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7) K. Hume(1984), p. 8.
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I propose a different basic formulation, namely, that literature is the
product of two impulses. These are mimesis, felt as the desire to
imitate, to describe events, people, situations, and objects with such
verisimilitude that others can share your experience, and fantasy, the
desire to change the given and alter reality (K. Hume(1984), p. 20).
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The works we have studied clearly testify that THE GROTESQUE IS
A PLAY WITH THE ABSURD. It may begin in a gay carefree manner
— as Raphael wanted to play in his grotesques. But it may also carry
the player away, deprive him of his freedom, and make him afraid of the
ghosts he so frivolously invoked (Kayser(1963), p. 187; &A= Flol A4l
3.
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Every reader of literature interprets the literary text on the basis of
information he has acquired from previous reading, and according to
norms he has established, either consciously or not, with regard to a
work of literature.<:--> This ‘literary competence’ or ability to situate a
text within a particular framework, is essential to the understanding of
that work. The reader must have developed a number of codes, or series
of interpretive rules, which he applies to every text he encounters
(Chanady(1985), p. 29).
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(Whatever the material, extravagant or seemingly commonplace, a narrative is
a fantasy if it presents the persuasive establishment and development of an
impossibility, an arbitrary concept of th mind with all under the control of logic
and rhetoric (Irwin(1976), p. 9)).
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Fantastic in Literature); (1976)14 Z&AA el A2 ¢ g T E A
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“Oh Tiger-lily!”, says Alice, addressing herself to one that was
waving gracefully about in the wind, “I wish vou could talk!” “We can
talk,” said the Tiger-lily, “when there’s anybody worth talking to.” Alice
was so astonished that she couldn't speak for a minute! it quite seemed
to take her breath away. (R2& Zxalo] 23

Fol& AZY gz oloprigh PFEY ui¥o] He $FHojn waH
A AANZAY A BHL APz AF AAE o] WnriEde
FUETE Adets 3% FES wE0] dn. def2e AN 4 P
AU HHo #Hutg Ae Aden IUs AY obF dk A &, #F
sta, whgshy, #edn. =2l ARBAE Hold ARE Zzhe a1
A 2T A9 8<lo] HAR, Sx= 43 b F4H ARE 7
ate a27e E714 d. gEo] AN Ee ‘FFAA A(EAAHA A)e
B4 43 12 o8 Aoz dubA sadg B dxdn

Alice might have been astonished at talking plants, but we moderns
can see such phenomena as perfectly orderly, as unexpected as nicely
complementary date in the notebook of the world's experience. Talking
plants <---> are not inherently fantastic; they become so when seen from
a certain perspective. The fantastic does more than extends experience;
the fantastic contradicts perspectives (Rabkin(1976), pp. 3-5)
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2o #3 F+%2A A (The Fantastic: A Structural Approach to a Literary
Genre)y (1970)914 A7HE 8442 R dg o] dolsct 4 grz
& ‘2 Aol AAY 72 e AeHE ¢t LA A%
THRabkin(1976), p. 6). 2B & & L AW, V| do] wale= Ho| &4
Al Zig FEd. 25 Tidgd wate A'E Qs kg AT vdE
Aoz FEste gZAZoZN 44 d2E9 948 ¢ AEs
oh ‘ARG #A d2Es MALY] 7R 18052 HHE A
Zigiel sl Aol AAte ZJEAYIE NEZ A=
id 25 oA 2EHY, ¢ 43, VR FHEH 2L EX
< AMAbe 712987 S48 A FAAM EAdT. oJRAELS
49 dAaedty d9d 71 ¢lth(Rabkin(1976), p. 12).
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The truly fantastic occurs when the ground rules of a narrative are
forced to make 180 degree reversal <---> Less complete reversals, say a
90 degree turnabout (like the dis-expected punch line in a joke) or 120
degree turnabout, participate in the complex of feelings of surprise, shock,
delight, fear, and so on that marks the fantastic, but are not themselves
truly fantastic. (Rabkin(1976), p. 12)
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15) H. Pearce(1980), p. 96
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AAE Fzsn Q7 BEe, S 2eE WSe WAL HiEdA
W BE ASL Buso}l dux FUT 1 43 A29F gaE
AN AERE 28 2AAHA A9 2B (NBUS 2% &Y
%) TARGHLENH BAFE 2AAHA A% FANHA gk 9
Gste 3RS AMe] 2494 Adel B4 Aske] q0] FudE 9
o] zul¥n AWy dEelth BaAw, Guge] Yo 24AHQ 7
o AXE BAt AAAY A2EY AMAAE olssE HPolg B3

