Chatman, 1975, p. 234.




Introduction


A Rare Brand of Intimacy


The size of a thing, the quantity of verbal material, is not an indifferent feature; we cannot, however, define the genre of a work if it is isolated from the system … The study of isolated genres outside the features characteristic of the genre system with which they are related is impossible.


Jurij Tynjanov1


As an experienced teacher in tertiary writing courses, and a sometime writer of short stories, I feel uneasy about the generally accepted methodology of the theory and practice of teaching short story writing, as presented in the available texts.2 In general the explicit aim of the authors of these texts is to isolate and ‘teach’ what they see as the various facets (for example, characterisation, plot, point of view, descriptive writing, dialogue) of fiction writing as they apply to both the novel and the short story. In other words, the writing of fiction is discussed in these texts as if there are not two separate fictional genres. For example, Bernays and Painter in What If? Writing Exercises for Fiction Writers3 manage to conflate the two genres in their first two chapters: in Chapter 1, their first teaching point, derived from Horace, of starting stories in media res, seems to be directed at short story writing, and indeed they utilise as models the first lines from seventeen short stories; however, in Chapter 2, they state: ‘In [Chapter 1], we illustrate how most stories and novels begin in situation, in the middle of things’ (my emphasis).4 All of the other texts mentioned share in this conflation to a greater or lesser extent.


It cannot be denied that the short story and the novel share similarities; for example, ‘certain required properties of narrativity—characters, place, events, a “beginning, middle and an end,” and coherence among the parts’.5 But writing or reading a fictional text of, say, 3000 words is a markedly different experience from writing or reading a fictional text that is 60 000 words long. Much theoretical work on the short story genre has attempted to explore these differences, and to articulate just how the short story and the novel constitute two distinct genres, with quite separate histories, conventions and effects. Of course, it can never be argued that each genre possesses facets of a totally different kind from the other, but there are certain expectations and practices in which reside marked and describable differences between the genres.


The writing and reading of short stories, in common with the writing and reading of all other genres, are—as Susan Suleiman articulates—‘communal, context-specific act[s], the result of what Stanley Fish calls shared interpretive strategies and what Jonathan Culler calls reading conventions’.6 These conventions, or practices established by general usage, include the fact that we recognise separate genres of fiction, that writers construct their texts to conform to (or even to define them against) these generic conventions, and that readers expect certain things from one genre and not from another. It is these ‘differing sets of expectations’,7 in particular, which go to make up specific generic conventions of the short story, that are the focus of my project. As Culler says, in speaking of generic conventions in general:


 


One can think of these conventions not simply as implicit knowledge of the reader but also as the implied knowledge of authors … The activity [of writing and/or reading, say, a short story] is made possible by the existence of the genre, which the author can write against, certainly, whose conventions he may attempt to subvert, but which is none the less the context within which his activity takes place … 8


So while there are similarities between, say, successful short story characterisation and successful novel characterisation, the former genre is nevertheless a distinct and separate one with its own unique (and far longer) history, a history which must have inevitably forged specific practices in approaching a text called a short story. It is in this sense that I consider the short story to possess its own quite specific conventions. Yet, except in rather brief ways,9 nobody seems to have articulated the conventions of the short story, much less articulated them exhaustively and satisfactorily.


The absence of the articulation of short story conventions in the corpus of short story theory is mirrored in the teaching texts, except for the occasional brief discussion of how the short story differs from the novel. One of the most helpful of these discussions is by Janet Burroway. Like the other texts, her book deals with individual facets as they relate to fiction in general, but also devotes a short section quite early in the book to a discussion of the differences between the short story and the novel. Her discussion raises several points which seem at one stage to be moving in the direction of a delineation of some short story conventions: brevity, a single emotional impact and a single understanding, economy of style. She acknowledges that all of these (except brevity) are also praiseworthy in a novel, but that these are not the only possibilities for the novel, whereas for the short story they must be: and these delimited possibilities directly affect the relationship between story and plot in the short story. In the same section, however, she seems to undercut her own movement towards some acknowledgment of specific generic conventions by asserting the sentiment that has enraged many short story theorists: despite one form not being superior to the other, she says, ‘it is a good idea to learn to write short stories before you attempt the scope of the novel, just as it is good to learn … to draw an apple before you paint a god’. And her view takes another twist in the next sentence: ‘Nevertheless, the form of the novel is an expanded story form’.10 The rest of the book comprises various facets of narrative craft, such as ‘Showing and Telling’, ‘Characterization’, ‘Atmosphere’, ‘Point of View’, ‘Theme’ and even ‘Revision’, all of which are to be considered, it is explicitly stated, as equally relevant to the two genres.


This presentation of short story facets in isolation from short story conventions is rather like teaching vocabulary in categories such as nouns and verbs in a language such as German, without also teaching the student the grammatical conventions of that particular language—conventions that determine the specific word order in sentences, and the ending of nouns according to the grammatical case of the sentence. Without competence in these conventions the language can never be properly mastered: learners will hardly be able to understand fluent German when they hear it; even if they themselves can produce sounds resembling German words and perhaps can even be understood at a very basic level, what will be produced will not be successful linguistic performance in that language, because ‘performance is impossible without competence’.11 By analogy, then, this is what I believe tends to happen in the production of ‘stories’ by beginning short story writers as a result of the generally accepted method of short story writing pedagogy.


There has been very little attempt to explain how a text that is written as a short story means (an explanation that needs to be premised on an articulation of generic conventions), as opposed to what it means (the function of most literary interpretation). The lack of a coherent articulation of conventions of the short story is therefore a major gap in the pedagogical literature, and for its causes we need to look at the theoretical literature. This literature will be fully reviewed in Chapter 1. It ranges widely in its content: from delineating and describing certain criterial features, and diagramming all possible plot types, to arguing that the short story has its own unique epistemology. And like a palimpsest, faintly discernible beneath all these views are those of Edgar Allan Poe, written in 1842:12 the short story must be able to be read at a single sitting; it must above all produce a single effect. That seems to be about the only firm ground, but it hardly constitutes a theory of the conventions of the short story, let alone a basis for the teaching of it.


