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ABSTRACT

UNCERTAIN BOUNDARIES
DISPOSITIVE TECHNIQUES IN PREVOST’S NOVELS

Benjamin Hillel Baker

Gerald Prince

Christophe Martin
This thesis examines the relationship between part and whole in novels by Antoine Frangois
Prévost to question the modern assumption that prototypical novelistic narrative structure and
dispositive structure (chapters, books, volumes, parts, installments, etc.) share the same points of
articulation. In Prévost’s day, the combination of the unpredictable rhythm of publication in
installments and the ever-present possibility of continuation made it difficult for authors and
readers to identify a novel’s definitive conclusion. This uncertainty led to tension between a
novel’s concrete parts and its imagined narrative whole, and that tension created what I have
termed a segmentary esthetic that stands in contrast to both the more regularly serialized novels
of the nineteenth century and to more recent single-installment novels. To support these
hypotheses, I first investigate schemas of interaction between dispositive structure and narrative
structure in Prévost’s novels that differ from modern formal expectations: pseudoworks (works-
within-works) and narrative units that cross dispositive boundaries in the Mémoires d 'un homme
de qualiteé and the Voyages de Robert Lade, and interrupted publication and unauthorized
continuation in Cleveland and Mémoires d’un honnéte homme. 1 then identify similar interactions
in two of Prévost’s more formally modern novels La Jeunesse du Commandeur and Histoire
d’une Grecque moderne. This study shows that unstable boundaries can be compatible with
compositional sophistication, and outlines a new method of analysis that can be applied to

narrative fiction from other periods and in other media.
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Introduction

Context

The way an eighteenth-century novel’s parts relate to the work as a whole is
important today because developments in the genre and changes in attitudes toward it
have shifted since then in a way that prevents us from fully appreciating the fundamental
mechanisms that undergird all prose narrative fiction, and even narrative fiction in other
media. There is a formal similarity between long eighteenth-century French novels
published by installments and the recent phenomenon of releasing whole television show
seasons online all at once that highlights the possibility of interactions between the
visible structure of a work of narrative fiction—chapters, books, volumes, and
installments in the case of novels, and episodes and seasons in the case of television
shows—and its underlying narrative structure, and by studying these interactions in
Prévost’s novels | hope to make it possible to identify similar interactions in other works
of narrative fiction. The method of analysis I outline here could be applied to various
kinds of narrative fiction, whether in printed prose or in visual form, and could help to
overcome or to better define problematic categories such as romance (as opposed to
novel), philosophical tale, realist novel, etc.

In the present analysis I seek a better understanding of how eighteenth-century
French novels were divided into parts, whether by inscribed divisions such as parties,
livres, or tomes, or by the installments of publication. The main reason why this is worth
doing is that the realities of eighteenth-century publication changed how novels were

perceived by audiences in ways that modern readers, including scholars and critics, are
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unused to, and it is necessary for us to understand the differences if we hope to approach
these works on their own terms. Among these differences, the one that my project
primarily addresses is the uncertain boundaries of eighteenth-century novels. Because
publishers could not commit to producing a long work without knowing whether or not it
would be profitable, authors had little incentive to plan long works in advance, but did
have incentive to allow the possibility of continuation to capitalize on the popularity of
works that did sell. Accordingly, neither audience nor author could tell if the “end” of a
novel was truly the end. This may have led to an aesthetic of the “segment” or the “part,”
which is perhaps reflected in the prevalence of intercalated narratives. Each inserted story
provided the eighteenth-century novelist an opportunity to display his or her skill at
evoking the reader’s emotions. Nevertheless, this characteristic of the eighteenth-century
novel came to be considered by nineteenth-century novelists as one of the flaws of their
predecessors’ work, and by scholars—until the latter half of the twentieth century—as a
sign of those novelists’ lack of sophistication, happily eradicated by the development of
literary technique as time went on. Although my research confirms some scholars’
suspicions that Prévost did not make extensive use of dispositive techniques to create
suspense or to manipulate his plots (e.g. Escola “Longueur”), it provides a more nuanced
understanding of his use of dispositive techniques. Analyzing how Prévost was
influenced by the pragmatic realities of his changing situation, allows us to overcome the
limitation of past attitudes toward his work, specifically, and toward eighteenth-century
novels in general, to see what Prévost’s use of dispositive techniques may have meant to

readers of his era, and perhaps gain some insight into how dispositive techniques guide



interpretation of serial narrative fiction in other eras, especially given the increasing
prevalence of serial forms of narrative fiction today.

Prévost is an ideal candidate for examination toward that end, given his
prominence among French novelists of the first half of the 1700s, and because his body
of work exhibits a relatively varied sample of the ways in which dispositive techniques
could interact with the publication of a novel: long novels published in several
installments, sometimes with significant gaps between one installment and the next;
incorporation of semi-independent works of varying length within longer novels, which
also varied in length; and shorter works published without significant delay between
volumes, though still consisting of multiple volumes. Accordingly, I have divided my
dissertation into three parts, each addressing a different scenario of interaction between
disposition and narration. While modern readers see chapters as the basic building blocks
of a prototypical novel’s narrative structure, even if many of the novels published since
the eighteenth century are not divided into chapters, my analysis of the structure of
Prévost’s novels shows that this definition of the genre is a product of modern publication
methods, not an inherent characteristic of the form, thus changing our perspective on the
relationship between artistic wholes and the parts that make them up—whether novel
chapters, television show episodes, or films in a franchise—and challenging our ideals of
artistic purity by revealing art as a commodity subject to pragmatic realities.
Serialization and Literature

Beginning with the advent of radio drama in the early 20" century, serialized

narrative has been making increasing inroads into the daily lives of everyone living



within the reach of the various media that have served as the vehicles of its expansion.
First radio brought the likes of the “Lone Ranger” and “The Shadow” into the homes of a
generation of American children every week, then the relay was taken up by television,
with some characters—the Lone Ranger among them—even making the leap from one
medium to the other. Television soap operas soon began to provide viewers with daily
installments of extremely complicated plots of seemingly endless possibility constrained
only by the pragmatic realities of production (e.g. actors’ illness), while weekly shows
came to be governed by the rhythm of the “season” more often than by a predetermined
plot. The tendency toward serialization seems ubiquitous today, with nothing apparently
more common than film “franchises” such as the “Indiana Jones” series, which often
spawn their own serialized spin-offs, in the form of comic books and television shows.
Indeed, it would appear that the process is (almost) infinitely repeatable in every
direction. In the case of “Star Trek,” a serialized television show gave rise to a series of
movies, which in turn prompted several overlapping television series, which led to
several films, not to mention the seemingly innumerable novelizations and comic books
that were inspired by the various television series and films. Hence, it is tempting to
claim that we live in an age of serialization. However, serialization—taken to mean
publication by installments—has played an important role in both literary and popular
printed narrative fiction since the eighteenth century, and continues to do so today.
Because serialization is only one way to divide narrative fiction into parts, I propose to
study the novels of Antoine Francois Prévost, much of whose work was published in

installments, to gain a better understanding of how he negotiated the interaction of the



disposition of his works (i.e. their division into chapters, books, volumes, parts, etc.) and
their publication by installments.'

One need look no farther than the example of nineteenth-century serialized novels
to see that serialized fiction did exist before electronic broadcasting began to bring it to
audiences in new ways. And although serialization is now commonly perceived to have
become the special province of “genre” fiction and is therefore no longer associated with
“literary” fiction—despite the fact that many works now considered literary masterpieces
were originally published in serial form—there is perhaps even more similarity than
difference, especially in the realm of print media, between nineteenth-century modes of
serialization and those of the twentieth century. Moreover, just as there may have been
greater continuity in print serialization than might be immediately apparent, the changes
brought on by the new media were perhaps not as great as they appear to be at first
glance. Convenient recording and playback systems for electronically broadcast
serialized narrative—such as audiocassettes, VHS and DVD—have made it possible for
audiences to experience serialized narrative without being bound to certain aspects of its
serial nature. Whereas audiences previously had to be in front of a television set at a
particular time in order to avoid being forever deprived of an episode of their show of
choice, it became possible to record episodes for later viewing, first on VCRs, then on
DVR devices. And although VHS technology made it possible to buy or rent television

episodes, it was impractical to buy whole “seasons” of a television show until the advent

' While the Latin term dispositio refers to the organization of speech according to the rules of classical
rhetoric, here the term derives from the idea of relationship between things, or their “disposition” toward
each other. It is also distinct from the Foucauldian notion of “dispositive” analysis.
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of DVD technology, which even made it possible to purchase a television show in its
entirety. Once it becomes possible to watch all the episodes of a given television series
back-to-back, the formal differences between a serialized novel republished in book form
and a serialized television show collected in a “boxed set” start to seem at least somewhat
less significant. After all, if most people choose not to watch all of “Battlestar Galactica”
in a single sitting, it is doubtful that anyone reads Great Expectations from start to finish
without interruption either (or Prévost’s Mémoires et aventures d 'un homme de qualité
qui s est retiré du monde, for that matter).

Recent innovations in recording technology, then, reveal a similarity between
nineteenth-century serialized novels and twentieth-century television series: both are
examples of extended narratives initially made available to the public in more-or-less
regular installments, and subsequently repackaged in collected form. What if this
similarity also applies to French novels of the “classical” age? Perhaps the similarity is
the result of an inherent characteristic of narrative fiction itself, or perhaps of any
narration, whether fictional or not? That is what I would like to find out by investigating
the relationship between the part and the whole in the work of Prévost, and—within the
temporal and spatial constraints of my project—in the work of certain contemporaries,
predecessors, and successors. It seems clear that our criteria for what can constitute “art”
depend on our conception of how the part relates to the whole, most likely as a result of
the pervasive influence of the Romantic aesthetic—which itself is perhaps ultimately
nothing more than an interpretation of the classical ideas of unity inherited from

Aristotle—despite the best efforts of post-modernist and deconstructionist artists and



theorists to eradicate it. However, it is extremely difficult—if not impossible—to set up
firm empirical criteria for what constitutes a work of art based on “unity,” if for no other

reason than that seemingly every critic, scholar and writer defines it differently. Does
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“unity” mean “organicity,” “wholeness,” “tightness of plot,” “non-episodic structure,”
“coherence,” or something else? For that reason, it seems unjust to fault periodically-
published novels of the ancien régime, like those of Prévost, for their segmentary
structure, when “literary” authors as different from each other as Larry McMurtry, with
The Berrybender Narratives and the Lonesome Dove tetralogy, and Proust, with his 4 la
recherche du temps perdu, have written series that resemble long novels like Prévost’s in
that they are published in novel-sized installments at that appear unpredictable intervals.
It is important to note a significant difference Prévost’s work and that of these modern
authors, namely that while Prévost’s novels and most television series represent the result
of writing without knowing exactly where the plot is going, Proust and other recent
authors of multi-part works are often much more certain in advance of their narrative’s
ultimate ending. Nevertheless, a comparison of the formal similarities invites a kind of
analysis that has not yet been conducted on the work of Prévost.

Novelists of the nineteenth century such as Scott, Dickens, Zola, and Balzac
wrote “whole” works that were published in parts, sometimes after the whole thing had
been written. Balzac’s works, while not strictly sequential, fit together into a common
universe mostly through the repetition of themes and the reoccurrence of characters and

settings, but with little continuity of plot or events. Zola’s Les Rougon Macquart tells the

story of a family but not in a strictly chronological way, although it is treated in certain



respects as if it were a single work. Even a work such as Henry Miller’s The Rosy
Crucifixion, a trilogy published over a period of more than a decade, earns its place in the
canon in part because it exhibits signs of unity that presumably come from having been at
least somewhat planned in advance. Dumas’ “Three Musketeers” novels show the
difficulty of differentiating between a series and a long work. Although first published as
a sequence of three works, each written after the other, when it was time for republication
the previously independent works were given a collective title and each was demoted to
the status of “part” of a longer work (Dionne 48-49). It would appear, then, that the only
definitive difference between a series and a multi-part work is one of terminology. In
light of this realization the preference of scholars and critics for coherent wholes over
multipart works seems to be more of a prejudice than a necessary criterion for judging
narrative fiction, and Prévost emerges as an ideal candidate for exploring this issue, given
the mixture of long, multipart novels and shorter, less divided novels in his body of work.
Prévost’s place in the study of the history of the French novel

Known today by his ecclesiastical title, abbé, during his life and for some time
after his death Antoine Frangois Prévost was referred to by the pen-name conferred upon
him by his first successful work: “I’auteur des Mémoires et aventures d’un homme de
qualité qui s est retiré du monde.” While successful at the time of their publication, the
Meémoires are now mostly forgotten even though Prévost’s best-known work today,
Manon Lescaut, was originally published as the seventh volume of the Mémoires and
only later came to be considered an independent work. This metamorphosis of part into

whole radically transformed Prévost’s authorial identity in a way that suggests the extent



to which ideas about narrative fiction have changed since Prévost’s day. While critics and
general audiences largely appreciated much of Prévost’s work long after his death, by the
end of the nineteenth century Manon Lescaut had almost completely eclipsed his other
work. Jean Sgard’s seminal Prévost Romancier was the first modern scholarly work to
return to the entirety of Prévost’s novelistic production—although as the title suggests,
Sgard did not study Prévost’s work as a journalist in Le Pour et Contre. However, while
Sgard brought new attention to Prévost’s artistic sophistication, his method for doing so
relied on the author himself as the unifying principle: all of Prévost’s novels, taken
together, form a portrait of the artist. This method of analysis not only glosses over the
novels’ internal divisions, but also blurs the boundaries between the novels themselves.
Before and after Sgard, however, Prévost has remained an important figure in
accounts of the history of the French novel, but his thematic and stylistic contributions
and influences have received much more critical attention than the dispositive structure of
his novels. He figures as an important precursor of the use of the novel by the
philosophes to critique society in English Showalter’s study of the evolution of the
French novel from the mid-seventeenth- to late-eighteenth-century, but like Sgard
Showalter mostly limits himself to thematic analysis and leaves aside the structure of
Prévost’s works. René Démoris has shown that Prévost uses his narrators as a mask for
his own role as author in order to invite a critical reading of his text (414-45). In his study
of the memoir-novel in France during the first half of the eighteenth century, Philip
Stewart cites Prévost as one of his main examples of the difficulty for modern readers to

distinguish between history and fiction in the work of eighteenth-century writers (196-



97). Stewart also mentions Prévost as an exemplar of the various strategies that authors of
the period employed to infuse the narrator’s perspective into the fabric of the narration
(e.g. 109-12). However, he only rarely stops to consider that Prévost might have
manipulated the division of his novels into parts, or have been constrained by that
division (e.g. 51-52). Several of the communications presented at a conference about the
French novel of the 1730’°s deal with Prévost, most often as an example of the decade’s
marked affinities with later autobiographies and realist novels, and principally deal with
the division of his novels into parts only as far as the relationship between Manon
Lescaut and Mémoires d 'un homme de qualité are concerned. However, the relative lack
of critical attention to the dispositive boundaries” in Prévost’s novels is justified, given
that Prévost was not a great innovator of these techniques. And yet, the reason for
studying dispositive structure in Prévost’s novels is not that it differs greatly from that of
his contemporaries, but rather precisely the fact that Prévost is roughly representative of
his period,’ and that representativeness, along with his prominence in the first half of the
eighteenth century, make him an ideal subject for the beginning of a more general
investigation.