g AU ES SAFAHA dE ot
ZH7 0|39 B2 HHMEE YA AS Ao} A9 AHNA =¢
k! . X ofZ(Ralf Yarrow)e “$E7t YT AolR A& ‘5A'3E
e A% 52 oz o] AAE BA € FHoltHR. Yarrow(1980),
84y gata glon Hu= A#olE(David Clayton)e “S4H3 ¢l AL
2~etg"(D. Clayton(1982), p. 80)oletx Fastch H3 A& 19
Hol E&o|M(Fantasy: The Literature of Subversion),
£-& “d]-9u)(Non-signification)”o] #3] defatn gt

The fantastic, then, pushes towards an area of non-signification. It does this
either by attempting to articulate ‘the unnameable’, the 'nameless things’ of
horror fiction, attempting to visualize the unseen, or by establishing a disfunction
of word and meaning through a play upon ‘thingless names’ ’remember my
exammple of the two types of supermatural creatures”. In both cases the gap
between signifier and signified dramatizes the impossibility of arriving at definitive
meaning ( Rosemary(1981), p. 41).
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o3t FRHYG T FF3}L At (Peterson(1986), p. 19).
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Z3ta Qo EX2E 9 3L De Nervalo] “9jn)e) #gl qlo] alate} 19 bz}
Atold] #AIE WMEATE 7S FAEI UE"E AFHETY (Todorov(1970), p.
156). A#l2 EXZZE "It seemed to me... I believed that.. I felt that.. I had
the sense that..(Todorov(1970), p. 38)" & olgte X3WE 4= AA32 Q)
E} agu E£4718 De Nervald Zo] A9xoz a8 #gojHe A4F »x
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The fantastic, we have seen, lasts only as long as a certain hesitation:
a hesitation common to reader and character, who must decide whether
or not what they perceive derives from “reality” as it exists in the
common opinion. At the story’'s end, the reader makes a decision even if
the character does not the he opts for one solution or the other, and
thereby emerges from the fantastic. If he decides that the laws of reality
remain intact and permit an explanation of the phenomena described, we
say that the work belongs to another genre: the uncanny. If, on the
contrary, he decides that new laws of nature must by entertained to
account for the phenomena, we enter the genre of the marvelous
(Todorov(1970), p. 41. €& & =& Ao 2l3h.

R
o Hr
H1
il
=
rlr
o
o
i
ol
I
o
o
1o,
°
A
a0
(n
B
&2
rir
K
(o
o5,
)
o
[t
lo,

2=
o

me lo o
o i

There exist narratives which contain supernatural elements without the
reader’'s ever questioning their nature, for he realizes that he is not to
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take them literally. If animals speak in a fable, doubt does not trouble
the reader’s, mind: he knows that the words of the text are to be taken
in another sense, which we call ‘allegorical’ The converse situation
applies to ‘poetry’. The poetic text might often be judged fantastic,
provided we  require poetry to be representative. <..> If it is said, for
instance that the "poetic I" soars into space, this is no more than a
verbal sequence, to be taken as such, without there being any attempt to
go beyond words to images (Todorov(1970), p. 32).

TAANER 5471 2AAHA AdY #E &M FARE Adstx, O
FA ol d2E FA9 dRIL Hojol grh A|H|AY Z& I
d2E7 844 dA2ER §79 & fve AL 2 527 2493 A
S AHAY 9H AoZ HHE 4 givke A& Y. @43 =
2EE UFE HH7E AlololA Al g #F oAud BAAHL =
A AFHA &t AL HE olg g olfolth d&F EH ZL(Cornwell)&
B4 Fgto] g 19 HMoM g ngE AF tFA Fou ¢ o}
7V A} AARME S FEEHA RSk

Poetry in all its forms, seems to me to require, and normally to
achieve, and attitude of mind and a degree of suspension of disbelief on
the part of the reader, or listener, quite distinct from those pertaining to
prose fiction.<..> It seems doubtful to me that it would be worthwhile
even to consider isolating the fantastic in poetry (Cornwell(1990), p. 4).