Clearly writers of short stories have mastered (consciously or unconsciously) the conventions of the short story genre, and must therefore understand how these conventions differ from those of other genres; otherwise, how could they make the decisions that a particular text be a short story rather than a narrative essay, for example, or a long prose poem, or even a novel that was never continued beyond its first chapter? One thing is clear: a short story, in the twentieth and twenty-first centuries at least, is a piece of prose fiction with a word length within the range of 1000 to 12 000 words so that it can be, and usually is, read at one sitting. The only characteristic, then, on which all critics are agreed, is brevity.


This characteristic of brevity is the marker by which prose fiction can be regarded as a short story, as opposed to a novel or a novella; the novella is somewhat of a hybrid form, but needs—and indeed has received, albeit scantily—its own separate body of theorising and conventions, so will only be included in this study where it impinges on the border territory it shares with the short story. For the moment, we will regard the upper limit of the short story as 12 000 words, although this is far longer than the norm for late twentieth and twenty-first century short stories.13


If it is brevity, then, that sets the short story apart from the longer fictional genres of novella and novel, what are the corollaries of this? It seems we cannot proceed until we have dealt with the inevitable comparison between the short story and the novel, although short story theorists argue that the short story should not be automatically defined against the ‘fictional norm’ that they claim the novel has become. Even so, some prefatory remarks need to be made about how a short reading act differs from a lengthy one for the reader. Perhaps it is appropriate to evoke analogies such as a comparison of a tot of brandy with a tall glass of brandy and dry? That the two drinks—despite sharing the same main ingredient—have different tastes as well as different effects on the drinker is without question. But perhaps a better analogy would be to compare a ‘romantic fling’ with a ten-year marriage: in the former the interaction would be unquestionably more intense, uninterrupted by other facets of life, and therefore more focussed; yet no matter how enjoyable, one would not wish for that calibre of interaction to be sustained over a much longer period. Any short story reader, I believe, could identify with this view.


Such analogies aside, it is obvious that a single, whole aesthetic experience, completed by a reader in a time span of somewhere between, say, five and fifty minutes, cannot avoid being qualitatively and quantitatively different from one which takes a reader from three to six hours. Given the range of the human attention span, it is quite possible to attend to nothing else but the reading experience while reading a short story. Even if one can read a novel at a single sitting, it cannot be done in any time frame that could be termed ‘brief’ when talking about a reading experience, and in most cases the experience would be interrupted a number of times by meals, trips to the bathroom and so on. Except in rare circumstances, reading a novel does not provide one with a single, whole, uninterrupted aesthetic experience that is accomplished in a brief period of time. Neither will the reading of a short text that is a piece of fiction but was not constructed and presented as a short story (a chapter, or summary, for example, or an unsuccessful short story—one that does not ‘work’ as a short story); that reading experience may indeed be accomplished in as brief a time as the short story, but it will not provide a single, whole fictional aesthetic experience—the feeling the reader will be left with is that the text is an extract, or a summary of something longer. Only a short story will provide a feeling of wholeness and completeness in a brief time span.


Because of its brevity, then, the short story can be read in ‘one sitting’ without the intervention of ordinary life; and this single focus usually engenders a heightened aesthetic arousal. Suzanne Hunter Brown, in her important paper on the aesthetics of brevity, cites the findings of psycholinguists to support her argument that the length of a text can affect readers’ ‘perceptual tendencies’.14 Valerie Shaw articulates a similar view when she states that fictional brevity can ‘intensify the reader’s gaze and … produce a rare brand of intimacy between reader and story’.15 She does not, however, develop this notion of the ‘rare brand of intimacy’—something to which I will return in chapter 1. In addition to the intensification, though, there is the pragmatic consideration of a brief text being able to remain entire in readers’ memories, to be conducive to being read, perceived, remembered as a whole; the beginning is usually still clear in readers’ minds as they finish reading the concluding sentences.


Discussing fiction in general, Paul Ricoeur states that the ‘end point’ of a story ‘furnishes the point of view from which the story can be perceived as forming a whole’.16 It is no accident that short stories frequently end similarly to how they begin—in a thematic, temporal or spatial sense: a character is often described as coming ‘full circle’ in a certain situation, or the narrative returns to the opening scene, or else there is an explicit return to a theme first articulated at the start. This is rarely the case with novels,17 although with both genres of fiction, readers may strive to create a conceptual whole from their experiences. Clearly, with a short story, its very brevity dictates that at the conclusion of the reading experience, this conceptual whole is much more clearly defined for the reader because the text was perceived and read as a whole, complete and succinct experience. This is not to suggest, however, that in the short story everything is spelt out for the reader in a seamless flow of intricately detailed narrative. This is actually much more the case in a novel, simply because in that genre there is more room. In contrast, the short story is frequently described as elliptical or lacunal in nature; the details readers ‘remember’ may even be details they have constructed in their own imagination to fill the gaps in the text. Burroway could be speaking for all short story writers when she says that when writing a short story she must ‘reject more, and … must select more vigorously’.18 Daniel Frank Chamberlain believes that the impetus of readers to construct a conceptual whole from each reading experience is a dimension of one’s scope as a reader, and surely this scope is stretched—intensifying the reading experience—when reading a text that is elliptical, which tells the story as much by what it leaves out as by what it actually narrates. And if the greatest ellipsis or ‘gap in any text is that found between its end and its beginning’,19 it is obvious that in a short story this end comes much more quickly after the beginning, and while the beginning is still clearly in the reader’s mind. The narrative perspective usually remains constant, too, in the short story, reinforcing the concise and sharply focussed quality of the brief reading experience.


These psycholinguistic phenomena, then—the acquisition and retention in the reader’s memory of the whole story in all its detail, and the heightened ‘intimacy’ or involvement between reader and story—arise from the brevity of the text, and are phenomena that writers (consciously or unconsciously) take into account when constructing the text, and which readers (again, consciously or unconsciously) anticipate and facilitate when they come to read a short story. But these phenomena do not, of themselves, constitute conventions. They are the background, or perhaps the raw material from which the actual conventions can be constructed.