Different critical ideas about the timeline of the novel’s development in France

arise from different conceptions of the novel’s role in, and reflection of, the evolution of

2 Jean-Paul Sermain addresses the rhetoric of Prévost’s novels, which is a kind of structure, in Rhétorique et
roman au dix-huitieme siecle : ’exemple de Prévost et de Marivaux (1728-1742), and Erik Leborgne deals
with the narrative possibilities that are evoked by imagination in Figures de ['imaginaire dans le Cleveland
de Prévost, but neither of these studies systematically addresses the role of dispositive boundaries in
shaping either the rhetoric or the imagined narratives of Prévost’s novels.

3 Although the particularities that set him apart from Marivaux are interesting, I will not treat them here.
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French society, and, therefore, Prévost’s role in that development. The fact that Prévost’s
prominence among early eighteenth-century French novelists persists in the modern
scholarly narrative of the novel is in part due to a tendency to treat the French Revolution
as the key moment of transition between the ancien régime and the modern period in the
development of the French novel, as typified by the example of Henri Coulet’s seminal
study, Le Roman jusqu’a la révolution (1967). If, as Coulet argues, the novel was born in
the eighteenth century, and if its development began in earnest in the last decade of the
previous century, Prévost’s prominence in the 1730’s and continued activity in the 1740’s
makes him a key figure of the midpoint of the genre’s development. Ugo Dionne cites
Prévost as one of the authors, including Marivaux and Mouhy, who contributed to “les
efforts déployés en France pour dépasser 1’opposition de la pesanteur et de la drolerie,”
efforts that tend to be discounted in favor of the influence of English novels of circa 1740
(316-317). Other scholars argue in favor of more continuity between the eighteenth and
nineteenth centuries, following the example of Frangoise Barguillet, who sees the novel
taking itself seriously as early as the 1770’s, and Alain Montandon, who identifies
multiple continuities and ruptures between the two centuries and among the various parts
of Europe, thus complicating the question of continuity itself. Jean-Paul Sermain has
demonstrated that the influence of Ian Watt’s seminal study on the “rise of the novel”
(1957) extends into the Francophone sphere through scholars such as Vivienne Mylne,
Philip Stewart, Frédéric Deloffre, Henri Coulet, and Frangoise Gevrey, whose work tends
to support Watt’s thesis that the novel arose in parallel with the formation of the

bourgeoisie (Métafictions 71). However, Sermain follows in the footsteps of René
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Démoris in an effort to oppose a different understanding of the history of the novel, one
in which attention to effects of illusion and realism would be merely one moment among
many, rather than the single most important axis for measuring the “rise” of the novel
(ibid. 71-72). Instead, Sermain proposes to extend Démoris’s emphasis on the role of
metafiction in creating the novel as a genre by applying it not only to first-person novels,
and by paying more attention to the esthetic experience of the reader (ibid. 72-73).* My

project continues in this vein by combining attention to the subjective experience of

* Regrettably, Olivier Delers neglects this line of criticism in his recent examination of the concept of a
“rise of the novel” in the French context (2015). Delers is primarily concerned with using character to
highlight the problems that arise from applying Watt’s thesis—or variants of it—namely that the
development of realism in the French novel is a result of the rise of the middle class, by adapting
sociological methods in the tradition of Bourdieu, Boltanski, and Latour, in order to avoid assigning
characters to predetermined social groups and to remain open to the text’s own presentation of itself
through its characters’ behavior (17-20). Delers mobilizes Deirdre Lynch’s concept of the “pragmatics of
character” as a way of avoiding “the pitfalls of the paradigmatic assumption that realism as a mode of
storytelling emerged at the same time as rational individualism” and of recuperating romance as an
important influence in the history of the novel (13). Just as each novel, as Delers argues, “produces a self-
contained theory of interest—almost always an unfinished theory steeped in its own contradictions” (16),
each ancien régime novel had the potential to be continued, so the interaction between its disposition and
its narrative should be taken into account to get a full picture of how the novel elaborates its idiosyncratic
response to the issues of the day. Latour’s idea of the “under-determination of action” as essential to
sociological analysis, which Delers uses to understand the actions of characters in novels (20), can also be
applied to analysis of dispositive structure. Rather than starting from an assumption that it participates in
the creation of the novel’s narrative structure, we must remain open to the possibility that the two systems
may not operate in cooperation with each other, or at least not all the time, and that this variability may be a
constitutive element of the novel, rather than merely a byproduct of the conditions under which it was
produced. Delers uses this method of sociologically-informed close reading to show how the “alternative
economies” that ancien régime novels create are complex and contradictory, neither directly inspired by
social critique or economico-political philosophy, nostalgic yet dynamic, and marked by “alternative forms
of rationality” (20). In the case of Manon Lescaut, Delers argues, “those who belong to the elite and the
privileged classes engage in oppositional behaviors in an attempt to carve out a space where authentic
friendship and sentiments can be preserved” (20). Despite the convincing arguments in favor of Manon
Lescaut’s independent genesis, the novel’s original publication leaves its marks on the text even after its
liberation, and Delers’s argument could stand to gain from a better understanding of how Manon Lescaut
fits into the overall narrative and dispositive structures of the Mémoires d 'un homme de qualité. The
evolution of the protagonist’s status as an active individualist agent is also entwined with his identity as
noble by nature, in contrast to some of his relatives who are noble only by birth, and this evolution is better
understood in light of the interaction between narration and disposition in the novel.
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reading with attention to some neglected formal aspects of the text that influence that
experience.
Origins of modern critical ideas about part—whole relationship

French critics and novelists of the ancien régime did use dispositive terms when
discussing novels, and the ways they did so indicate that the relationship between the part
and the whole was differently conceived prior to the advent of the chapter’s dominance in
the nineteenth century. Pierre-Daniel Huet’s Lettre-traité sur les origines du roman
(1669) mentions chapters in a way that shows a confusion between the different levels of
the dispositive hierarchy and a confusion between the idea of the work as a whole and the
idea of the work as part of a larger text (54-60). Mostly these dispositive terms serve to
locate specific textual elements within works.” While it was not a major focus, critics of
this period did also talk about novels and their parts in ways that admit the possibility of a
mismatch between narrative structure and dispositive structure. For example, when a
critic uses the term moitié to contrast the first part of a novel with the second part it is
unclear whether this “half” corresponds to any dispositive unit, and might refer more to
the kind of narrative structure that is under examination here (Smyth and Hopes 118-
119). The terms /livre or ouvrage designate an entire work, or any entity that can be

designated by a relationship between a text and a title, associated with certain

> For instance, in Armand-Pierre Jacquin’s Entretiens sur les romans (1755), one of the characters in the
conversation, an abbé, cites a chapter of Voltaire’s Essai sur le poeme épique in which the philosopher
classifies Tasso as an epic poet, as proof that the philosopher contradicted himself later in Le Siecle de
Louis le Grand by categorizing him as a novelist (23). Another of Jacquin’s characters, a countess,
dismisses a boring novel by scoffing that “Je ne s¢ais pourquoi je n’ai jamais pQ terminer le premier
Volume” (89-90).
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boundaries.® Even so, the relationship between the “wholes” thus conceived and other
textual entities can be complex, as in the case of the Christiade, which Jacquin’s abbé
describes as a “suite” of Milton’s Paradise Lost (182-83). In De [’'usage des romans,
Lenglet-Dufresnoy cites the second part of Don Quixote as an example of an author
responding to criticism, although his work suffered for it (Google 159). Eighteenth-
century French novelists also thought about the relationship between the narrative
structure of their works and the expression of that structure in dispositive form. We can
see this awareness in Crébillon’s advice to another author, advocating a two-step process
of composition that begins by deciding what should go in each chapter and continues
with a more global review to determine the order of the chapters (Lynch [1978] 61, citing
Emile Henriot in Les Livres du second rayon [Paris: Chamontin, 1920] xxi-xxvii).
Together, these examples show that while ancien régime novelists and critics recognized
the instrumental potential of dispositive units, their understanding of the role of such
units within the overall structure of a given work was complicated by the narrative
structure of the work in question.

Sources from the late nineteenth and early twentieth centuries show the origins of
our tendency to conflate the dispositive and narrative structures. As part of his
demonstration of the trend toward increasing realism in the novel, Le Breton (1898)
argues that French novelists of the seventeenth century had no pretensions of creating the

illusion of reality, and that while authors did represent reality, it was always disguised, as

% See Jacquin: “Le Livre des Proverbes porte encore aujourd’hui le nom de Paraboles de Salomon” (33), or
“Tout ouvrage doit avoir une fin : celle du Roman, fondée sur le précepte d’Horace, doit étre de plaire &
d’instruire, en mélant I’agréable a I’utile” (23-24).
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when Scudéry presented her social circle as Romans shepherds and shepherdesses (4). Le
Breton further associates this lack of realistic ambition with a lack of logical relationship
between disposition and narration, as Scarron demonstrates when he “se demande tout
haut a la fin de son premier chapitre ce qu'il pourra bien mettre dans le second” (ibid.).
Rather than taking the apparent non-correspondence between the narrative structure and
dispositive structure in ancien régime French novels as a sign of compositional
technique, Le Breton sees it as betraying the lack of an organizing principle: “Ce n'est pas
la vie, ce n'est pas la secrete et impérieuse logique des faits et des passions qui impose a
I’Histoire de Gil Blas son plan et ses limites” (54). This lack further manifests itself in
the lack of a logical dispositive structure: “Nous [...] avons conscience que le désir de
rassembler dans son livre toutes ou presque toutes les variétés de la sottise et de la
friponnerie [...] a seul guidé [I’auteur] dans sa marche, amenant tel chapitre apres tel
autre” (54). It is perhaps telling that Le Breton confuses dispositive terms of different
hierarchical levels: “a 1'origine, Manon Lescaut elle-méme n'était qu'un chapitre ou plutdt
un supplément ajouté a ces mémes Mémoires dont elle formait le tome septieme et
dernier” (104). The hesitation between “chapter” and “supplement” suggests an
unconscious awareness of the existence of narrative structures of various scales that are
not accounted for by the various dispositive units that form the whole of a work such as
the Mémoires d’'un homme de qualité.

Le Breton demonstrates the instrumentalist attitude toward dispositive units, in
which each unit is seen as a vehicle for a particular plot point or subject, as in the second

chapter of Gil Blas, which is “consacré a Monneville” (369), or “le chapitre des
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Aventures de Beauchéne qui nous conduit chez M. Rémoussin, le colon canadien” (388).”
Etienne mentions a “thesis” that is developed in a certain chapter, and cites a sentence of
Crébillon’s Egarements du cceur et de [’esprit that is “exactement le résumé de toute la
partie psychologique du premier volume de Grandisson” (267, 54). The volume serves
mainly as a means of judging narrative density: in a comparison between the treatment of
similar plots by Courtilz de Sandras and La Calprenede, Le Breton notes that “ce que La
Calprenede délayait en un volume tient maintenant en une cinquantaine de pages” (29).
The volume, as a compositional tool manipulated by “les grands romanciers” is
something that incites the reader to continue reading it until finished, unlike the work of a
novelist like Marivaux, in whose work “chaque page prise a part est un régal,” with the
result being “qu'il est difficile d'aller jusqu'au bout du volume” (80). Servais Etienne
(1922) remarks on the impossibility of finishing a “roman psychologique,” which
continually begins anew: “comme dans la vie qu’il s’efforce de représenter, un chapitre
ne conclut pas seulement, il en amorce encore un autre” (55). The idea of the (potential)
equivalence between a “line” or a “sentence” and a “chapter” or “volume” is common
among these critics: Etienne cites a sentence by Marmontel “que Richardson aurait
développée en un chapitre” (129). And while Le Breton and others after him have argued
convincingly in favor of considering Manon Lescaut to be an independent whole based

on the fact that contemporary readers did mark a difference between it and the preceding

7 It is worth noting that this attitude was not uncommon in the eighteenth century as well, perhaps
particularly in more comedic novels such as Gil/ Blas, whose chapters, as Le Breton reminds us, are
preceded by summaries (369).
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six volumes of the Mémoires, it is now important to turn our attention to the underlying
structural systems that made it possible for Manon to begin its existence as a part.
Modern background of recent critical ideas about part—whole relationship

Two of the major approaches in novel studies of the past century are the
narratological and the historical, and in my dissertation I open a dialogue between them.
The narratological approach (e.g. Genette) is embodied by structuralism and its offshoots,
while the historical approach (e.g. Chartier) is embodied by the New Historicists and the
scholars of the “History of the Book.” Ugo Dionne’s La Voie aux chapitres can be seen
as an example of the narratological school allowing itself to be influenced by the
historical school.® Dionne aims to pursue a narratologically-minded goal, i.e. refining the
typology and classification of narrative techniques to reach a better understanding of the
poetics of the novel, by means of historically-minded methods, i.e. avoiding
anachronism, acknowledging the impossibility of codifying a universal, trans-historical
poetics of the novel, and reaching into the past to see how it was different from the
present. However, his overall objectives remain decidedly narratological. I have produced
a study that allows each approach to influence the other, and that serves the ends of both.
Allowing the historical approach to influence the narratological approach has meant
acknowledging the effects of material constraints on publication, while for influence to
flow in the other direction has meant bringing a narratological perspective to bear on the

discoveries provided by the historical approach. Limiting the analysis to one author has

¥ Yannick Séité has also contributed to this kind of scholarship with his study of paratext in La Nouvelle
Héloise (Du Livre au lire), as well as in an article on the novel (Le Monde des Lumiéres), and an article
calling for new directions in scholarship (“Pour une histoire littéraire du livre”).
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facilitated this methodological cross-pollination, because subtracting the variations
among authors highlights the distinctions between results of different approaches.