290 AP A9 AN FAHA exd wAE Fds 28y,
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Gele BET 4852 A ABolh dE 5U Ao TAE, o4 HA
EY Be Bio AF dBAY e84z ANHT Utk AgoE Az,
daEsl AR WU ALHT Jou HA AT AAsE g of
AAARA | EAE flo] ANA A2E FuHIL AHQ drEZ W

Bk BAEL ] 394 Rz ARHe ‘Fe Ad oG 24
2402 FFEY. 1 23 BAE A 4L FEY 5 9
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2% B94e 37kl fatel ddneld BY A9 Bag
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Fdazt Aok AddA AZld ZTAES W AU|ETE, ER2EI A%
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Algt Az e atolie] ooy st EAlE HHILE AtolelA dute] A
e =4S oMY Mg AEY 293 AoHLE &89 FHolH,
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$7 gen. duzd zAdE o BE AYE WEaTw, x3
o] dH2 v-FAZFQ GEHE EIFsit 1 o]2F 2247

}.
BAHA Aol AN DY AAE 4R WEe] 2R HHHQ
Mol wolEte FPY & Aok Aotk A AAH xde ®
Zlo] F43 7lizte] 180 AE(Hutd)y EX2zy} Tl FA7
G A 0 gEiA A H2EE o BN o= AEE

oy 2 ol W R
_@ mo rir i rlo ox 2

18) Kantep(1991), cc. 100-103; Bonbne(1986), cc. 198-200 =,

19) €=)(Welleck)®t ¢} d(Warren) FA] Al9] v]-FA| Qo B3 54 % =38l glot g
FH 2% ‘Klmeaning)'ol2kl BREHE WA R, FAdE A, A9 F4H ‘9
) 2H-&-(significance)"ol &} A A= v[-BWH, tj]-rr@ ¥ z}%i}é}g_i“{ Al g
F0 AudA dFn vt FId 2] 3 “5o YoM HHe AHE o)F
£ Aol ‘YuiFRe FHAME sty oujEF W9yt €91 A F o (From
the standpoint of meaning the text is a string of successive information units.
From the standpoint of significance the text is one semantic unit (Riffaterre(1978),
pp. 2-3)).
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Wirst of all, allegory, implies the existence of at least two meanings
for the same words; according to some critics, the first meaning must
disappear, while others require that the two be present together.
Secondly, this double meaning is indicated in the work in an explicit
fashion: it does not proceed from the reader’ s interpretation
(whether arbitrary or not) (Todorov{(1970), p. 63).

4714 FuAe a7zAe 593 FAY Bt Ao 1 olfE ¥-E
Ao} v g FARL Y& Ao B FAE 4ol gm WEe e o
duedel ouje Sy sde B AdHely BE ERuier ¥

ngdolnen FAE F 7] @RI Todorov(1970) p. 74). o EHY
2 4 'EA; o sE%E TEo] Ao FATHD dedaeds
A3 gobe AegRy %o dHunA Jee WESDL o 3
Hg £ Aok ay olge AAQ Ao Aol °’°1A1 ﬁx £ 92
E Afojatolel EAISR gl GAES 2AR Fumt FEHA A Aol
9 Fgo gAFEN GXE ofuje] vrtrjo et
200 2AAAA 82EL S8 ANE EAT £ don 52 2RSS €A @
Aeof & FAL £= Ak 24y OIEM BEE AAMste Ao wHA A
g ANRGES AUolA g L3 AT Aol AN AE T A

ool AR =Eue HA AT ‘Q"H}E}.



50 Aot H14A H1S

&

A Ao g d2E U o] HAAHA GAJA FEp=plie ol
A3 AHEEE st " AE(Terry Castle)e A4

ol o HAaEeA 9t e &4 FAH(Phantasmagoria: Spectral
Technology and the Metaphorics of Modern Reverie)”(1988)o 4] ZEZpl3L
ol /de FHsr] A3 AR MFESY wERA S FHY 3
gzxutagolgte doje E A Bz #d J|ANQ] 2uEE
(Etinne-Gaspar Robertson)©] 18417] 7o w3t 857|9 &4 533t
a2 ZAel o] FHefzRutugolgte Lol EBETE ALY o AEHE A
A A4 dFe 2FE"S vt (Castle(1988), pp. 27, 31). & ol
A ‘23 dE Fo HolA g, on A Frte] Eﬂﬂ Fol Bt EA oE
olty R A o7 g wata Qe AHES EEEY onAEe] A
AWt (Castle(1988), p. 102). ©]g 3 oluA &L A]'}\E]Z-]L RoZ A
AEEA JAN7] wEo A 3} A AEES 2R B4 e vied
g AYx AT 19417] Zukd 012‘31 A A9ez ggid 3357
o] Hgo] 7t Aol B MHed e 2ol ey