Perhaps at this juncture I should reiterate that I am using the term convention in the sense of established practices, but also, given Culler’s argument that generic conventions are ‘sets of instructions’ or ‘contexts’, in the sense of all of those elements of the story (constructed by the writer) that furnish competent readers with sufficient information to engage in that certain practice. Now, if that practice takes place in a context of brief intensity and heightened involvement, clearly it will be a different practice from one that takes place over a period sufficiently long that intensity varies and in which consistent heightened involvement is not possible. Moreover, given that the reading experience does not end at the final word that is read, the practice that can be engaged in and retained whole and in detail is clearly going to be different in quality to the practice that cannot.


This difference, I believe, lies in the level of readers’ appropriation; that is, the extent to which they take on and make their own the represented consciousnesses and/or the fictive world. In the case of the short story, due to the effects that flow from brevity, it will be an extremely strong and thorough appropriation, although this will only be the case if readers are what I call short story–competent readers; that is, if they have a certain awareness of the aesthetics of brevity: are attuned to consuming the story as a conceptual whole complete with every detail. If these conditions are met, the conventions or ‘set of instructions’ will give rise to their main effect and enabling condition: an effect that doubles back on itself to read everything in the story through its lens, drawing the reader in with it—to the fictive world, which both is and is not the real world—through this narrow and highly focussed aperture. Although appropriation occurs to some extent with all fiction, for the reasons I have outlined so far, it is a very strong and intense effect in the short story, and therefore is of a nature peculiar to this genre. I have termed this effect the narratorial presence of the short story. The many facets of the short story—such as characterisation, plot, voice, metaphor and metonymy, point of view and pronominal choice—are mediated only by way of the narratorial presence, which is created in the interaction between the type of narrative perspective through which the author has rendered a particular text, and readers’ perceptions of this narrative perspective; these dimensions then being transformed into the virtual relationship between the reader and the fictive world.


It may be prudent at this point to make a distinction between my term, narratorial presence, and what I regard as its main contributing factor: narrative perspective. As Chamberlain points out, narrative perspective has long been regarded by narrative theorists as the ‘essence of narrative art’.20 Although seemingly—and most inexplicably—overlooked by short story theorists, narratorial presence is my figuration for what I believe is the most crucial element of all fiction. It is perhaps somewhat analogous to the combination of the positioning of the aperture of the camera lens used to make a film and the film’s focal perception/character: this combined perspective determines not only what we see and what we do not see, but how we see it—which aspect, at which angle, in which light; all of which go to make up the specific aesthetic effects of any fictional text. The fictional text, then, can only be presented from a certain narrative perspective; this perspective, as Chamberlain states, ‘functions at all moments of the narrative experience’,21 and although constructed initially by the writer, needs to be taken up by the reader (in the same way a film needs a viewer) in order to be given ‘life’. This, of course, occurs in all genres of fiction. But this ‘life’ flowers into a peculiarly intense, because brief, experience in the case of the short story, thus forming the narratorial presence.


The narratorial presence, then, is my own term for what I believe is the short story’s unique effect: formed by the intense encounter between the text—and specifically the text’s narrative perspective—and the reader. With any fiction, of course, readers use the details supplied in order to do their share of the work to produce the aesthetic object; in this case to create images in their heads—a fictive world complete with temporal and spatial form, and to enter that world. But when the text is a short story, readers, aware in advance of the conventions—knowing the brief time frame involved which will generate a heightened involvement, perceiving all details much more vividly due to the brevity, and reading the concise, lacunal prose through the frame of these expectations—allow themselves to be drawn in to the fictive world in a more total and abandoned way than they would when reading a longer narrative.


This difference between the reading experiences of short and long prose has been inadvertently signposted by Wolfgang Iser. He has stated that the first problem when attempting ‘to describe the intersubjective structure of the process through which a text is transferred and translated … [is that the] whole text can never be perceived at any one time … [differing] from given objects which can generally be viewed or at least conceived as a whole’.22 By the ‘whole text’ he was referring, of course, as are almost all narrative theorists, to the novel. The perceptual process of reading the novel is encapsulated by Iser in his term the ‘wandering viewpoint’, which describes how the reader constantly switches between textual viewpoints. This switching occurs as a result of the interplay between the text and individual readers’ meaning-making, an activity that causes readers to form expectations as they read; these expectations (‘protensions’) are constantly being modified as new text transforms the already-read text (‘retentions’) in the reader’s mind.


In contrast, when reading a short story, readers’ memories of what they have read so far (or retentions) are much more coherent than when reading a longer text, because when reading a text that can be read at a ‘single sitting’ there is a great deal less in the way of ‘past horizon’ or background into which the story can fade. In a short story the dialectic of protension and retention which constitutes the reading moment is condensed and therefore one would reasonably expect the experience to be a very intensified one for readers.23 Unfortunately Iser does not even consider that this might be what happens when the text can be viewed or conceived as a whole. In my view, the heightened intensity of short story reading encourages readers not so much to ‘switch’ (as would be the case, according to Iser’s concept of the ‘wandering viewpoint’, when reading a novel) as to achieve a sort of configurative synthesis: in this way they are able to ‘become’ the narrator, the main character, the narratee, the implied reader, in a type of supersubjective and intersubjective experience.


As an illustration of this we only have to look at ‘The Dead’ by James Joyce, a story to which I shall return in Chapter 5; at times we emotionally identify with Gabriel Conroy, and at others we see him from a distance, described in the extra-fictional narrator’s words. But in such situations we are not conscious of ‘switching’ so much as of having double or triple vision. This enhanced vision is one of the functions of the heightened effect of brevity: in a short story (even a long one such as ‘The Dead’) we know that everything matters—every sentence and word must justify its inclusion—and we cannot turn away from one perspective to concentrate on another; we must find a way of synthesising all perspectives in order to give life to the intense emotional experience that is the raison d’être of the short story.


This configurative synthesis, then, is what enables short story–competent readers to construct a supersubjective relationship from the represented subjectivities in the story, and every aspect of these subjectivities is governed by the narrative perspective in which the story is rendered; so the supersubjectivity will differ in nature from story to story, depending on the effects produced by the range of techniques employed to render the many different facets of a particular narrative perspective. Despite the myriad different effects possible, constituting narratorial presence, or way of being ‘in’ the story, the phenomenon of narratorial presence itself can be thought of as occupying one or a blend of two broad categories. These categories are not mutually exclusive, and in many short stories they occur in mixed form. Both involve intense imaginative participation in the reading of a short story.