To introduce my analysis of structure in Prévost’s novels, it will be necessary to
situate my work with respect to two major scholarly traditions: literary theory and novel
studies. In both cases, some subfields are particularly relevant to my project. On the
theoretical side, I rely primarily on narratological concepts derived from the work of
Genette, although he deals with the structure of the narration and not of that which is
narrated, and to a lesser degree on structuralist and poststructuralist ideas about the
boundaries of the text, such as those of Barthes, and on deconstructionist ideas about the
boundaries of artworks, such as those of Derrida. On the novel studies side, my work
enters a long tradition of scholarship both on the novel as a genre, generally, and on the
work of Prévost, specifically. In the realm of general novel studies, my approach
particularly depends on the work of Ugo Dionne and others regarding the relationship
between the part and the whole, but I have also been influenced by the work of material
text scholars such as Roger Chartier. In the specific domain of Prévost scholarship, I am
particularly indebted to Marc Escola’s work on narrative structure in pre-nineteenth-
century periodical fiction, which crosses the boundary between part—whole studies and
Prévost studies.

Publication rhythm

Publication rhythm is at the heart of the present inquiry, and there are two

principal ways in which its influence manifests itself in Prévost’s work: the evolving

relationship between journalism and fiction and the evolution of publication practices.
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Marc Escola’s work on the poetics of “periodical fictions” raises crucial questions about
how the practical realities of ancien régime publication influenced the composition of
novels. Escola’s work focuses mainly on the identification and description of techniques
and strategies available to authors writing novels whose ends they cannot ever completely
know in advance. While this is very useful, the present analysis focuses on the influences
of the pragmatic realities of publication on the interaction between dispositive structure
and narrative structure of ancien régime novels, which is both a potential site for
strategies like those that Escola seeks to define, but also a site of primary interface
between authors and their texts, regardless of the authors’ consciousness of or concern for
the unknowable ends of their novels.

Jean-Paul Sermain notes the murkiness of the boundaries between journalism and
fiction in the eighteenth century, beginning with Addison and Steele’s The Spectator in
1710, after which European journalism began to increasingly resemble fiction, with a
growing number of journalists taking on personae and describing true events from the
point of view of fictitious characters or recounting fictitious events in terms synthesized
from true experiences (“Roman et presse” 263-64). The result was that the main
difference between the novel and the newspaper in the eighteenth century was that the
former defined itself as a fictional narrative attempting to pass itself off as true, while the
latter defined itself as a periodically-published text—hence the blurring of the generic
lines that comes about when taking into account “newspapers” like Marivaux’s
Spectateur frangais, which was published in short quasi-novelistic texts but whose

installments appeared at irregular intervals (Sermain, “Roman et presse” 264-65). For
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Claude Labrosse, the increasing segmentation of novels over the course of the eighteenth
century is a sign of an evolution beginning in the middle of the century towards a literary
scene increasingly characterized by a more supple, rapid-paced exchange between
writers, journalists, and readers (“Lecture du roman” 83).’
Boundaries and the idea of unity

The importance of publication rhythm itself, however, derives from the question
of the how to identify an artistic whole, which can be conceived of as the process of
identifying the boundaries of the work, which, in turn, depends on the reader’s definition
of artistic unity. Prévost’s work offers an interesting challenge to both the very idea of
artistic unity and the notion of fixed boundaries of a work of art, particularly with regard
to the relationship between Manon Lescaut and Mémoires d 'un homme de qualité. The
typical modern critical position with regard to this relationship is embodied by Martin
Turnell’s study of the “art of French fiction” (1959). Turnell cites Manon Lescaut as an
example of how Prévost “stretched” the “structure of the classic novel”, the defining
characteristics of which are the “tautness, [...] economy, [and] linear perfection” that
come from the “relatively stable [...] society” that produced the “classic novel” (3). It
seems clear, however, that this is an a posteriori definition constructed to validate the
idea that “Manon Lescaut is a classic novel joined on to a long, rambling picaresque

novel” (3). For Turnell, the cyclical novel is a development of the roman d’aventure, in

? Prévost was not immune to the trends that these two scholars describe, and while my analysis here does
not directly consider the influence of Prévost’s journalistic work on his novelistic work, I intend to do so in
future study of the part—-whole dynamic in Prévost’s novels. For a study of Prévost’s work as a journalist,
see Shelly Charles (Récit et réflexion) and Rori Bloom (Man of Quality, Man of Letters).
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which the “adventures” of the plot are matched by the psychological “adventures” of the
protagonist, while the roman fleuve represents a further development: like Balzac and
Zola before them, Rolland, Romains, and Martin du Gard “were trying to devise a literary
form which would include the whole of life” (4-6). However, the inadequacy of Turnell’s
account becomes clear when he describes the relationship between A la Recherche du
temps perdu and the parts that make it up. Whereas he has no qualms about treating
Manon Lescaut as an independent work, a classical novel tacked onto a picaresque novel,
he argues for the unity of the Recherche as a single work, despite the independence of its
parts. In Turnell’s view, “‘“Un Amour de Swann’ is a psychological study of an emotional
entanglement in the finest classic manner,” not an independent work (15). The unequal
status accorded to each of these works is even reflected in the use of typographical
conventions: the use of italics for the title of Prévost’s text identifies it as an independent
work, while the use of quotation marks identifies Proust’s text as part of a larger work, or
at most a subordinate work on the scale of a short story or poem.

Margaret Doody’s True Story of the Novel (1996) establishes the connections
between the novels of antiquity and those of the modern period, which had previously
been largely dismissed, in large part by focusing on realism and characterization to
destabilize simplistic notions of displacement or supersession by the novel by something
else, for example either epic or romance. However, she pays less attention to the
importance of structure and boundaries in the novel, though she does provide a minimal
definition of the form: “I believe that a novel includes the idea of length (preferably forty

or more pages), and that, above all, it should be in prose,” although ultimately the
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definition is a tool, since “If anyone has called a work a novel at any time, that is
sufficient” (10). For Doody, the idea of “ending” is not particularly “literary,” since while
“History puts things in the past and declares the past safely over, for literature nothing is
never over,” or, in other words, “Literature never has a Nachleben—a posthumous
existence—but only a leben, a life continuous” (304). While this attitude approaches the
idea of uncertain boundaries, Doody seems more to have in mind “Literature” as a whole,
rather than any particular given work of literature.
Parts and the idea of structure

On the whole, scholars have neglected the relationship between the “whole” of
the novel and its “parts.” Philip Stevick’s monograph on the fictional chapter leaves
much to be desired, as it focuses mostly on the “idea” of what a chapter “should” be,
rather than on what it is (1970). Edwin Muir’s The Structure of the Novel proposes
several categories of novels based on certain oppositions he sees in the fundamental
nature of the form (100). There are novels of action, in which characters serve as agents
of the plot, and novels of character, in which the plot serves as an agent of the characters.
There are dramatic novels, in which plot and characters work together, but which are
limited in their use of time and free in their use of space, and there are character novels
free in their use of space and limited in their use of time, and in the “chronicle” “the
single life is the unit,” meaning that multiples of ten years in the protagonist’s life form
internal boundaries (100). In his study of fictional structure in Austen, Bronté, and Elliot
(1969), Karl Kroeber uses “the unit of the page” to “analyz[e] the underlying structures

of novels,” although he admits that it is “unsatisfactory,” since “the size of a novel (or of
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any subdivisions of it) is measured most precisely and usefully by the number of words it
contains” (141). Studies such as Clifford R. Johnson’s Plots and Characters in the
Fiction of Eighteenth-Century English Authors typically summarize the events of novels
according to their dispositive units, e.g. the summary of Fielding’s Amelia is punctuated
with phrases such as “Book one—Booth in prison” and “Book two—The story of
Booth’s romance with Amelia” even though the story could be summarized differently if
one were not to base the summary on the dispositive structure (1978, 3). However, the
relationship between the part and the whole has begun to receive some scholarly attention
in recent years, notably at a conference in 2008, and in the publication in 2012 of a
collection of scholarly essays on the “size” of novels that covers the entire chronological
range of French literature.

Most scholars who have touched on the issue accept the fundamental linearity of
literary texts, thus privileging the whole over the part (Dionne 233-38). Deconstructionist
criticism has led to the idea that because all texts are fundamentally fragmentary any
apparent linearity is an illusion, meaning that the “part” is all that remains in the final
analysis, given that no “whole” is truly unitary, being composed of parts that can never
truly connect to the other parts with which they are amalgamated (Dionne 238-243).
Here, the term “parts” can mean the subunits of the novel as indicated in the text itself, or
it can mean the installments of publication. The recently published volume La Partie et le
tout contains the proceedings of a series of three conferences held on the topic of the
relationship between part and whole in ancien régime fiction. Both ways of

conceptualizing the “part” receive attention in this volume, but so do other ways that rely
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more on the judgment of today’s scholars than on objectively observable characteristics
of the texts themselves. Thus, although scholarly interest in the part—-whole dynamic in
narrative is increasing, as shown by the publication of these proceedings and by the
conferences that preceded it, that interest remains more significantly affected by
formalistic and theoretical perspectives than I believe necessary.

While modern critics tend not to engage directly with the relationship between the
part and the whole, their commentaries on the novel as a form imply an attitude toward
that relationship of which they may not even be aware themselves. While much of what
Turnell says about the history of the novel now seems outmoded, he expresses an idea
about the relationship between narrative and disposition that continues to have influence
today: while “[t]he core of the pre-Flaubertian novel was narrative,” “[w]ith Flaubert the
novel was transformed into an arrangement of images” (7-8 emphasis in original).'® It is
clear that Turnell shares the idea, common today, that a work’s progression, from
beginning to end, whether expressed through images or through the events of a plot,
ought to follow the work’s dispositive division. In the case of Madame Bovary, “[t]he
movement, with the division into three parts, 1s circular” (Turnell 8, emphasis added).
Vivienne Mylne’s essay on “techniques of illusion” in the eighteenth-century French
novel addresses the example of Rousseau’s insistence on the division of Julie, ou la

Nouvelle Héloise into six volumes (1965, 1981). Doody’s preference for discussing

' Individual readers may or may not agree with Turnell’s claim that the events of the plot in Madame
Bovary are less important than the juxtaposition of various images within the work, though Turnell would
probably argue that such disagreement comes from the widespread adoption of the technique by authors
and its universal acceptance by readers, who no longer notice it as something that was once unusual (9).
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“tropes,” which she calls “the ‘deep rhetoric’ of the Novel rather than its ‘form’” is
salutary, as it allows her to avoid falling into the pattern of valuing, as she puts it, “Good
(Male) Form” over “Bad (Female) Matter” (304), but here I will attempt to ally a similar
attention to “figures [...] of narrative,” with an attention to form, as a means of isolating
and studying the very “resistan|[ce] to form” that Doody reminds us is famously integral
to the novel as a genre. After all, it is the continued, and therefore unsuccessful resistance
to form that plays a crucial role in constituting the novel’s identity as a genre, not a
process of rejecting form that could one day be complete, and therefore it is essential to
understand the dynamic interaction between narration and the form that it resists as it
becomes a novel, if we are to understand this genre. These “tropes,” according to Doody,
are “something more like narrative symbols that move us through a novel’s story,” or
“symbolic moments in a liturgy” (305). Like the points of narrative structural articulation
that I examine here, Doody’s “tropes” provide readers with clues about how what they
are reading at any given moment contributes to the eventual formation of some kind of
“whole.” Unlike Doody, though, I analyze how these turning points function in

relationship with the more obviously “formal” aspects of the dispositive system. '’

" While I examine structural articulations at all points within a narrative progression, Doody mainly focuses
on the use of tropes at the beginnings of novels, noting, for instance, that a striking number of novels begin
with a body of water (321). While Doody pays less attention to the tropes within the body of novels, she does
note that “[t]he third movement of Proust’s A4 la recherche du temps perdu is played out by the seaside,” and
that when Emma consummates her adulterous affair with Rodolphe near the marshland of a small pond “[s]he
crosses a threshold [...] in mid-novel, which is not the same as the threshold that figures at the novel’s open-
ing” (325). Doody discusses the significance of many other novelistic tropes, but rarely describes their func-
tion in relationship to their situation within the narrative or with relation to their position within the novel’s
dispositive structure. She does mention that “the description of the River is the climax of the first chapter”
of The Wind in the Willows (324, emphasis added). This is perhaps to be expected since her main objective
is not to define the effects of tropes on narrative structure, but rather to demonstrate commonalities between
novels of all time periods, which she does by citing similar uses of given tropes in novels separated by cen-
turies.
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Crossing the Genettian threshold to walk on Dionne’s path to chapters

Identifying the underlying structures of novelistic works can help us to understand
how such works function as narratives, but at the risk of imposing anachronistic criteria if
the structures identified are not materially indicated by the text itself. In La Voie aux
chapitres, Ugo Dionne shows one way to avoid this risk. His book is the first major study
of the mechanics of the typographical division of novels into parts, and in it the ancien
régime novel serves as the point of reference both for proving that the schema we now
consider “classic” was not always standard, and for showing how the chapter came to
dominate previous modes of disposition. Other critics’ analyses of the part—whole issue
focus on the connection between novelistic writing and journalism under the ancien
régime as another way to avoid imposing anachronistic criteria on the narrative fiction of
the period. Dionne proposes four schemata for theorizing the division of texts, two of
which are based on the work of Gérard Genette. The first is based on Genette’s seminal
work Seuils, in which he distinguishes between the fext, i.e. the material that makes up
the work itself, and the paratext, i.e. any secondary text that accompanies the main text in
its published form. As Dionne points out, though, Genette’s typology does not account
for a work’s disposition, which occupies the frontier between text and paratext: it is more
unstable than the text and less certainly attributable to the narrator or author than the text,
as a novel can be divided into volumes at the whim of the publisher; and yet while it is
not part of the text itself, it does help the text function as a work (201-214). The second
schema is based on the distinction, laid out in Genette’s L '(Euvre de [’art, between those
qualities of works of art that are necessary, and those that are contingent. Because novels

are produced according to an artist’s directions, but by someone other than the artist, for
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Genette the essence of a novel is not the physical object that is the book, but rather the
“lexical chain” it makes available to the reader (Dionne 214-219). However, Genette
never quite makes it clear whether the “macropunctuation” of a work’s disposition should
be considered part of this chain (Dionne 219-220). To answer that question, Dionne
advocates returning to the texts to make a determination “pour chaque cas d’espéce, pour
chaque genre, ainsi que pour chaque époque, chaque régime romanesque successif”,
given that standards for how much variation a text can tolerate before metamorphosing
into another work change over time and vary between genres (220-221). My study of
Prévost is a contribution to such efforts.