From the start the phantasmagorical spectacle seemed fraught with
symbolic potential. The bizarre, claustrophobic surroundings, the mood of
Gothic strangeness and terror, the rapid phantom-train of images, the
disorientation and powerlessness of the spectator — ever aspect of the
occasion seemed rich in metaphoric possibility. Given its sensational
nature, it is not surprising that phantasmagoria should become a kind of
master trope in nineteenth-century romantic writing (Castle(1988), p. 43).
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A ofm g ALEEHA HUAok o] H R F7FEAA oA FEtzviug
ofe] owlE Izt FH I AAY HF o|F9 omxE Y Wy
A7teL SefRutagotety o|mxE A7t AL WYz AN
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g ZTAIIAY AR, AAHA FEHE, 82 FAFAG Az &
gAY L Y] A2ES D ' FHE BARELY] A ALEd
t} (Castle(1988), p. 49)2D

Aee getzniagole golzt 344 onAzyE B9 fHo
A3 ) -‘?—»W—w 48 %A 49T + sderkl ael e

7 g

. aers}ﬂl A% Ao 29 olahu 24 mu gojgoz
2A4QH BYES Bdol B4 WA AL, ARF A et
29z Q5o FaAY Aa) HAA 5T Aol gaAel A
ABHE AEE ARSI A5l FHol ALY A7 whgo|
Aok FAA =HS 2AZ Fevh TR Fohol A of
HQ ol w2 £33 2AAHA BT UgtE Aol
gt

2 o2 o o fo g fu
2[_1‘

Q

=]

pe M ofl
X oz ol

RN

L
£
3
Y

The rationalists did not so much negate the traditional spirit world as
displace it into the realm of psychology. Ghosts were not exorcised —
only internalized and reinterpreted as hallucinatory thoughts. Yet this
internalization of apparitions introduced a latent irrationalism into the
realm of mental experience (Castle(1988), p. 52).
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Abstract

A. Kim's Theoretical Methods to Fantastic Literature

Sim, Min-Ja

Recent genre theory has changed its attitude towards the notion of
genre. While traditionally it has been considered as a label implying a fixed
set of criteria, genre is now viewed as a system for the production of
meaning. It tends to be considered as a tool for reading and interpretation.
I address the issue of theory. Accepting, for the sake of convenience, a
simple tripartite division of Author/Work/Reader, I focus attention on the
relationship between the work and the reader (as a part of the literary
scheme), rather than on the relationship between the author and his work. I
select, therefore, 'genre’ as a basic term for my theoretical discussion,
rather than such received notions as ‘mode’ or ‘impulse’. Genre, as I see it,
serves as a foundation for reader — oriented criticism, and is related
primarily to understanding and interpretation; Whereas mode and impulse —
both new concepts — usually refer to trans—generic notions of authorial
vision and creativity.

With this is mind, I review several critical approaches to the problem of
the fantastic. These approaches may be divided into two main currents: the
first related to reality/mimesis/fantasy; the second, to text/narrative/fantastic.
Critics, who subscribes to the first approach, attempt to see the meaning
of fantasy in its digressions from reality; those in the second group
attempt to perceive the structures of fantastic works on the level of their
narrative strategies. Of my paper, I argue that reality-based opposition to
mimesis-fantasy — while a useful tool in a general discussion of the
meaning of the fantastic — is less valuable for reader-oriented genre

criticism.
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After my choice of genre as a basic category as well as the opposition
of 'genre’ and ’‘mode/impulse’ we can go on to examine the various
critical theories, which establish essential interpretative concepts. Some of
these are the 'fantastic’, 'phantasmagoircal’, 'fantasy’, 'magical realism’,
and 'fairy tale’. The notion of the supernatural as the basic for any theory
dealing with fantastic literature, and as a necessary element in all further
definitions. I discuss Todorov's basic definitions of the fantastic; Rabkin's
reformulation of Todorov's approach in more coherent textual terms. This
concludes my theoretical exposition of the three main terms — the
supernatural, the fantastic, and allegorical. Along the way, I examine the
meaning and value of such terms as fantasy, phantasmagoric, and the
grotesque.

My examination of the structural framework of Kim’s texts will provide
a basis for further study. Employing the notions of mode and related
narrative and thematic patterns, it will be possible to avoid the conceptual
vagueness and self-contradictions, which mark many works devoted to
Kim, and to produce a comprehensive critical picture of the oeuvre of one
of the most interesting contemporary Russian writers.
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