The first effect can be likened to a ‘daydream’ type of presence in the story, in which the reader identifies with one or more of the represented subjectivities. In interacting with perspectival features that engender this type of presence, we tend to suspend disbelief and do not question the logic of the represented world, but merely follow it, through our melded consciousness with the object of our identification. As Hubert Zapf describes it: the reader is ‘drawn into the imaginative world of the text. His psyche is brought to experience the fictitious world under the simulated conditions of “real life”’.24 The second effect is brought about by perspectives that distance readers from the narrative, and from the characters. With no melding of consciousnesses, we have little insight and therefore are less able to accept the story’s internal logic (if, indeed, it is even clearly perceptible, due to the distanced and distancing perspective). But because we are operating under the assumption that a unified, whole, aesthetic experience is the generic convention, we have to harness our intense imaginative participation to the self-conscious construction of the fictive world.


Stories with narrative perspectives constructed in ways that encourage solely this type of response (as opposed to a mixture) for the entire story do not constitute more than a small percentage of stories published in mainstream sources; nevertheless, several of Hemingway’s most famous stories are constructed in this way, one of which—‘The Killers’—will be analysed in Chapter 6. Discussing other Hemingway stories, Zapf calls this self-conscious type of presence in the story a ‘reflective consciousness’, and elaborates by explaining the following:


 


philosophy distinguishes [reflective consciousness] from the naive consciousness and its ‘natural attitude’ toward reality. In the act of reflection the subjective consciousness ‘turns back’ upon itself, distancing itself from immediate experience and questioning all apparent certainties and determinacies of the everyday world … the reflecting consciousness becomes aware of its own constitutive role in the structuring and interpretation of the ‘objective’ world … [Thus the reader] is conceived as an all-pervading critical consciousness which explicates itself in progressive acts of (self-) reflection.25


It can be seen from this that the two types of effect are complementary rather than contradictory, and perhaps could be seen as occupying, respectively, each end of a continuum describing broad types of narratorial presence. To illustrate the differences between the two types I will analyse two stories that, according to the teaching texts, would both be referred to as ‘limited third person’; however, they could not be more dissimilar in terms of the type of narratorial presence readers can construct in each: that of the first story is towards the ‘daydream’ end of the continuum, while that of the second is towards the ‘reflective consciousness’ end, although incorporating some daydream elements.


The first story, ‘Indians’ by Vivienne Barlow,26 is told from the narrative perspective of a figural narrator; this type of narration occurs when the author has presented the events of the inner world, or the reflection of events of the outer world through the consciousness of one of the (usually, main) characters. If there is no distinct narration apart from what is transmitted through the figural medium, then this character is also a reflector-character.27 (For definitions of this, and the other technical terms used in this book, refer to the Glossary on page vi.) Much of the text of ‘Indians’ is rendered in the tone, cadence and vocabulary of the main character—a person only ever referred to as ‘he’. So close are we drawn to him, so deeply do we descend into his consciousness, that when I remembered this story (nearly a year after I had last read it), I found I was thinking of it as told in the ‘I’ voice. In my memory it had been transferred into a first-person narrative, in which ‘I’ was telling the story. I believe this occurred because a particularly strong and singular narratorial presence is formed in the reading of this story.


In ‘Indians’ we are seduced into creating for ourselves the aesthetic experience of melding intersubjectively with the represented consciousness of an infantile psychopath, and for the several minutes of reading the story we construct for ourselves a virtual emotional enactment—a narratorial presence of the type situated at the ‘daydream’ end of the continuum—of a short period of the main character’s stunted and destructive life. Before showing in detail how this happens, a brief plot outline may be helpful. The main character, only ever referred to by the pronoun he, likes to spend time in the park, where he occasionally engages in something he refers to (but which is never described) as his ‘training’. He actually prefers rainy nights in the park, because then no-one comes along, but if someone does, he rewards himself with a sherbet bomb, and then goes about his ‘training’. Following this he runs home, and goes straight to bed, where ‘after a while the shaking would stop’.28 On nights when he doesn’t ‘train’ he goes home and talks to his friend Charlie with whom he lives.


Charlie has told him all about Red Indians, in particular how brave they were, because they ‘trained’, setting themselves to undergo a ‘terrible ordeal’, ‘something really bad or dangerous’, and then ‘they’d do it or die in the attempt’. Charlie tells him he must toughen himself up in some secret way, so he’ll be brave like the Indians and then people won’t push him around any more (at this, he remembers the man who was always telling him what to do in the home, before it closed down). Charlie says he himself isn’t able to do ordeals any more.


In the final paragraphs of the story he is alone in the park, under the trees. These are the closing sentences of the story: ‘Then he heard the footsteps … A boy or was it a girl—about the right size, anyway. He knew he wasn’t ready for a full-grown man, not yet. He fumbled a sherbet out of his pocket, felt the sweet explosion at the back of his tongue, shook the cord into its familiar loop, and stepped into the path’.


As I observed earlier, the he in ‘Indians’ is a reflector-character; and we are told the story mainly by way of his thoughts, rendered in what is termed by narratologists as the free indirect style. This style deliberately confuses speech and thought and therefore, as Genette has noted, is ‘fundamentally better suited to expressing innermost thoughts than to quoting spoken words’.29 (It is worth noting that there are very few ‘spoken words’ rendered directly in this story.) Moreover, the free indirect style causes a conflation of character and narrator to the point that there seems to be almost an absence of a narrator. Due to this absence, in ‘Indians’, the childish yet sinister voice insinuates itself almost immediately into the reader’s consciousness. Because the details of his activities are not spelt out, except for information about his hiding under a thicket of trees until someone comes along, we have to imagine them. The precise details of what we imagine depend on our own history, imagination and experiences, but as soon as we do imagine them, we are even more tightly bound to this represented subjectivity that we co-narrate and experience.