Genette’s claim that the ultimate purpose of paratext is to support the text inspires
Dionne to argue that even the titles of imaginary works, such as those of Rabelais’s and
Furetiere’s imaginary libraries, serve only to provide those works a kind of existence
(205). Yet, could we not say that the purpose of the imaginary works is to bring the titles
into existence, given that the joke is in the title? From a certain point of view, the text
comes into existence in order that the title can have a referent. The fact that a title can
exist without a work, even as a joke, suggests that texts can be seen as materializations of
ideas that can, and do, exist without them, and these ideas carry a certain degree of
dispositiveness about them. If the act of artistic creation can be understood as the process
of bringing an idea into the realm of material existence, then we could say that the text
exists to serve the paratext, to the extent that the paratext is itself a provisional
materialization of the idea that the text will eventually bring into full existence. Looking

at things in this way is particularly useful for works published in installments—and by
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extension for all ancien régime works of fiction, since they are all susceptible to
continuation—because the most basic, primal element of the paratext, the title of the
work, must necessarily preexist the full expression of the work. Through the title, the
paratext reaches a certain degree of completion from the very beginning that forever
escapes the text, given that the title, by definition, applies to the whole work, whatever its
final form—even if the title eventually changes, it lays claim to the entirety of the work
from the very first moment of publication.

One of the limits of Genette’s approach that Dionne shares is the necessity it
imposes of considering only the textual means of narration, and not the narrated itself that
the text contains. Methods of narration can be described according to any number of
material characteristics: voice, focalization, time, space, etc., but these descriptions fail to
capture the progression of the narrative, or the evolution of characters. Noting a change
of narrators, for instance, does nothing to describe what is happening in the story that first
one narrator, and then the second, is telling. This optic is at once a strength and a
weakness. The strength of this method is that it leads to insights that would be impossible
solely based on the consideration of the narrated alone, as if it could be totally separated
from its narration. Its weakness is that, conversely, it makes it difficult to reach the kind
of insight that, can only come from considering the narrated in that more abstract,
idealized way. Both approaches, then, have strengths and weaknesses, and my aim in this
project is to attempt to combine the strengths of both as much as possible while
minimizing their weaknesses. Inevitably, I will not reach insights as far-reaching as [

would if [ were to employ only one of these methods, but so, too, my blind spot will not
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be as large as either method applied to the exclusion of the other. Here, Stevick’s
approach to the chapter, so disappointing when it comes to a formal study of disposition,
may serve as a model. Stevick treats the chapter as a “natural” division of the text, and so
is perhaps dealing more with the interaction between narrative structure and dispositive
structure, but without intending to do so. While I have made an attempt to avoid treating
the narrative divisions I have identified in Prévost’s text as “self-evident” or “natural,” by
attempting to combine a study of narration with a study of the narrated, I necessarily run
the risk of letting my subjective reading of a text influence my analysis, although because
I am attempting to take readerly experience into account, a limited amount of such
influence may actually be more help than harm.

Dionne further identifies two ways of understanding the internal divisions of a
work of narrative fiction based on other theorists, who embrace one of two possible ways
of conceptualizing a “work,” either as a linear whole divided into segments, or as an
assemblage of juxtaposed fragments (Dionne 233-243)."> Dionne’s opposition of the
segmentary and fragmentary modes of disposition is, as he himself notes, artificial, since
most works operate in both modes (249-250), but I would like to argue that even the two
modes taken together do not entirely account for the narrative structure. Even if the
dispositive units are completely continuous, it is not always the case that the boundaries

between them must necessarily serve as the most important (or only) measures of

2 For the linear-segmentary perspective Dionne cites Ernst Curtius, Aron Kibedi Varga, Marc Fumaroli,
Randa Sabry, Jean Rousset, Michael Riffaterre, Paul Ricceur, Guy Larroux, Roger Chartier, Christian
Jouhaud, and Wolfgang Iser; for the assemblage-fragmentary perspective he cites J. Hillis Miller, Phillipe
Lacoue-Labarthe and Jean-Luc Nancy, Alfred Glauser, and Barbara L. Merry.
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narrative progress, and neither is it the case that a fragmentary narrative structure must
necessarily be reflected by disruption of the dispositive structure. The logical error is to
apply our modern assumption that the incomplete status of a dispositive unit “renvoie a
une continuation, a une complétion qui aura lieu en effet, dans la suite de I’ceuvre et les
chapitres subséquents” (239), to texts of the ancien régime, about which neither reader
nor author could say such a thing. From either perspective, it would be logical to expect
these parts, segments or fragments as they may be, to correspond to dispositive units, but
the relationship between textual disposition and narrative structure is not always so
straightforward, and often more than one schema is necessary to fully understand the
forces at work (Dionne 249-250)."* Dionne’s simultaneous attention to theoretical
concerns and to historical realities thus provides a partial model for my study of Prévost.

However, unlike Dionne, my aim is not to use the novels of the ancien régime to create a

" Dionne concludes that dispositive structure can be more or less contingent or constitutive of a novel
depending on its exact generic and temporal characteristics (220-221). Dionne discusses the division of
Fénélon’s Télémaque, which in at least one case was divided into 24 books that respected the author’s
preferred division into 18 books, but divided some of the longer books according to internal narrative
divisions (221-225). However, Dionne fails to note that these apparently “natural” internal divisions might
not represent the only possible dispositive divisions of the text, since it is possible to find narrative
transitions at almost any point in the text, which could be used as opportunities for dispositive interruption.
The example of the Princesse de Cléves, whose division into four books can neither be totally discounted
as contingent nor completely endorsed as constitutive, which Dionne notes (229-231), could perhaps be
better understood by identifying a narrative structure (not necessarily dictated by formal characteristics
such as level switching) and comparing that to the dispositive structure to determine what effects the
tension between the two systems produces for the reader. [ would agree with Dionne that “[d]e toutes les
dynamiques a I’ceuvre dans le processus historique, c¢’est bien [...] la durée [...] qui est le plus
déterminant” (231), because that is more or less what’s happening in the case of novels published in
installments: the definitive relationship between narrative and dispositive structures can’t be determined
until enough time has gone by; however, there are different relationships that obtain during the process of
publication, and those don’t cease to be valid once it becomes clear that the text has reached its final form. I
disagree with Dionne’s contention that unless an author “inhabits” (investit) the norms imposed by the
cultural norms in effect, that unless the author “integrates” these norms into his/her practice, s/he must
necessarily become their slave, or that it is necessary to “subvert” a genre to be in control of one’s authorial
productions, and that if one is not then one is somehow substandard (232, the last part is my interpretation
of the unstated implications of Dionne’s statements).
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diachronic scheme for classifying and cataloguing all the possible ways of employing
disposition in print narrative fiction. Rather, I intend to study the dispositive techniques
of one novelist to better understand both that novelist’s idiosyncratic use of those
techniques and the role of disposition in ancien régime fiction generally.

Dionne has studied the development of our modern conventions regarding the
relationships between the novel, as a “whole,” and its parts, but his typology is decidedly
retrospective: it is impossible to ever know with complete certainty into which category
to place any given work until it reaches its final form. This cuts the theory off from
readerly and writerly experience. From the reader’s perspective, it may seem that a work
is going to end up taking on one given form and not another, based on peritextual,
paratextual, and textual indications, but if it doesn’t reach that form within a short period
of time there is no immediate way for the reader to know whether it will someday reach
that form anyway. There are only increasing levels of certainty, never complete certainty.
Similarly, the final form of a text may place it in a different category than the author
initially intended for it to occupy. Dionne’s treatment of “romans encadrés” still takes
into account the final status of the text when determining the form of the resulting “work”
even though only the fullness of time is able to effect the transformation of a would-be
archdispositive series or an inserted narration into independent “romans encadrés,” and
this fullness of time was not available to the authors as they were writing nor to the
contemporary audience as they were reading and potentially waiting for the continuation
(117-124). The Heptaméron, whose title, as Dionne notes, “inscri[t] le naufrage du

projet” (124) of ten days and one hundred tales, as well as parodies of the form (127-
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128), are a perfect example: the “identity” of the work is only knowable, by modern
standards, after it can be safely determined that no further installments of the text will
appear; and even in this case it would be possible to imagine a posthumous allographic
continuation. Dionne also argues in favor of the modern principle of the critical edition,
which rejects other possible dispositive structures when an authorized version is known
(225). However, this acceptance fails to fully take into account the fact that readers did
encounter texts in unauthorized states.

There is a similarity between the dispositive structure, as conceived by Dionne,
and the narrative structure, as I propose to understand it here: both can only exist in the
mind of the reader. Dionne defines the dispositive system as part of the paratext, which is
situated around the text, and more specifically as part of the peritext, which cohabits with
the text, either within the book, on its surface, or in some other necessarily contiguous
space (202-203). I agree with Dionne’s classification to the extent that the dispositive
structure thoroughly penetrates the text without becoming part of it, but I disagree to the
extent that it necessarily exists beyond the text and therefore never truly “cohabits” with
it. The material signs of the dispositive structure, e.g. chapter and section titles, are
separate from the structure itself, which could be represented differently. The text is
contained within dispositive units, but those units are not the words or symbols or spaces
that denote them, and the story is contained within narrative units, but those units are not
the words, symbols, or spaces that denote them. Rather, a chapter or other dispositive
structural unit is a mental entity given a contingent form on the page, subject to

modification in subsequent editions, just as a narrative structural unit depends on the
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reader’s understanding of how the current moment of the narration plays a role in
forming a “whole” work. Dionne identifies the power of the dispositive structural system
to act as a sign of a work’s identity: “il révele les lignes de force du roman, il en déclare
le dessin” (250). The narrative structure signals the same things from a different angle,
and perhaps more accurately, although the true identity of a text as a “work™ only exists
when a particular conjunction of narrative and dispositive structures are considered
together.

In addition to “disposition,” my translation of Dionne’s term /e dispositif, which
consists of a work’s division into chapters, books, parts, volumes, and installments, three
of Dionne’s terms deserve to be explained here: archidispositif, paradispositif, and
quasidispositif, which 1 will translate as archdisposition, paradisposition, and
quasidisposition. Dionne defines archdisposition as any system that organizes a group of
novels in a way resembling a system of organization for the internal divisions of a novel
(21). This includes four subtypes: 1) the “cycle,” particularly as practiced during the
Medieval period and in the nineteenth century, which consists of independent novels that
can be read alone, but that only acquire their full significance when considered in
relationship to the entire system; 2) the “sequence,” in which the first novel determines
the diegetic and ordinal parameters of the works to follow; 3) the “series,” which is made
up of independent units that each constitute a realization of the same archdispositive
principle; and 4) the “corpus,” which obtains when an author’s complete or selected
works are grouped together to form a single “work™ (21-22). Dionne’s “quasidisposition”

corresponds to any textual element of a novel that resembles a more formal disposition,
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but without fully attaining that status, whether or not a proper disposition coexists with
the quasidisposition (95). This includes three subtypes: 1) what Dionne calls
“collections” (recueils), or novels that contain shorter narratives that can sometimes
approach the proportions of novels; 2) “novelistic anthologism,” which occurs when
novels contain short texts such as poems, songs, or letters; and 3) “mimetic novels” such
as the diaristic novel or the epistolary novel, which imitate real-world forms that provide
their own conventions for divisions into parts (95). Of these four concepts, the one most
relevant here is “paradisposition,” which is the division of a novel into installments
during the process of its original publication or any subsequent republication (85).
Dionne notes that dispositive structure can dictate an author’s way of composing the
novel, as in the case of paradisposition, or novels published as their parts are composed:
“chaque livraison appel[le] certes la suivante, mais constitu[e] déja une unité de lecture et
d’interprétation” (245).

In an observation that is particularly relevant for a study of authors like Prévost,
much of whose work was published in installments, Dionne notes Wolfgang Iser’s
analysis of the effect that the temporal dilation of a periodical work has on the reader,
who is forced to imagine the eventual whole; the absence of which destroys the periodical
novel as an esthetic object for Iser (86). This interpretation fails to acknowledge the
simultaneous operation of the narrative structural system, which continues to operate
once the temporal dilation is no longer reinforcing the divisions that compose the
dispositive structure. For Dionne, the question of the author’s investment in the

dispositive divisions of a periodical work are of “primordial” importance for determining
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“sa pertinence relative dans I’interprétation du roman” (87). Such considerations are
important when dealing with an author like Prévost because of the economic implications
of publication by installment (88). I argue that considering narrative structure in
conjunction with dispositive structure can lead to insight regardless of the level of
authorial investment in the dispositive structure. If a disposition dictated by concerns
other than the author’s artistic vision is retained in collected editions, it certainly
continues to structure the reader’s interpretation of the work, and even if it disappears
after the initial publication by installments, the intermediate state of the novel is worth
analyzing in addition to or in comparison to its final state, or perhaps even instead of the
final state, given the potentially greater relative impacts of the first state on the reading
public. Dionne notes that archdisposition serves as an aid for reading its constitutive
elements, while one reads a novel by reading its constitutive chapters (81). However, I
argue that there are points of articulation in a novel’s narrative structure that are separate
from the points of articulation of its dispositive structure, but which nevertheless furnish
essential tools for reading the novel as a whole, especially in the case of periodical
fiction, but to an important degree in the case of all ancien régime fiction, given the
omnipresent possibility of any such novel becoming a periodical fiction regardless of the
author’s original intentions.