In a novel we would be given the details of a main character’s activities, if not immediately, then before too long, because a long mystery-narration such as this would be unsustainable. With a short story, readers familiar with short story conventions know they must supply these details themselves in order for the aesthetic experience to be fully constructed. As soon as we do imagine the details, however, we enter a very strange state: in the incarnation of our ordinary subjectivity we cannot ‘know’ this information; the only ones who could ‘know’ it are the narrator, and the ‘consciousness’ of the main character—both fictional constructions of the writer—and, of course, in this story these two constructions are virtually the one. In order to truly believe in the fictive world we have to enter into an intersubjective relationship with this represented dual subjectivity—a relationship that involves putting our own subjectivity on hold, as it were, for the entire duration of the reading experience. This is in general what happens when we read a short story that is structured—according to its narrative perspective—in a way that is emotionally engaging, and that draws us into the ‘imaginative world of the text [so that our psyches are] brought to experience the fictitious world under the simulated conditions of “real life”’.30 However, in addition to this, we have to engage in a certain amount of ‘reflection’: to fill in the gaps in the story with possible details of the character’s activities, quickly modifying these details as necessary.


Of course, similar processes occur when reading a novel, but in a fragmented fashion. This fragmentation is a result of several factors, both inside and outside the text: within the text, passages of highly focussed narrative perspective are often interspersed with impersonal passages of background or description; outside the text, the human attention span is not capable of intense focussing for the duration of a reading experience that lasts several hours, even if that experience were not interrupted by the ordinary business of living. But in a short story, the intersubjective relationship, in which the self melds with the represented narrating consciousness of the story, in order to achieve the telling of the story, occurs as a whole unbroken totality. This enables the heightened effect which makes us feel we are the ones simultaneously telling, experiencing and hearing the story: hence constructing the narratorial presence, an effect which I believe occurs only in the short story. One of the reasons for this phenomenon is, of course, because short story–competent readers are expecting it and, given the appropriate instructions from the text, do their half of the work in constructing it. These expectations and ‘instructions’ lead, finally, to the established practice of participation by the reader in the intense, focussed aesthetic experience that is the reading of the short story by way of the construction of the narratorial presence.


A story in which the narrative perspective is managed so deftly that readers not wholly familiar with short story conventions often misread it—thus failing to construct any sort of unified, heightened aesthetic experience—is ‘Woman in a Lampshade’ by Elizabeth Jolley.31 As with ‘Indians’ this story also features a figural character—Jasmine. (Interestingly, in the teaching texts, both of these stories would be categorised as ‘third person limited’, yet in terms of the effects of their narrative perspectives, they could not be more dissimilar.)


Jasmine, travelling to her house in the country one evening, picks up a young man who is hitchhiking, spends several hours in bed with him, while writing—and telling him about—her novel. Then, very early in the morning, and much against his will, the young man is despatched, and Jasmine gets on with her autobiography.


At first glance it might appear that Jasmine is also a reflector-character, transmitting the authorial voice; the story begins in Jasmine’s clichéd, dated and hyperbolic mode of language: ‘One cold wet night in July Jasmine Tredwell took several sheets of paper and her typewriter together with a quantity of simple food and some respectable wine and, saying goodnight fondly to her dozing husband, she set off in search of solitude’. But there is another, narrating consciousness at work here too, one that alerts us to the fact that the husband ‘encased in head-phones listening to Mahler … paid no attention to the departure’; and—once Jasmine has picked up the young man—notices that he ‘tried, without success, not to mark the clean upholstery with the water as it ran off him in dirty little streams’. We are offered highly selective details such as ‘Jasmine took the hills noisily’, and ‘Jasmine, preening, fingered her peach-ripe silk pleats lovingly’; and the key—in my view—to the whole story: ‘It was as if [the young man] had come into existence simply because someone, hopelessly lost among words, had created him in thoughtful ink on the blotting paper’. This voice is also the one that does the metafictional work of telling us what Jasmine ‘thought’ or ‘wondered’, rather than presenting her thoughts as if we have direct access to them, as in ‘Indians’.


Before too long the experienced reader will realise that all is not as it appears on the surface. Our expectations of consistency are being ruptured, and any thoughts we might have had of getting close to Jasmine’s consciousness, or of even identifying with her, are negated. The narrative perspective, which includes the subtly undermining narrating voice, works to keep us at a distance from Jasmine: we never really get to know her thoughts, nor to merge intersubjectively with her. The effects created by this narrative perspective, then, place the narratorial presence we construct in response to it, at the ‘reflection’ end of the continuum. As Zapf says, in discussing stories with similar effects, the details on the ‘explicitly formulated surface of the narrative must be constantly related to the unformulated implication of the narrative to figure out its “deeper” meaning and significance’.32 And this ‘constant relating’ and ‘figuring’ constitute the ‘intense reflection’ that makes what Iser terms the ‘wandering viewpoint’33 a highly conscious, rather than a subconscious, phenomenon in this story. Once we have completed sufficient ‘figuring’, the details soon accrue to the point that it becomes clear to us that the story is a surreal parody (complete with Jasmine typing her clichéd, sensationalistic fiction) of the stock pick-up plot.


Novice short story readers tend to have particular difficulty constructing a narratorial presence in response to stories such as ‘Woman in a Lampshade’. This is possibly because the story seems to begin with sufficient verisimilitude for readers to believe they can create and enter the fictive world ‘under the simulated conditions of “real life”’,34 much as one can with a realistic daydream. But this becomes increasingly difficult to maintain, as the narration becomes more and more ironic, presenting the focal character as ‘she’, and yet undermining that presentation. Readers who miss this crucial aspect see this story rendered only by way of ‘Jasmine’s point of view’, and consequently miss the cue for reflection—‘to figure out [the text’s] “deeper” meaning and significance’35—inscribed within the structure of its narrative perspective. On the other hand, some reflection will establish that we can successfully create and enter Jasmine’s fictive world only if we suspend disbelief, and incorporate into that world the parodic and fantastic elements placed elliptically beneath the surface of the text, and in the gaps between the narrator’s and the main character’s subjectivities. Readers who attempt to construct a fictive world that resembles the everyday world of ‘real life’ quickly become disoriented and disappointed, and brand Jasmine as ‘stupid’ or ‘selfish’, and therefore fail to see any ‘point’ to a story about such a ‘boring’ character.


In contrast, a reader more familiar with short story conventions not only recognises the way in which Jasmine is rendered within the story’s particular narrative perspective, but also hears the subtly undermining narrating voice, and reflects on this conjunction of the two perspectives; the relationship between all these elements then forms the framework—the narratorial presence—for creating and entering a fictive world of a type which can accommodate a woman who wears a lampshade and invites a male hitchhiker (or perhaps a figment of her own imagination) into her bed, all the while rambling on about her ‘young man’ in her story. By the end, with the realisation that ‘my young man … is an absolute Bore!’,36 we are in a position to share Jasmine’s satisfaction as she finishes with both of them—one killed off, and the other banished on the 5.50 a.m. bus with a poem she has written in fourteen stanzas about her ‘adorable little black poodles’. As we prepare to exit from the heightened aesthetic involvement that is both the cause and effect of the narratorial presence, our reflections on the story’s point and meaning—that have resulted in our creation of a parodic world—are rewarded, as Jasmine prepares to invent herself in the words of her ‘autobiography’: ‘My father, she typed, was the distinguished scientist who discovered heat and light’.37


These two brief analyses of stories should serve to exemplify how my overall aim in this study is to provide a framework for renewed discussion regarding the teaching of short story reading and writing. The basis of this framework will be examinations of the ways in which we read different types of stories, grouped broadly in terms of the techniques used to render narrative perspective; this grouping is not intended to be taxonomic, but rather a heuristic device to encourage the viewing of short stories first in terms of their narrative perspective and the potential effects engendered by this in the reader. From this I hope to show how these effects go on to enable the text and reader together to forge what I see as the main convention of the short story—the meta-effect, born of brevity, the narratorial presence. Narratorial presence will then be able to be seen as the main convention of the short story—a phenomenon that ‘manages’ the entire aesthetic experience of the short story, from the writing to the reading and analysing.


To assist in achieving my aim, in Chapter 1 I will discuss the historical development of the short story genre. I will also review the relevant literature, and this I have divided into three sections: the current state of short story theory, that is, from approximately 1980 until the present; a summary of the theory from Edgar Allan Poe’s first theory (1842) onwards; and the narrative theory that I believe relates to narrative perspective or to the short story genre. Within this context my own theoretical approach will be fully articulated, in particular the justification for my adaptation and deployment of Franz Stanzel’s typologies of narrative perspective.


In Chapters 2 to 6 I show how particular features of narrative perspective give rise to their own specific ‘instructions’ (for both writer and reader). There are various combinations of features of narrative perspectives within each broad type. For example, in Chapter 2 I analyse stories purported to be ‘found’ or ‘retold’ by an ‘editor’ or ‘translator’. In Chapter 3 we see how this ‘frame’ narrator moves into the world of the narrative to become a peripheral narrator, and then closer still to the action to become an experiencing and/or narrating ‘I’ character. In Chapter 4 the main characters are very much telling their stories in different types of uninterrupted monologues, each one with their own specific narratee. We then see how, in Chapter 5, monologues become figural reflectorised third-person stories, by small changes in technical features. Finally, in Chapter 6 we see how authorial narrators of third-person stories can change from being completely effaced to emerging from their places of hiding, becoming increasingly personalised until they near the point at which they become a type of first-person narrator, telling a story from a position outside the world of their characters.


In these chapters I will explore the devices used to provide readers with the appropriate ‘instructions’ for generating the specific effects needed to construct each particular type of narrative perspective. The almost unlimited variety of effects produced from different combinations of features of narrative perspective will become apparent as I proceed and, I hope, will engender a new look at what is one of the earliest and certainly the longest-surviving narrative forms. This form’s longevity is surely due in no small way to its participatory impetus. Responding to specific instructions, readers are transported from their everyday world into another. Yet in this other world, or rather, in our own adventures within it, we are not passive recipients. With the text, we co-create the narrated experience in various ways depending on the different devices comprising the story; and it is in this way that we end up telling, hearing, and most of all experiencing, ‘our very own adventure’.38
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CHAPTER 1


The Aesthetics of Brevity


A skilful literary artist has constructed a tale. If wise … having conceived, with deliberate care, a certain unique or single effect to be wrought out, he then invents such incident—he then combines such events as may best aid him in establishing this preconceived effect. If his very initial sentences tend not to the out-bringing of this effect, then he has failed in his first step. In the whole composition there should be no word written, of which the tendency, direct or indirect, is not to the one pre-established design. And by such means, with such care and skill, a picture is at length painted which leaves in the mind of him who contemplates it with a kindred art, a sense of the fullest satisfaction. The idea of the tale has been presented unblemished, because undisturbed; and this is an end unattainable by the novel.


Edgar Allan Poe1


In this book’s Introduction I stated my belief that facets of the short story should not be taught as if those facets were identical to those of the novel. The novel is a relative latecomer on the fictional scene; when the first examples of it began to appear (although not yet termed ‘novels’) in the seventeenth and eighteenth centuries, the short story was already millennia old. For most of its existence the story had, of course, been transmitted orally; but by the time the novel appeared, the short story was a well-established literary form with, one can assume, established reading practices. As I have argued, brevity gives rise to certain psycholinguistic effects, factors which are taken into account in the writing and reading of short stories, so that inscribed within the stories are ‘instructions’ for specific reading practices. These ‘practices’ or ‘conventions’ inevitably affect the way in which short story writers can successfully deploy literary devices. The conventions are, in effect, the ‘system’, or langue, within which writers can work, in order to produce the specific utterance, or parole, that comprises the particular mix of devices constituting each short story.


Although the primary focus of my study is not historical, some discussion of the history of the short story genre is necessary in order to set the stage, as it were, for my examination of the heightened involvement of reader with text—the phenomenon that I have termed narratorial presence—in the nineteenth- and twentieth-century short story. I have chosen not to examine stories from earlier periods in order to make the scope of this study manageable, and also because I wish to confine myself to the periods from which the majority of stories in the current pedagogical texts are generally drawn. These are also the periods from which the majority of stories are taken to form scholarly as well as popular short story anthologies. My choice of this period, however, should not be seen as supporting the view, common among some of the major short story theorists—for example, Walter Allen and Clare Hanson—that the ‘true’ short story is a ‘modern’ genre, a product largely of the twentieth or late nineteenth century.