Scholarship on Prévost has also tended to gloss over the divisions between the
various parts of his novels, even to the point of treating the entirety of his novelistic
production as a single “work™ of sorts that, when properly understood, reveals the

author’s unified artistic vision, in a fashion that recalls Dionne’s idea of the “corpus.”
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While work along these lines has led to the identification of sophisticated artistic
practices on the part of Prévost, flattening the boundaries between works and between
parts of works deprives us of additional insight into Prévost’s novels that can come from
specifically attending to those boundaries. Dionne notes Prévost’s innovation (the “roman
prévostien”) in employing a dispositive system based on books in a work whose subject
matter is contemporary, rather than historical or mythological (304). Due to the fact that
Prévost’s shorter works are generally divided into parts, rather than books, and because
Dionne is not interested in narrative structure except to the degree that it coincides with
or motivates dispositive divisions, Dionne fails to note that there are other narrative
structural devices at work in these shorter works that interact with dispositive structure in
ways that can be illuminating.'* Given the relative instability of dispositive structure,
narrative structure, although it is not immune to modification (as in the case of a revised
edition), is an important element to analyze to see how changes in dispositive structure
both influence and respond to the reader’s perception of the work as a whole. The
dispositions of Prévost’s novels combine aspects of medieval and modern
“archdispositions,” in that they are both author-centered, being the result of Prévost’s
artistic intentions, and allographic, being at times dictated by external concerns or the
result of direct intervention by other individuals, such as editors or unauthorized

continuing writers.

" Dionne does mention Prévost’s sole chapter-based work, Les Aventures de Pomponius as an example of
lack of correspondence between dispositive frontiers and beginnings and ends of inserted narratives (109-
110).
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It is interesting to compare Prévost’s long novels to more recent ones, such as the
cyclical novel or “roman fleuve,” which Dionne identifies as a particular instance of
“archdisposition.” According to Dionne’s typology, novels of this type are divided into
separate “works” (ouvrage) each of which “correspond a une livraison, un épisode” and
contributes “a une totalit¢ qui se constitue dans le temps” though this division into
“works” is subject to later reformulation when the novel is eventually republished (43). It
is true that long novels of the ancien régime are not typically divided into installments
with subtitles unique to them and corresponding to a particular episode. There are
instances where subsequent installments receive slightly differentiated titles (e.g. “suite
de...”) that then disappear at the stage of republication. Dionne distinguishes between
medieval cycles, which are essentially allographic, and those of the nineteenth and
twentieth centuries, which are more closely tied to individual authors (43). Novels like
Prévost’s, then, represent a midpoint between these two configurations, because while
they primarily derive from the vision of a single author, they are sometimes continued by
other authors, either when the original author can no longer continue the enterprise (thus
similar to the medieval instance) or when they abandon it; allographic continuers exploit
the confusion between terms for sequential continuation and new continuation (50-51).
We see examples of this phenomenon in the case of Cleveland and its apocryphal
continuation and that of the Mémoires d’'un homme de qualité and their “suite” and “suite
et conclusion.” It would appear, then, that there are (at least) two kinds of “suites” under
the ancien régime, one that “prolongs” another novel (Genette’s definition, which

Dionne adopts, 45, my emphasis) thus forming what Dionne calls a “sequence,” and one
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that presents itself as part of the novel that it prolongs, and which I argue is distinct from
the sequence. My analysis will show that the difference between these two types of
continuations is less an inherent difference than a contingent one.
Two mutually-illuminating ideas: narration and disposition

Recent scholarship questions the heritage of the Enlightenment, but it
nevertheless seems likely that the preference for order over chaos and for rational
organization over organic organization, which forms an important current of eighteenth-
century thought, contributed to the nineteenth-century’s preference for a rational
relationship between a novel’s narrative structure and its dispositive structure. Perhaps
the Enlightenment’s emphasis on rational organization was taken up by prominent
nineteenth-century novelists, which led to a general conflation of two structures that had
previously operated separately by default, if not by authorial intention. Even more recent
artistic trends that resist the nineteenth century’s preference for orderly structure, such as
the nouveau roman or the postmodern novel, include the conflation of these two
structures as an unconscious assumption implicit in their point of departure, as part of the
artistic norms against which they arrange themselves. Scholars of novels and other
narrative genres, whether printed or otherwise, will benefit from taking the interaction
between narrative structure and dispositive structure into account in their analyses. While
many contemporary novels contain no dispositive divisions at all, or highly idiosyncratic
ones, the prototypical novel form, against which such novels must at least be implicitly
judged, is one in which the dispositive structure and narrative structure of a conventional

novel are synonymous, with a few accepted variations, such as the “clifthanger” ending.
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In fact, the scholarly community does not generally conceive of the existence of two
separate structural systems in prose narrative fiction, that could either work together or in
dynamic tension with each other. Even in an extremely minimally dispositive work, such
as one in which the text is only divided by paragraphs and occasional white space
between paragraphs, can be better understood by considering disposition and narration to
be independent, mutually influential aspects of a novel’s form.

Although scholars have occasionally examined Prévost’s work as part of their
efforts to better understand how the part—whole relationship should influence how we
look at novels, and although recent studies have begun to address the role that division
into parts played in Prévost’s work, no-one has yet undertaken a thorough reevaluation of
Prévost’s entire body of work with the part—-whole division in mind from the start. One
major benefit of this approach is that it allows us to at least partially replicate what
eighteenth-century readers would have perceived as normative. In this way, it allows us
to distance ourselves from the critical anachronism of “unity” serving as the implied
default aesthetic norm. In this study, I hope to further both Prévost studies and novel
studies. To the extent that a study of this kind will directly affect Prévost scholarship, it
will result in a better understanding of the practical realities that Prévost dealt with in the
course of composing his copious body of work, and it will paint a clearer picture of how
Prévost negotiated the interaction between narrative and novelistic form. In other words,
given that novels of the ancien régime could always be continued and could stop without
concluding (Dionne 45-50, cf. Coulet "Remodelages" 1296), what were the consequences

for Prévost in terms of his esthetic and economic goals? While even modern novels can
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stimulate sequels, “prequels,” or spin-offs, any resulting new works are just that: new,
and therefore not part of the work that gave rise to them, whereas continuations of ancien
régime fiction were presented as being still part of the original work. The contribution to
the field of eighteenth-century novel scholarship will be to remove the distorting lens of
Romantic ideas of wholeness—and all of the developments of and reactions to
Romanticism—ifrom the distance that separates modern critics from ancien régime
fiction. More generally, in the field of novel and narrative scholarship, this study will
enable a more nuanced conception of the relationship between part and whole in narrative
than the one that is currently prevalent, which will enable deeper understanding of both
traditional and evolving narrative forms.

Although no global evaluation of the part—-whole dynamic in Prévost’s work yet
exists, scholars have paid some attention to the division of Prévost’s novels into
installments, but usually they look no further than the implications of such division for
the genesis of the work (e.g. Sgard, Prévost romancier). An exception is Chetro De
Carolis’ recent article “Entre la partie et le tout: le double statut de Manon Lescaut”,
which points the way toward the kind of criticism I would like to do, in that it uses
divisions in a text by Prévost to question our assumptions about his work.'® Specifically,
De Carolis argues that although we now generally consider Manon Lescaut either as an

independent novel or as part of the much longer Mémoires et aventures d 'un homme de

'* Here 1 build on the work of René Démoris. For example, his analysis of Manon Lescaut in relationship
with the rest of the Mémoires d 'un homme de qualité represented a new perspective at the time, and while
he does not frame his analysis in such terms it does in fact amount to a partial analysis of the novel’s
disposition (Le Roman a la premiére personne 420-27).
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qualité, it has never truly been either, having always been both simultaneously. This
argument is interesting because it highlights a weak point in our current attitude toward
literary works: the modern critic is unsettled by a text that cannot be easily identified as
either an independent unit of its own or a part of a larger unit. Looking at Manon Lescaut
from an installment-based point of view, it is possible to see that the work would not
function the same in its role as part of a whole if it did not have its own existence as an
independent unit, and vice versa. For example, if the story had been inserted within
Meémoires d’'un homme de qualité at the appropriate point in that work’s chronology, it
would not have the same impact on the reader’s retrospective evaluation of the work as a
whole. Similarly, though, had Manon Lescaut been published independently, without any
ties to Mémoires d 'un homme de qualité, there would be no opportunity for a reader to
use the experience gained by reading that longer work to enrich their reading of the
shorter one.

There are some similarities between Dionne’s approach and mine. While Dionne
resists the modern assumption that novels ought to occupy a single unit of publication, he
fails to go far enough. He accepts the assumption that the chapters of a novel are
synonymous with its narrative progression when he states that “la disposition chapitrale
[...] épouse [...] la coulée narrative,” but he points toward the separation between
narration and disposition when he suggests that the division into chapters has this

capacity because it coexists with “une segmentation seconde, discréte” that does not (95-
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96). Dionne addresses an idea similar to the pseudo work (96).'® Dionne does talk about
the tension between long “unités textuelles” and the installments in which they were
published (133). In a comment that touches on a similar idea to my “fragmentary

esthetic,” Dionne notes that 17th- and 18th-c. readers possessed an “avidité narrative, une

'® While Dionne notes that chapters and books tend to follow the movement of the narrative more closely
than parts do, because they lend themselves to more large-scale movements (290), he fails to note that there
may be large-scale movements present in the narrative structure of the work that do not correspond to its
division into parts, or even to any dispositive boundaries at all. It will be necessary to determine which, if
any of the rationales for dividing the text into parts apply in Prévost’s novels. However, I will argue that the
association of various parts with generic, geographical, temporal, or developmental shifts that Dionne
catalogs (290-295) can often hide or coexist with other important narrative transitions, and that this
phenomenon of camouflage or coexistence is particularly important in novels that were susceptible to
continuation in further installments; and that even in the case of works whose authors most likely never
considered them candidates for continuation it remains an underlying feature of the modes of production
and distribution of the period, and therefore is never absent from the meaning of the dispositive structure.
Dionne does provide an example of such a lack of correspondence between narrative structure and
dispositive structure in the case of Le Page disgracié, whose protagonist evolves in status over the course
of the novel in three phases that do not correspond to the novel’s two dispositive parts (295-297), but he
fails to tie this lack of concordance to the uncertain boundaries of the ancien régime novel, and it would be
interesting to examine this novel more closely to see if there are any signs of the beginning of an opening
towards the end of the text, which would have facilitated a hypothetical continuation. Another example that
Dionne explores is Crébillon’s L ’Ecumoire, in which a varying number of chapters correspond to a fixed
number of episodes in a parallel sequence accomplished in succession by each of the novel’s two
protagonists (308-311). Dionne also fails to fully appreciate the significance of shifting designations from
one installment to the next (diachronically) or between different editions of the same installments
(synchronically or diachronically). For instance, the example of Les Douze livres d’Astrée as title of the
first part of Honoré d’Urfé’s novel is significant (299). Dionne fails to note that the definite article implies
that these are the only twelve books that exist, and that, in the absence of other information, the reader or
potential reader is to be expected to assume will ever exist (at least at a surface level that could be negated
by the very text of the installment to which it applies, or by subsequent installments). Although Dionne
admits that even possibly arbitrary divisions into “tomes” that may have little or nothing to do with
authorial intent are often imbued with at least a minimal significance through the presence of disruptive
topoi, he argues against attributing “dispositive” significance to these points of transition (287). This
position ignores the effect of the topoi in question on the reader’s evolving mental representation of the
eventual whole that the work she or he is currently reading will eventually form, whether that eventual
point of (at least provisional) completion is imagined to be coming at the end of the text currently available,
or at the end of some future installment. In minimizing the importance of the fopoi that accompany
dispositive transitions in cases where authorial intent is less than obvious, Dionne also neglects an aspect of
“la question délicate du caractére, lectorial ou intrinséque, des fopoi de rupture” (288), namely, whether the
author or editor chooses to locate dispositive boundaries at places in the text where (at least minimal)
narrative transitions occur, or whether the placement of those boundaries at those locations causes readers
to perceive them as moments of narrative transition. Dionne also states that the “tome” is only redundantly
dispositive, since its boundaries always coincide with those of inferior dispositive units (288). Without
empirical study, it is impossible to truly know if this is the case, since it is at least conceivable that if it
were necessary, for pragmatic reasons, to interrupt a dispositive unit with a physical division between two
volumes, there would be a significant effect on the reader if those volumes were given the name of “tome.”
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satisfaction et une attente spécifiquement liées a la prolifération apparemment gratuite de
récits insérés,” or “narratophilie” (emphasis in original) and that this attitude stands in
contrast to the twenty-first-century obsession with structural economy (105), but his
observation applies only to one instance of a phenomenon that I believe much more
pervasive. Not only did readers appreciate the insertion of independent narratives, they
also appreciated well-orchestrated transitions between and among various subjects within
the main narrative. Dionne also mentions the possibility of the text making reference to
other parts of itself, which he calls “renvoi interne,” and categorizes the ways in which
this technique can involve the dispositive system (208-211). The interactions,
simultaneity and contradictions of dispositive “renvois internes” and ones that are purely
textual are an important part of my object of study. These similarities, however, do not
extend to the level of my principal argument, which is that it is necessary to
systematically examine the interactions between dispositive and narrative structures in all
novels in order to fully understand how they function and to fully appreciate the ways in
which they reflect and mold the society that produces them.

Dionne’s thorough description of novelists’ use of the artistic possibilities
afforded by the dispositive structural system leads him to conclude that this was a period
in which those capabilities were underutilized: works published in multiple volumes,
whether periodically or simultaneously, make passive use of these capabilities (526).
Dionne also notes the comparative reluctance of ancien régime novelists to allow the
dispositive rupture to have its full effect, preferring to always provide some kind of

connection to accompany the reader comfortably from one dispositive unit to the next to
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avoid the danger of “la pulvérisation dispositive” (527). The first aspect of this claim
fails to take into account that the poetical functions that Dionne has identified as being
possible to effect through manipulation of the dispositive structural system can also be
fulfilled by solely narrative means, or through a combination of narrative and dispositive
means. The second aspect of this claim fails to appreciate eighteenth-century authors’
response to the desires of their audience, who expect to be guided from one pleasing
fragment to the next with a minimum of jarring discontinuities, except in cases where the
author is able to exploit such abrupt transitions to achieve a particular effect. I would also
like to take note of Dionne’s observation that the classical novelistic dispositive system is
“extravagant” (dépensier), not parsimoniously efficient, rather allowing itself to insert
various fragments into the stream of the text, which sometimes compete with the novel’s
disposition in creating a structure for organizing the text (526). I argue that the
“extravagant” character of the ancien régime dispositive structural system comes from
the greater independence of the narrative structural system, and the resulting alternation
between mutual support and dynamic tension between the two systems. The present
analysis begins to address one of the lacunae that Dionne notes in his own work, namely
an over-emphasis on the practical aspects of the dispositive function to the detriment of
its esthetic aspects. He admits that his work is primarily motivated by a descriptive
ambition, rather than an analytical one, which would have perhaps required a more
complete definition of the esthetic function of disposition (528-529). My work, then, can
be seen as beginning to outline this definition, and to achieve that goal it has been

necessary to push back against some of Dionne’s assertions while acknowledging their

44



value. Dionne further notes that it might have been possible to identify “des paralleles
entre la vision du monde de certains auteurs, de certaines époques, et leurs pratiques
dispositives,” but that such an effort might have produced little of value (529-530).
Further synchronic research might make it possible to better understand the role of
dispositive structure in supporting the early eighteenth century’s questioning of the model
posed by the nouvelle historique, a process to which resolutely unfinished works such as

. . . - 1
Marivaux’s Vie de Marianne also contributed.'”