The present chapter has several aims. First, I intend to provide a background sketch of the history of this most ancient of fictional forms; and in particular to give an overview of its position in relation to other, later, fictional forms, especially the form that came to be the modern novel. This information is relevant to the view underpinning my argument, which sees the short story and the novel as two quite separate genres. Second, I aim to provide a structured account of a theory which recognises the short story as a discrete genre, a theory that—given the age of the genre—is relatively recent, beginning with the first theoretical comments of Edgar Allan Poe in 1842. This account will, of necessity, become intertwined with an overview of narratological as well as reader-oriented theories from both of which I have selected appropriate critical approaches to form my own eclectic but, I hope, unified critical framework. My third aim in the present chapter will be to outline this framework, and to show how it shapes the methodology I will be using as I proceed with my analyses of individual short stories.


In a study of the short story, it seems reasonable to begin with a brief examination of the term short story, a term that is problematic on at least two counts. This appellation is a modern one, causing critics to assert that the short story as we know it (usually characterised, according to this view, by Poe’s ‘single effect’) is a product of the nineteenth and twentieth centuries; and at least one critic believes this particular naming to be contemporaneous with the ‘invention’ of the genre.2 Any form of short story written prior to this imaginary demarcation is deemed not a short story, and is then banished to the limbo of unnameability, to being ‘simply … fiction shorter than the typical novel’.3


The word short is another aspect which begs interrogation: what is meant by short? The term’s meaning is obviously relational, not absolute. A story can only be short in comparison with another piece of writing that is long, or perhaps not so short. In the seventeenth century, for example, some pieces of prose fiction were only a fraction of the length of massive fictional works such as Percy Herbert’s The Princess Cloria (1653),4 as well as being shorter than the romances produced in preceding centuries and the long realist novels (I am applying the term ‘novel’ retrospectively)—such as those by Samuel Richardson in the mid-eighteenth century. The shorter seventeenth-century works, such as Aphra Behn’s ‘The Unfortunate Happy Lady’ (1698) or William Congreve’s ‘Incognita’ (1629),5 are complete and self-contained stories; they are most certainly the short stories of their historical period, even though the term ‘short story’ was not in use at that time.


From the second half of the eighteenth century literate members of the general public could read short stories in the commercial magazines, publications which had existed since the late seventeenth century but which did not start publishing stories regularly until this time. Before this, stories existed but were not published singly: they were found either as a part of a collection of stories, or else were appended to other, longer texts. Clara Reeve’s story ‘History of Charoba, Queen of Aegypt’, first published as an appendix to her critical dialogue The Progress of Romance (1785),6 is one such example. But appendices and collections were not the only places where stories could be found: many longer works, from the Homeric epics onwards, contained inset stories. Are inset stories examples of short stories which existed in advance of a tradition of the viewing of the short story genre as a discrete entity? Judging by the inclusion of a wide range of examples of these stories in a significant number of twentieth-century short story anthologies, many editors would seem to regard them so, in terms of length, structure, plot, characterisation and various other features by which short stories have come to be classified. There is not, however, always a clear dividing line between what is a collection of individual stories and what is a lengthy fictional narrative containing inset stories, and to theorise any demarcation is not within the scope of this study, except to say that in many cases the distinction may be largely one of degree rather than of kind. In any case, examples from both groups are regularly anthologised as ‘short stories’.


The biblical story ‘The Book of Esther’, ‘Bel and the Dragon’ from the Apocrypha, ‘Orpheus and Eurydice’ from Ovid’s Metamorphoses, and ‘The Matron of Ephesus’ from Petronius’s Satyricon are all stories from collections or longer works which have been included in various twentieth-century short story anthologies.7 Anthologised examples from later periods include verse-stories (appearing in some translations as prose) from Geoffrey Chaucer’s The Canterbury Tales; and stories from Marguerite de Navarre’s Heptameron 8 or Giovanni Boccaccio’s Decameron.9 But, according to critic Nicole Ward Jouve, ‘earlier and better than the Decameron … or any other western collection of stories … [is] The Thousand and One Nights [which] … show[s] how multiple stories can co-exist, interrelate and spawn others inside a vast and infinitely mobile form’.10 Ward Jouve fears that the subsequent tradition of the story as a single entity is a loss to the genre of the multiplicity and suppleness of storytelling which exists when stories are offered within a collection such as The Thousand and One Nights. As a further example of this internal relevance between the stories and the overall (or framing) story, Ward Jouve cites Cervantes’s Don Quixote, in which ‘the knight keeps coming across shepherds who tell him stories, innkeepers who read to him manuscripts that have been left with them’.11


It seems, then, as if the short story or tale (I am using the terms interchangeably at this stage) is an infinitely adaptable form which has existed in all eras, fashioned from one type of material here or another there, but always displaying the attribute of brevity, in comparison with other texts of the day. This vast and complex early history of the short story seems to have been rendered invisible, however, by the problem that besets many studies of the genre: the fixation on the ‘teleological perspective’.12 Practitioners of this view apply a sort of zealous Darwinism to literary works: due to the ‘evolutionary process’, ‘later’ means more highly developed, with ‘twentieth century’ implying the most highly developed of all. While my view acknowledges that, at least some of the time, authors of all genres probably saw themselves, as Paul Salzman claims, ‘as part of an ongoing process of narrative experimentation’,13 it does not see the crafting of a twentieth-century story—for example, William Faulkner’s ‘A Rose for Emily’—as inevitably ‘more highly developed’ than that of, say, ‘The Matron of Ephesus’ (circa 70 BC).


I now need to discuss the development of two longer fictional genres, the romance and the novel, and particularly the Gothic novel, for two reasons: first, both romances and novels contained short stories in the form of inset tales; and second, when the heightened effect of these inset tales became recognised by Gothic writers (from the late eighteenth century onwards), they gradually colonised the short story because that genre’s heightened intensity was the ideal vehicle for creating extremes of emotional response. This second point is one that first came to be acknowledged in the writings of Edgar Allan Poe.