Findings
Methods
To guide our thoughts regarding the part—-whole dynamic in Prévost’s body of

work, we might ask questions about the work of other major prolific authors who have
made frequent use of part—whole structures in their novels. For instance, we might
wonder what similarities and differences there are between Alexandre Dumas’s Trois
Mousquetaires trilogy, on the one hand, and Prévost’s Le Philosophe anglais, ou histoire
de M. Cleveland, on the other. The units that make up Dumas’s multi-volume work were
not planned together in advance, and were at first presented as three independent novels,
with the second two being the sequels of the first, after which they were presented as the
three "parts" of a single work. Like Dumas, Prévost composed the parts that make up his
Cleveland without an initial plan (Escola, “Longeur”). And, again like Dumas, the whole

“work” can be separated into independent "novels" according to at least some scholars

'7 See Christophe Martin, “Le roman et son double : délégation romanesque et composition échelonnée
dans La Vie de Marianne” (MaLiCE, le Magazine des Littératures et des Cultures a l'ére numérique, no. 5,
Jan. 2015).
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(e.g. Pelckmans, “Récit”; Sgard “Préface”), although these don't exactly correspond to
the division by volumes or by installments. Although this comparison between Prévost
and Dumas shows some ways in which we might begin to change our thinking about
Prévost and about novelistic disposition, any comparisons | may make in my dissertation
between Prévost’s work and that of later authors will necessarily be limited by the
pragmatic constraints of my project: my intention is not to break new ground in Dumas
scholarship, for example, but only to make what use I can of what has been done in that
field already. Moreover, the comparison is complicated by the fact that although
Prévost’s novels were not planned out in advance to the same degree, or in the same way,
as those of Dumas, this lack did not prevent Prévost from composing his novel
artistically, as I will demonstrate.

The connection between punctuation, paragraphs, pagination, and disposition is a
way to begin considering the interaction between narrative structure and dispositive
structure. Dionne notes that the establishment of the paragraph as a practice appropriate
for use in novels, not just in more serious texts like legal or scientific treatises,
demonstrates a general acceptance of the idea that novels also contained “logical” units
worthy of demarcation (261). The development of modern punctuation is also entangled
with the rise of the chapter (251-259). The points of articulation that I have identified as
part of the narrative structural system sometimes coincide with dispositive unit
boundaries. However, in the cases where they do not they almost always coincide with a
paragraph or page break, or at the very least with some punctuation. Accordingly, it may

be possible to observe and evaluate the continuum from the aspects of disposition that
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allow it to participate in the constitution of a work and those that continue to make it
work as a contingent aspect of the work. '® Dionne notes that the novel contains a
fundamentally linear text that privileges the instrumental aspects of the page over its
organizational capabilities, unlike dictionaries, encyclopedias, and other genres structured
around smaller self-contained units (263). However, even though the author usually has
no control over pagination, the simple fact of the granularization effected by the
placement of text onto pages also allows for a granularization of the narrative that those
pages contain, and this coexistence of authorial intention and the lack thereof within the
page itself as a unit of text shows it to be a site of the continuum between dispositive

structure and narrative structure.'’ My task, then, is to begin creating a typology of

'® Dionne notes the difficulty of categorizing dispositive structure as a completely “derived” generic trait or
as a “direct” one, especially given that the reader is primarily aware of the derived aspects of a novel’s
disposition to the extent that they experience its influence on determining the work’s genre (276). Dionne
cites the example of the picaresque novel, posing the question of whether it is the genre’s itinerant structure
that determines the division into chapters, which would not have been necessary had the genre placed less
consistent emphasis on the variety of its episodes, or whether the division into chapters solidifies the
itinerant structure as an essential feature of the genre, which might not have been as notable, and which
therefore might not have been identified as a “direct” feature of the genre if presented in a different
dispositive structural configuration (276). Dionne’s failure to realize the paradox of this question is all the
more striking given that Dionne cites Chartier’s observation that the primordial picaresque novel, Lazarillo
de Tormes, was divided into chapters by the editors, not the author (320 n.), a fact that would tend to
support the latter view. Dionne also fails to note explicitly that the link between the direct and derived
aspects of dispositive structure in the novel comes from the novel’s narrative structure, which is in some
ways independent of the dispositive structure, and in some ways dependent on it—either in cooperation
with it or in competition with or reaction to it.

' While in general nineteenth-century novelistic conventions tend to camouflage “narrative” ruptures (and
to a lesser extent the “thematic” ones) that do not coincide with the more frequent dispositive ruptures,
Dionne’s discussion of the role of running titles in Stendhal’s Le Rouge et le Noir points to the pseudo-
dispositive function of the page. Stendhal sometimes uses multiple running titles within a single dispositive
unit, or maintains a single running title beyond the frontiers of one or more dispositive units, and can even
return after gaps (269). The possibility of creating a superimposed dispositive unit or extending a
dispositive unit beyond its nominal boundaries is very similar to phenomena I have observed in my detailed
analysis of narrative structure in Prévost’s novels, such as the possibility of a narrative unit extending
beyond the boundaries of the narrative unit in which it begins, or of being interrupted by smaller inserted
narrative units and then resuming after they end. In fact, it is precisely the loose correspondence between
the change of running title, which can only occur with a new page, and the fuzzy boundaries between
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markers of narrative structure and of the various possible interactions between these
markers and those that indicate dispositive structure. Sometimes the two systems work
together, and at other times they are in tension with each other, while at yet other times
they operate more-or-less independently of each other. Because my typology will be
based on observations gleaned from a single-author corpus, it is necessarily limited and
provisional, but I do define some general principles that will be applicable to situations
that arise in the work of other authors, as well as to other fictional narrative media, with
more or less modification.

To a certain degree, my analysis treats the paragraph as a dispositive unit, since
for pragmatic reasons I have tended to situate the narrative transitions I have identified at
paragraph breaks. However, this is merely for the purpose of facilitating my analysis, not
because I believe that the paragraph breaks are necessary for the narrative structural
transition to occur. In fact, I have identified instances of narrative transition that occur
mid-paragraph. And although in these situations I have tended to situate the precise
moment of transition at a sentence boundary, this was once again purely for ease of
reference. Just as the dispositive structure that Dionne has described occupies the surface
between text and paratext, the narrative structure exists both in conjunction with and

separately from the text that both supports it and is shaped by it. This means that to a

narrative units that is worth noting here: while it is almost always possible to identify a precise paragraph
or punctuation mark as the point of transition between one narrative unit and the next, true narrative
transition, like real-world transitions, are gradual, yet text is inherently granular, being composed, even at
its smallest level of composition, of distinct units: letters, which themselves can be divided into strokes,
which could be divided into molecules of ink... At a certain point it becomes necessary to draw the line so
as not to necessitate becoming an expert on particle physics in order to be able to analyze the structure of a
novel.
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certain degree it is impossible to locate the precise location in the text where one
narrative unit ends and the next begins. I have also attempted to demonstrate this
difficulty by mobilizing a rather fine-grained analytical apparatus, in which I
acknowledge more levels of division than Dionne does in the system of dispositive
structure that he describes. By not engaging more deeply with the interaction between
narrative and dispositive structural systems, Dionne glosses over the potential
significance of novelists’ decisions to make use of an event that has the potential to serve
as a ruptural fopos as the location of a dispositive boundary. Even if one admits that not
all novelists take equal amounts of care to choose which potentially rupture-inducing
events to use as locations for dispositive boundaries, it is important to analyze the effect
of the conjunctions, as they do exist, on the reader’s developing understanding of the
work as it is being constructed. In non-capitular ancien régime novels, the independence
of the narrative structure is more apparent than in capitular novels of the same period, or
than in later novels that adopt the ever-increasingly standard option of capitular
dispositive structure. And while it is true that meals and other conventionally omitted
scenes, such as meals, can serve as “pretexts” for concluding a part of a periodic novel
(503, cf. Philip Stewart Imitation and lllusion 50-52), my analysis shows that even less
significant ruptural fopoi at dispositive boundaries do retain their efficaciousness: even if
the major narrative transition occurs before or after the dispositive boundary, the highly

charged moment of the dispositive boundary retains its power.
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Chapter Summaries

Part I: When the Whole Has Wholes in It

In the first part of my dissertation I begin my investigation of the differences
between modern and ancien régime attitudes toward the part—whole relationship by
studying the interaction between narrative and dispositive structure in works by Prévost
that contain independent or semi-independent textual entities like Manon Lescaut, which
I will call “pseudoworks.” This is a logical starting point given that Prévost’s general
reputation is based on Manon Lescaut, which is now considered an independent novel
despite having been originally published as part of the much longer Mémoires et
aventures d 'un homme de qualité qui s est retiré du monde, which also happens to be
Prévost’s first successful novel. I pursue this inquiry along two axes, each of which is the
subject of a separate chapter.

The first chapter (“When the Whole is in Pieces”) will examine the segmentary
esthetic in the most prototypical and best-known example of a novel by Prévost that
contains a pseudowork, namely Mémoires et aventures d 'un homme de qualité, which
was the original “host” work in which Manon Lescaut appeared as a pseudowork. Each
of these two texts has earned status as an independent work in its own right, but this
independence is not uncomplicated. Indeed, despite reaching an apparent conclusion at
the end of six volumes, Mémoires d’'un homme de qualité can never truly be considered
complete without the inclusion of Manon Lescaut, because the latter was originally
published as an additional installment of the former, and Manon Lescaut cannot be
considered entirely complete without being integrated into the larger work of which it is a

part. Significant work has been devoted to exploring the connections between these two
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texts,”’ so my primary focus will be the interactions between narrative and dispositive
structure within the novel, which is the underlying phenomenon that makes it possible for
such connections to come into being. In particular, I will demonstrate how this interaction
creates a “segmentary esthetic” that allows Prévost to provide a pleasurable reading
experience to his audience within the constraints of his medium as it was practiced at the
time, by increasing the variety of the subject matter and capitalizing on the narrative
tension and suspense provided by dispositive boundaries, while at the same time
minimizing potentially distracting transitions. While perhaps influenced by baroque or
picaresque novels this esthetic is, I argue, primarily a product of ancien régime novelistic
production and distribution.

Having explored the structural foundations that make it possible for pseudoworks
to contribute to the esthetic pleasure of a text, in the second chapter (“When the Parts
Nearly Overtake the Whole”) I will focus on the role that pseudoworks themselves play
in defining the part—-whole dynamic in Prévost’s novels. Prévost’s longer works often
incorporate shorter encapsulated narratives, which are sometimes provided with their
own titles, and our understanding of these may benefit from the illumination that the
examples taken from the shorter works can provide. To this end, part of my task will be
to investigate the blurry frontier between the “micro-narratives” of which many
narratives consist, and the shorter “works” in question here. I will begin by briefly
comparing the differing relationships that exist between Mémoires d'un homme de qualité

and its two principal pseudoworks: Manon Lescaut and the “Histoire du marquis de

2 See Chetro De Carolis: “Entre la partie et le tout: le double statut de Manon Lescaut.” Escola et al. 41-50.
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Rosambert.” Both relationships contribute to the reader’s understanding of the
protagonist’s evolution, and both contribute to the fragmentary esthetic. It will also be
useful to compare these two examples with another prominent use of the technique by
Prévost in his Campagnes philosophiques, which has already been the object of some
study.?' However, the main focus of this chapter will be to examine Prévost’s use of
pseudoworks more directly by studying his most extreme use of the technique, which
appears in the Voyages du capitaine Robert Lade. Specifically, I intend to use the concept
of intertextuality as a lens for understanding Prévost’s use of excerpts from authentic
sources in this unusual work, which is so extensive that it threatens to overwhelm the
“main” text that ostensibly serves as a framework for supporting them. By presenting
authentic texts under invented identities, Prévost creates a web of intertextual
relationships that provides ready-made significance for a work that would otherwise have

no context.

Part II: When the Whole Has a Hole in it

Having described the relationship between narrative-dispositive interaction and
the fragmentary esthetic, as well as the role of pseudoworks in the creation of that
esthetic, in the second part of my dissertation I will turn my attention toward novels
whose publication histories deviate from the patterns addressed in the first part, due to
unusually long interruptions of publication and interventions by authors other than

Prévost. Before the nineteenth century it was difficult for readers to know when

2! Oudart, Jean. “L’Histoire dans les Campagnes philosophiques.” Cahiers Prévost d’Exiles 4 (1987): 89-
127.
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publication of a novel had ceased definitively. This difficulty arose in part due to the fact
that, prior to the generalization of regular serialization at relatively short intervals in the
nineteenth century, novels often appeared in installments separated by intervals ranging
from months to years, most often on a roughly annual basis. This somewhat irregular and
unpredictable rhythm of publication meant that no tangible difference could distinguish a
potential whole from a fragment, and that at any point in its publication a novel could
metamorphose from the former to the latter. Promises of installments to come could
never guarantee a novel’s continued publication, and when the promised installments did
appear it was not always at the stated time. Accordingly, readers could not know whether
a delay indicated only that the author or publisher had been unable to keep up with the
projected schedule but still planned to continue publication, or whether the delay was in
fact a permanent cessation of publication. Moreover, any novel, finished or unfinished,
could be continued at any time, either by the original author or by an authorized or
unauthorized successor. Because of this protean capability, “unfinished” novels might
someday become “finished” novels by virtue of a continuation that would provide the
novel with a conclusion, while, conversely, “finished” novels could turn out to have been
“unfinished” after all, because a continuation would show that their initial conclusions
had been merely provisional. In the face of the ease with which a work could move about
on the completion spectrum, it appears that the idea of “completion” has little meaning
with respect to the ancien régime novel despite French classicism’s professed devotion to
the ancient aesthetic principle of unity, in particular as embodied by the nouvelle

historique. Marivaux’s manipulation of narrative—dispositive tension challenges this
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principle by questioning unity of plot and interest as foundations for narration.*
Prévost’s works do not challenge this unity as directly as Marivaux’s but do in some
ways constitute a return to the esthetic norms of the seventeenth-century’s “grand
roman,” against which Lafayette and other practitioners of the nouvelle historique were
reacting.

This part of the dissertation presents a logical development of my investigation,
given that Prévost’s first successful novel, Mémoires d 'un homme de qualité, followed a
rhythm of publication typical of the norms of the period, and that the other work
addressed in the first part, Voyages de Robert Lade, only consisted of a single
installment. Once again, I will explore this avenue of inquiry in two directions, each of
which will be the subject of a separate chapter. I will explore the effects of long
publication interruptions on the relationship between a novel’s narrative structure and its
dispositive structure in my third chapter (“When Two Halves Surround a Hole”) by
studying Prévost’s second major success, Le Philosophe anglais, ou [’histoire de
Monsieur Cleveland, fils naturel de Cromwell. While Prévost’s first successful novel was
published in roughly regular installments, publication of his second major success was
interrupted for a period of several years, effectively producing two “super-installments.”
In fact, Cleveland exhibits both of the above-mentioned publication variations, because
during its long publication hiatus the publisher hired a second author to complete the

novel. The relationships between the resulting apocryphal continuation and Prévost’s

22 See Christophe Martin, ibid.
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own eventual continuation have been studied,” and while applying the concept of
dispositive structure to this interaction might yield interesting results, my treatment of the
novel will focus on the interaction between narrative and dispositive structure in
Prévost’s text considered as a whole. To address the phenomenon of continuation by a
second author, in my fourth chapter (“When the Second Part Redefines the Whole”) I
will examine a work that exhibits a more clear-cut example of the phenomenon than can
be observed in Cleveland, namely Mémoires d 'un honnéte homme. Prévost did not
continue this lesser-known novel after publishing the first installment, though it was later
continued by Eléazar de Mauvillon, who also modified the portion of the text that had

been previously published by Prévost.

Part III: When the Whole Story Has Been Told

Having shown how interactions between narrative and dispositive structure do not
meet our modern expectations in some of Prévost’s novels whose dispositive structures
appear particularly unusual to us as modern readers, | turn my attention to works by
Prévost whose dispositive structures more closely resemble those of modern novels to
demonstrate that narrative and dispositive structure interact differently than we might
expect them to even in these works. It is particularly interesting to study these novels
given the history of Prévost’s reputation as an author, given that they were published
within a relatively short span of time, do not contain independent “works” within

themselves, and do not reach the “epic” scale of Prévost’s longer novels. Given that

3 See Philip Stewart, “Sur la conclusion du Cleveland de Prévost : L’influence de la suite apocryphe,” and
R. A. Francis, “Prévost’s Cleveland and its anonymous continuation.”
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Prévost first became famous for two extremely long novels, then infamous in the later
eighteenth century and in the nineteenth for the same lengthy works, and finally
recuperated in the twentieth century on the strength of a short work that began as an
installment of the long work that first established his reputation, Prévost serves as an
interesting test case for changing attitudes regarding the interaction between narrative and
dispositive structure in novels.

In my fifth chapter (“When the Whole is More Than the Sum of its Parts”) I will
examine the case of Mémoires pour servir a [’histoire de Malte, ou Histoire de la
jeunesse du commandeur de ***, a relatively short novel consisting of a single
installment that resembles a modern novel except that rather than using the modern
chapter as its basic dispositive unit, it is divided into two volumes and four books. This
dispositive scheme stands in dynamic contrast to the novel’s basic narrative structure,
which is based on the irregular rhythm of the protagonist’s sea voyages. By studying the
interaction between these two structural schemes in a self-contained work, I will
demonstrate that even in a novel by Prévost that bears a strong formal resemblance to
those of today, a structural mechanism can be observed that challenges our modern ideas
about how narrative and dispositive structure ought to cooperate in novels. In my
conclusion, I will summarize my findings and briefly suggest how the phenomena I have
observed in more seemingly strange novels can be observed even in a novel such as
Histoire d’'une Grecque moderne, which lacks the salient narrative structural schema
provided by the protagonist’s sea voyages in La Jeunesse du commandeur. Finally, 1 will

argue that the persistence of the narrative—dispositive tension in a work that closely
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resembles a modern novel suggests that this tension continues to operate in novels whose
dispositive and narrative structures seem at first glance to be identical. While the tension
may be more pronounced or more productive in serialized works or in modern multi-

installment works, my research points to the possibility of a new technique for analyzing

narrative structure in all modern works of narrative fiction.
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Part I: When the Whole Has Wholes in It

Chapter 1: When the Whole is in Pieces: Dispositive Structure,
Narrative Structure, and the Segmentary Esthetic in Mémoires d 'un
homme de qualité

Disposition, Narration, and the Identity of a Work

While at first glance the referential relationship between novels and their titles
may seem rather straightforward, the eighteenth-century practice of publication by
installments reveals a fundamental flaw in this referentiality to which modern readers are
blinded by the comparatively greater material stability of more recent novels. While
today’s scholars now recognize the importance of giving sufficient attention to the
various states and versions that make up the work’s publication history when preparing a
scholarly edition, they still accept the core assumption of their predecessors who believed
in the possibility of reconstructing an “ideal” text: namely, that when one names a literary
work one designates a single textual entity, and that any such entity can be defined.
However, despite the nuances that genetic criticism can bring to such a definition, this
assumption supposes a single unified authorial vision of the work’s “identity,” i.e. the
referent corresponding to the title, and this notion is particularly problematic in the case
of novels published in installments. Marc Escola calls such novels works “qui s’écrivent
dans I’ignorance de leur fin,” or “fictions périodiques,” and rightly points out that the
final state of such novels cannot determine prior intermediate stages, and that novels
written in this fashion are thus composed according to a “principe d’économie

prospective” rather than according to a “principe de causalité régressive” (“Le clou de
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Tchékhov”). While Escola focuses on authorial strategies for dealing with an unknowable
ending, it is also possible to look for signs of the “identity” of the work in the process of
being constructed. Escola’s principal observation is that when the end is unknown, the
whole cannot have authority over its constituent parts; rather each new part brings
additional constraints that will have to be taken into account by all subsequent parts.
Escola has called for an inventory of “figures” appropriate to this method of composition,
but those who respond to this call risk exaggerating the level of ignorance of their
endings under which authors of periodical fictions worked. My intention, then, is to
participate in this effort by analyzing how the text presents each successive part as
contributing to the construction of a “whole” work. While it makes sense that the text’s
depiction of its own “identity”” as a work would occur at moments when the author must
respond to the constraints of periodical fiction, I show here that it also occurs at other
points in the narrative, and constitutes a full-fledged compositional technique worth
examining on its own, and one that responds to the esthetic expectations of its intended

. 24
audience.

2% Although no global evaluation of the part-whole dynamic in Prévost’s work yet exists, scholars have paid
some attention to the division of Prévost’s novels into installments (e.g. Escola, “Longueur de Cleveland”
dans Cleveland de Prévost, ed. Sermain. 181-203), but usually they look no further than the implications of
such division for the genesis of the work (e.g. Sgard, Prévost romancier). An exception is Chetro De
Carolis’ recent article “Entre la partie et le tout: le double statut de Manon Lescaut”, which points the way
toward the kind of criticism I would like to do, in that it uses divisions in a text by Prévost to question our
assumptions about his work. Specifically, De Carolis argues that although we now generally consider
Manon Lescaut either as an independent novel or as part of the much longer Mémoires, it has never truly
been either, having always been both simultaneously.
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Disposition and Narration as Simultaneously Operating Independent Systems Subtending
the Structure of a Text as a “Work”

Evolving modes of production and attending changes in esthetic norms have left
modern readers and critics unaware that novels depend on two separate structural
systems. Accordingly, when faced with a novel whose narrative and dispositive systems
do not operate in unison, their perception of the novel is likely to be at odds with that of
its intended audience because they are the unconscious heirs of a point of view that
considers unison of the two systems the only valid way to construct a novel. Due to
changes in the book trade, the nineteenth-century saw an increase in novelists’ ability to
compose or plan novels in their entirety prior to publication.”” This development
encouraged the development of an esthetic of cohesion based on the assumption that a
novel’s “identity” should be consistent throughout the text. Such an esthetic favors a
logical and apparent relationship between dispositive structure and narrative structure.*®
The product of such an esthetic taken to its ultimate conclusion is a relationship in which
no translation or conversion need be applied to a unit of one system in order to find its
counterpart in the other, which is to say: identity, the mathematical relationship of the
unit to itself. The result is, in effect, perfect unison between the dispositive and narrative

structures of works operating under this esthetic.

% Of course this was not always true of novels initially published as serialized feuilletons in newspapers.

*® Novelists like Zola and Balzac thought of their work as being demonstrations of scientific thought
experiments, tools for acquiring knowledge about the world, and therefore apt to be summarized in a
scientific principle. Even authors such as Hugo, who had no such scientific ambitions, produced works
whose “identities” can be expressed in a sentence. Through an extremely reductive reading, Notre Dame de
Paris can be understood as an explanation for the presence of a certain carving on a wall of the eponymous
cathedral. Proust’s 4 la recherche du temps perdu demonstrates the phenomenon of “mémoire
involontaire.” The works of novelist-philosophers such as Camus and Sartre expose the authors’
philosophies, as with absurdism in L ’Etranger and existentialism in La Nausée.
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However, while these two systems never cease to exist independently of each
other even if they do cease to be distinguishable from each other, the two systems are
more likely to be distinct and their units of the two systems less likely to be co-extensive
in the work of Prévost and other eighteenth-century novelists. The dynamic relationship
between these two systems makes it possible for the underlying narrative to extend across
dispositive boundaries while continuing to provide readers with an evolving idea of the
text’s “identity” as a whole work, which is necessary for the audience to be able to enjoy
all of the text’s constituent parts. In this way a characteristic of eighteenth-century novels
that the next century’s novelists saw as proof of their predecessors’ inability to
manipulate the genre reveals itself to be a major element of its success according to the
esthetic criteria of the time.

The textual signs of the work’s “identity” are visible at points of interaction
between two systems that organize the novel’s underlying structure: one dispositive and
one narrative. The dispositive structural system, consisting of installments, volumes,
books, and chapters—will be familiar to readers accustomed to the conventional
vocabulary of novelistic composition. Moreover, a novel’s disposition is apparent on
even the most cursory examination: thanks to typographical conventions one need not
comprehend the plot or even read a single word of the text to know when one dispositive
unit ends and the next begins. Nevertheless, while the existence of these dispositive units
is an objective fact, notwithstanding a certain amount of variation between editions, any
attempt to identify a structural system within the narrative must necessarily involve a

certain amount of subjectivity. Nevertheless, the narration clearly progresses according to
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a rhythm, and the variations of this rhythm can be divided into units whose boundaries
are present in the text.

Here, I analyze the interaction between these two systems in the novel that first
established Prévost’s reputation, entitled Mémoires et aventures d’'un homme de qualité
qui s ’est retiré du monde to demonstrate how the referent that corresponds to the work’s
title evolves over the course of the novel. Together, these two systems encourage readers
to organize their thoughts about the work as a whole—even if only on a subconscious
level—while allowing them to focus separately on each of the individual elements as it
presents itself. And while the picture of the “whole” that arises from this interaction
evolves in such a way as to even be self-contradictory at times, these contradictions do
not only stem from the need to respond to the ever-increasing constraints imposed by
previously-published installments. Each point in the novel’s progression can be best
appreciated when perceived as participating in a particular vision of the work as a whole,
even if these visions do not always harmonize with each other.

Dual Structure and the Segmentary Esthetic

Two systems of structural organization operate in Prévost’s Mémoires d’'un

homme de qualité—one dispositive and one narrative. The dispositive system is more

readily discernible.?” The narrative system is based on units not as obvious; however, the

*" In opposition to the ellipsis, which is itself a tripartite entity that assures a smooth transition between
dispositive units (Dionne specifies chapters), the “fracture” created by the “coupure” is “deeper” or more
“marked” (510). Dionne continues to insist on the transitional nature of the “coupure,” in which the
element of closure “interrompt un dévelopement, et prépare le passage a autre chose—une autre action, une
autre branche, un autre fil dans la trame dévidée du roman,” in which the “blank” space is no longer
rendered legible by what precedes and follows it, and in which the resumption of narration is not
determined by what preceded it but constitutes a new departure (510). These elements of narrative
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text does indicate the boundaries between these units, albeit in a less obvious, less
concrete way. Sometimes the text indicates them by means of various names, such as
aventure, récit, relation, and histoire. Because of this terminological instability, it will be
easier here to refer to major narrative units, narrative subunits, episodes, and—
occasionally—segments and sections.”® Both systems aid readers in organizing their
thoughts about the work as a whole while allowing them to focus separately on each of
the individual elements as it presents itself. In this way, both systems create what can be
called a “segmentary esthetic,” which marshals a variety of techniques for enhancing the
novel’s appeal by increasing narrative variety without distracting the reader with jarring

transitions.

transition can also occur in isolation from dispositive boundaries, and it is important to distinguish between
narrative—dispositive conjunctions that reinforce each other and those that are merely coincident, or which
exhibit a reduced reinforcement effect. Interestingly, what Dionne says about the “coupure” comes close to
much of what I would like to say about the ends of dispositive installments: “Elle doit allier la fermeture et
la possibilité d’une ouverture, le sentiment d’un achévement et le pressentiment d’une reprise” (510).
Dionne cites the end of book four of the Mémoires (511). I argue, however, that this possibility is latent in
all dispositive conclusions during the ancien régime to a certain extent, if not explicitly present. Dionne’s
discussion of Renoncour’s double retirement: “Motif clausulaire, le fopos de la retraite devient rupturale
losque le roman rebondit, selon la logique additive du XVIIle siécle. [...] le repos théoriquement conclusif
de Renoncour est troublé a deux reprises [...]” (513). Dionne also cites book two of the Mémoires as an
example of the relatively rarer use of liberation as a concluding topos (514). Once again, the ability of the
“coupure” to transform from a definitive ending into a division between parts of a whole complicates our
understanding of how the dispositive structural system functions, but I argue that it should alter our
understanding of the dispositive system at all transitional points, not only at the ends of installments. A key
to understanding this comes from paying attention to Dionne’s discussion of a fine distinction between the
two interruptions of Renoncour’s retirement, the first of which takes place within the diegesis while the
second occurs only at the level of narration: “A proprement parler, ce dernier cas ne suspend donc pas la
retraite du héros, mais il I’empéche certainement d’agir comme un fopos tout a fait clausulaire” (513, n.).
This distinction may at first appear to be of little significance, but it shows the instability of the function of
the fopoi that Dionne has identified as being associated with certain functional elements of the dispositive
structural system.