The romance was a genre that contained numerous inset stories, and many examples of these are to be found in anthologies of short stories. Romances were originally composed mostly in verse (in common with the epics, from much earlier periods), but gradually more and more romances were written in prose. Two examples are Sir Thomas Malory’s Le Morte d’Arthur, produced in the second half of the fifteenth century, from which many inset stories are anthologised as short stories;14 and Sir Philip Sidney’s Arcadia (1590). One of the later romances—Urania (1621), written by Sidney’s niece Mary Wroth—contained, as Salzman notes, several inset stories in the form of tales of ‘thinly disguised’ scandals of contemporary society.15 Despite the continued use of romance motifs throughout the seventeenth century, the writers of many English prose narratives seem to have been moving away, in terms of content, from ‘unrealistic’ adventures set in the past, towards territory closer to home, or to the world more familiar to their readers. This could even involve the writers in a response to social issues, such as Percy Herbert’s fictional account of the Civil War, in The Princess Cloria (1653). The change in content often entailed other changes such as a self-conscious and even ironic narrative voice, and more dramatically structured plots.


Many writers from the seventeenth century onwards were concerned to demarcate the type of ‘new’ material they were writing from the ‘old’ form of the romance, and often did so in prefaces to their works, generally terming their narratives ‘novels’. When we meet the word ‘novel’ in the seventeenth and eighteenth centuries we must understand that it does not—indeed could not possibly—signify our twentieth- or twenty-first-century meaning of the word; when it originally came into use in seventeenth-century England, it was an Anglicisation of the French word nouvelle (and Italian novella, Spanish novela) which in mainland Europe had long been applied—at least since the collection of stories Cent Nouvelles Nouvelles (1462)—to tales such as those that make up the Decameron or the Heptameron. Because these narratives featured characters engaged in a series of actions over a period of time, with those actions drawn very much from everyday life, set in the present—in contrast to the unrealistic episodic tales of high adventure, set in the past, of the romances—they were termed ‘new’ (nouvelle), in the sense of ‘novelty’. As Salzman points out, the French nouvelles ‘had become extremely popular in England during the 1680s, both through large numbers of translations … and through some English imitations’,16 a factor important to both the changing conventions of English fiction as well as in the choice of fiction writers to adopt this term for their ‘new’ prose works.


The word ‘novel’, even up to the second half of the eighteenth century, still denoted, in keeping with its origins, something ‘abbreviated’ or short.17 But with the decline in popularity of the romance, the ‘novels’ became much longer, ‘[expanding] to fill the space available’18 in the appetite of the reading public, and by the end of the eighteenth century, the term ‘novel’ had been almost wholly appropriated for longer works, effectively leaving short fictional works (especially ‘realistic’ ones) without a consistent name.19 The word ‘tale’, although in use, ‘implied a narrative manner reminiscent of oral delivery and frequently contained an element of fantasy’.20 This term, however, became used to denote much short fiction, until the term ‘short story’ came into use in the late nineteenth century,21 since which time the term ‘short story’ has been used predominantly to describe most short fiction, with the word ‘tale’ sometimes used interchangeably with it, and sometimes restricted to its original, more specific meaning. In the late seventeenth and eighteenth centuries, collections of short stories (although, of course, pre-dating the term short story) of any sort, were generally referred to as ‘tales’; but both ‘tale’ and ‘story’22 as well as ‘history’23 were frequently used (rather than ‘novel’) in the subtitles of fictional works of all lengths.24 The word ‘tale’ could also be used in the plural to denote a collection of fictional prose works published in the one volume, such as Harriet and Sophia Lee’s The Canterbury Tales.25


When Horace Walpole subtitled as ‘a story’ his ‘new’ type of fictional work, The Castle of Otranto (1764), he was probably using the word ‘story’ in a general sense, and not to connote a certain length. However, in his preface to the second edition he referred to it as ‘this little piece’26 and at 34 000 words it was certainly short in comparison with the multi-volume fictional works of the day (such as Richardson’s Clarissa or Pamela, or Henry Fielding’s Tom Jones), and even compared to the many long tales appearing in collections. In his preface, Walpole referred to ‘novels’ as ‘modern romances’—a form in which he believed ‘the strict resources of fancy [had] been dammed up’,27 not, of course, because of anything to do with their length, but rather, in his opinion, due to their content being in ‘strict adherence to common life’.28 So, although Walpole seemed to want to make a distinction between his ‘story’ and the ‘novel’, due to the malleability of generic terms at the time, and for at least a hundred years afterwards, The Castle of Otranto came to be regarded as the first Gothic story or novel.29


The word Gothic had been chosen by Walpole because of his fascination with things ancient, wild and barbarous, a fascination which was only an exaggerated version of an eighteenth-century taste reflected also in some of the architecture of the time. Walpole himself turned his house at Strawberry Hill, Twickenham, near London, into a mock-Gothic castle. In many ways, the construction of Otranto resembled the construction of Strawberry Hill: Walpole simply marshalled, heavy-handedly, as many Gothic props as his imagination could supply, with the aim of providing the machinery to engender strong emotion, preferably terror, in his readers. It is unlikely that his aim was met. Another Gothic writer of the time, Clara Reeve, believed it ‘pall[ed] upon the mind [because] the machinery is so violent that it destroys the effect it is intended to excite’.30


Otranto was nevertheless widely read in the 1760s and 1770s, most likely because of its novelty and because, apart from Reeve, other writers were slow to produce work of this type: work which included not just particular settings (castles, dungeons, wild landscapes) and events, but which aimed to evoke ‘extreme emotional responses’.31 It was one thing for writers to try for these responses, of course, but for them to occur, there is very much a dependence on the reader as co-producer of the text, to produce certain ‘facts’.32 As George Haggerty has demonstrated, the main aim of Gothic fiction—which only came to be achieved as suitable techniques were found—was the total ‘emotional and psychological involvement of the reader’,33 a phenomenon which sounds remarkably similar to what is defined in my Introduction as narratorial presence. Walpole’s method of trying to achieve this aim was to use unfamiliar (or perhaps uncannily familiar) settings from the world of nightmare, and this content was a departure from that usually employed by fiction writers.
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