¥ Some units from both systems take on a level of independence from the main body of the novel that
qualifies them as “pseudo-works,” and it will be necessary to address their role in Mémoires and other
novels by Prévost below.

63



Characteristics of the Segmentary Esthetic

One central aspect of the segmentary esthetic is that it allows the simultaneous
presence and blurring of boundaries between segments. The result is a narrative structure
which is not immediately discernible to the casual reader, but which nevertheless
immerses the reader into the world of the novel. This esthetic arises from the nature of
the book trade in the eighteenth century. In the eighteenth century the costs of publication
were too high to publish long novels in their entirety, given the risk of failure. Rather, if a
book sold well, it was in the interest of both publisher and author to capitalize on that
success by continuing it. Publication in installments required authors to continually
preserve the possibility of future continuation. Achieving this goal required the
dispositive and narrative structures to function independently of each other, because if the
two systems operated in unison then the end of any given installment would either have
to be the end of the narrative or would have to explicitly call for a continuation that might
never come. Prévost manipulates the interplay between narrative and dispositive
structures in such a way that the reader retains the esthetic pleasures of suspense,
anticipation, and satisfaction that come from dispositive boundaries while simultaneously
nurturing a narrative with potential for long-term continuation. The reader is drawn from
one narrative unit to the next with a minimum of discontinuity despite the multiplicity of
subplots and interpolated narrations, and in a way that provides readers with the localized
esthetic pleasures of the text without diminishing its future potential.

The segmentary esthetic is outlined in the “Lettre de I’éditeur” that appears at the
very beginning of the novel. After explaining that he acquired “cet ouvrage” from a

retired “illustre aventurier” now living in an abbey, the editor alerts the reader that “[o]n
64



verra dans les divers événements de sa vie, de nouveaux exemples de 1’'inconstance de la
fortune” (9). The terms “divers événements” and “nouveaux exemples” both suggest that
in the text to come episodes are to be more important than overarching plot. The episodes
are presented as being important only to the degree that they contribute to an overall
demonstration of the protagonist’s exceptional character. For, as the editor reminds us,
“lorsqu’on a passé successivement par tous les degrés du bonheur et de I’adversité, |...]
on a fait ses preuves, pour ainsi dire, et ce mélange distingue véritablement les caracteres
héroiques” (9 emphasis added). What better way to prove the variety of a hero’s life
experience than to offer up a collection of representative stories about the successive
stages of his career? This reformulation of narrative esthetics suggests that, as Sgard
argued, the unity of the Mémoires derives from its characters, not from its plot.”’
However, focusing solely on moral unity does not account for the dynamic tension
between the text’s narrative and its disposition, and that tension is what drives the work
forward, enabling it to provide a stage for showcasing Renoncour’s character. The
novel’s morality may or may not be its purpose for existing, but the force that ties the text
together comes from the narrative-dispositive contrast. However, the aim of this
segmentary esthetic is not purely pedagogical; rather, the editor reminds the reader that
“Si I’on trouve dans cette histoire quelques aventures surprenantes, on doit se souvenir

que c’est ce qui les rend dignes d’étre communiquées au public” (9 emphasis added). The

%% Sgard posits that Prévost’s effort to repair the work’s chronological discrepancies “montre qu’il était trés
attaché a I’unité de son roman et a la parenté spirituelle qui unit tous ses personnages,” noting that
ultimately “[c]ette unité morale est & ses yeux beaucoup plus importante que 1’unité chronologique”
(Euvres v. 8 17).
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editor credits the episodic focus of the text for its ability to interest the reader and its right

to consideration.

Wholeness and the Segmentary Esthetic

The presence of the term ouvrage in this introductory letter illustrates how the
segmentary esthetic functions in multi-installment works by allowing for the
incorporation of independent dispositive units into a “whole” composed of a coherent, if
not always “unified,” narrative structure. Modern criticism balks at the word in this
context, betraying its enduring debt to Aristotle, because to the modern reader, an
ouvrage is something finished, as opposed to the manuscrit, which is unfinished—or at
least unpublished.*® Modern ideas of completeness cannot allow a creative work that is
simultaneously finished and continuable—something that can stand being continued
either was never complete in the first place, or should not have been continued, and in

either case the result is most likely to be a substandard work that should be viewed with

3% Sgard refers to the first volume of the Mémoires as “I’eeuvre par laquelle [Prévost] va s’affirmer et
achever de se libérer” (63, emphasis added). Although one could justify using the word eeuvre to describe
the first dispositional unit of the Mémoires if one believed that Prévost wrote that text with the intention for
it to stand alone as a “work” without continuation, such a belief ignores critical differences between the
artistic conventions of the eighteenth century and those of the twentieth and twenty-first regarding what
constitutes a “finished” work. According to modern esthetic conventions, a “true author” would never
continue a work once it was finished, because to do so would suggest imperfection of artistic vision
requiring later correction. Even in the case of such exceptions as Un Amour de Swann, which is both an
independent work and part of a larger work, the division of the larger work into smaller components is only
tolerable because Proust is assumed to have planned the entirety of 4 la recherche du temps perdu in
advance. In fact, this assumption is the point of departure for Genette’s seminal work in Figures. This
attitude is reminiscent of Hugo’s preface to the 1832 edition of Notre Dame de Paris, in which he makes a
point of assuring the reader that the additional chapters of that expanded edition are not new (“nouveaux”),
and therefore extraneous and/or inferior, but merely unpublished (“inédits”), and therefore essential
elements of the work that simply had to be omitted at the time of the initial publication for practical
reasons. Second, it assumes that authors and readers of the eighteenth century regarded a “finished” novel
as something that should not and could not be continued. In other words, if Prévost had considered the first
tome of the Mémoires to be an “ceuvre”, he would not have thought it appropriate to continue it, at least
until he realized that it wasn’t actually finished.
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suspicion. Yet, while Prévost could not have known at the time of the first installment’s
publication that the Mémoires would eventually grow to fill six volumes in three
installments (or, counting Manon Lescaut, seven and four, respectively), the conventions
of his time precluded him from counting out the possibility of some kind of continuation.
Therefore, we can see that while by modern standards ouvrage would not have been
precisely the right word to apply to the first installment of the Mémoires, Prévost was
right to use it according to contemporary standards, even though the text it refers to
eventually became an element of a larger work. At the same time, the initial ouvrage
retains a measure of its independence in a way not entirely possible within modern
literary paradigms, which require a unit of text to present itself from its inception either
as an independent work or as a constitutive element of a larger entity to be completed
later. The first installment of the Mémoires, however, never entirely loses the
independence that it had at the time of its first publication, and should therefore be treated
both as an independent entity and as an integral part of a larger work.”'

This is not to say that, even according to eighteenth-century norms, the
continuation of the novel invalidates the first installment as an “ouvrage.” Rather, the

initial ouvrage retains a measure of its independence in a way not entirely possible within

3! Dionne cites Manon Lescaut as an example of “affranchissement opéral,” which occurs when a
continuation gains independence from its source work (81), and sees the difference between the internal
dispositive structure of the first six volumes of the Mémoires, which are divided into books, and that of
Manon Lescaut, which is divided into two parts, as a sign of “tout ce qui sépare cette coda analeptique et
digressive de la suite narrative que forme par ailleurs le roman” (289). This observation, while acute, fails
to fully appreciate the participation of Manon Lescaut in a dispositive structural system that already
involved an “independent” work that had become part of a larger work, namely the first installment of the
Mémoires, which were originally a complete novel.
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modern literary paradigms,*” which generally expect a unit of text to present itself from
its inception either as an independent work or as a constitutive element of a larger entity
to be completed later, even at the risk of beginning a work that never reaches completion.
The first installment of the Mémoires, however, never entirely loses the independence
that it had at the time of its first publication, and should therefore be treated both as an
independent entity and as an integral part of a larger work.> Thus, although one might at
first be tempted to question whether what we learn about the segmentary esthetic from
the liminal text that precedes the first installment of the Mémoires can apply to the rest of
the novel—given that Prévost could not have known at the time of publication whether he
would have the opportunity to write any further installments, and that the text of the first
installment seems quite complete on its own—the nature of the eighteenth-century
publishing industry makes it clear that the segmentary esthetic is necessarily applicable to
any part of a novel, whether or not it was part of the “whole” envisioned from the start.
To understand how the segmentary esthetic functions it will be necessary to examine the
interaction between the novel’s narrative structure and its dispositive structure. First |
will explore each installment’s role as a unit within the novel’s dispositive and narrative
structures, then I will examine the dispositive and narrative structures of each installment.

Proceeding in this manner will result in a better understanding of the ways in which the

32 Even within “sub-literary” genres each individual novel is usually presented as just that: an independent
work. The same is generally true of each part of a trilogy or other multi-novel series consisting of a handful
of books. True, some authors working in these genres will occasionally publish “parts” of a single “novel”
in installments, but in such cases each “part” generally has its own title and is accompanied by most or all
of the paratextual and epitextual trappings of an independent work.

33 Each installment possesses its own degrees of independence and dependence relative to the work as
whole.
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two structural systems work together to fuel the novel’s progress through a fluctuating

dynamic of tension and reinforcement.

Characteristics of the Narrative and Dispositive Structural Systems

I will now review the terminology I have chosen to use for describing the
relationships between the narrative and dispositive structures that both result from and
perpetuate the segmentary esthetic. Both structural systems consist of several types of
hierarchically related units. The units of the dispositive system will be familiar to almost
anyone who has ever read a novel, and this familiarity makes it easy to understand how
they relate to one another. At the first level of the hierarchy there is the installment,
which refers to whatever part of a work was published at a given time. An installment
may be divided into several volumes, which occupy the second level of the hierarchy.
Volumes, in turn, can contain multiple books, which constitute the hierarchy’s third level.
Not every novel—whether published today or in the eighteenth century—incorporates

every type of dispositive unit.** Notably, most of Prévost’s works do not make use of the

3% While this typology is not intended to be exhaustive, other potentially significant categories of
dispositive units could include chapter sections or paragraphs. It is also important to note that there some
modes of segmentation are more or less visible or objective than others. The example of the paragraph
begins to show the blurred line that separates disposition from typography, which are neither entirely
separate, as disposition manifests itself through typography, nor entirely coextensive, as not every
typographical element of a text necessarily forms part of the dispositive system. Dionne notes that the
dispositive system coexists with modes of segmentation that exist within the text itself, namely
punctuation, paragraphs, running titles, and pagination (250-70). However, even here he remains in the
realm of the visible, the objective—resisting, perhaps, the temptation to cross over into subject evaluation
of the structure of the narrative itself, when considered separately from the dispositive system. While this
way of studying the text is problematic, from an objective perspective, given the subjective nature of the
task of identifying the precise moments of transition between narrative units and the criteria for attributing
independence to this or that unit, that is precisely the point of my project: to demonstrate that narrative
structure and dispositive structure are not necessarily synonymous, especially in the case of ancien régime
novels. In fact, Dionne’s examination of the more fine-grained segmental features of the text itself, which
cannot be classified as part of the dispositive system, points to the need to perform the kind of analysis I am
attempting here. When every page, every paragraph, every sentence, and—why not—every word is a
potential dispositive unit, the distinction between the dispositive system and the narrative system begins to
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dispositive unit that is most familiar of all to modern audiences, the chapter, with the
exception of his first novel, Les Aventures de Pomponius, chevalier romain.”
Furthermore, in some cases units may rank differently than they do in the hierarchy
presented here. Whatever the precise constellation of unit-types involved, and whatever
their exact hierarchical relationships to each other, the principles involved remain the
same.

The units of the narrative structural system units are less familiar to novel-readers
than those of the dispositive system. This lack of familiarity comes from the lack of a
consistent set of names for the levels of the hierarchy within which they exist. Although
the narrative units of the Mémoires and other eighteenth-century novels are occasionally
referred to by names such as aventure, récit, relation, and histoire, these names do not
consistently refer to any single analytically useful category of narrative structural units,

and most such units are never explicitly referred to in this way.’® Accordingly, these

names cannot serve as a basis for defining the narrative structural unit hierarchy. To

degrade. It is perhaps better to see the two systems as two extremes of a continuum,; it is possible to see
them interacting with each other as if they were separate, but they also merge in the middle. All of this is
true because even though disposition is a fundamentally material phenomenon, it exists to serve narration
(or at least it is inseparable from narration when it exists in texts that contain narrative), and narration is a
fundamentally mental phenomenon; whatever its medium, it must take on a mental representation in order
to be a narration (and, in fact, there are two principal mental representations here: that of the author/teller,
and that of the reader/audience).

33 This is true of most novels written before the nineteenth century. For a detailed account of how the
chapter became the dominant dispositive unit, see Ugo Dionne’s La Voie aux chapitres.

36 At the other end of the spectrum from the narrative units that are never referred to by name, there are two
sections of the novel that receive full-fledged titles. Titles allow these parts of the text to function as
structural units in both the narrative system and the dispositive system, and confer on them a level of
independence from the main body of the novel that qualifies these units as “pseudo-works.” Given the
special nature of pseudo-works I will examine their role in the Mémoires and Prévost’s other novels in the
next section.
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avoid confusion, therefore, I will refer to the three levels of narrative structural units I
have identified as follows: the first level is composed of major narrative units, the second
level contains narrative subunits, and the third level consists of narrative episodes.”” To
minimize the influence of subjective criteria, I identified these units using several specific
textual elements that I determined were signals of narrative unit boundaries: 1) direct
self-segmentation, which occurs when the narrator explicitly divides his story into
multiple parts; 2) indirect self-segmentation, which occurs when the textual element
indicating the division between units is not presented for that purpose, as when a
character relates all or part of the narrative to another character; 3) narratorial meta-
commentary, which occurs when the main narrator makes a comment on his own
narration, and when any character makes a comment on their own or someone else’s
intra-diegetic narration;® 4) interpolated narratives, which can also form part of the

novel’s narrative structure by marking the beginning or end of a narrative unit.

Locating Internal and External Frontiers in the Mémoires

Before analyzing the connections between structure and identity in an eighteenth-

century novel such as the Mémoires, it is necessary to establish the boundaries of the

37 While conducting my detailed analysis of the narrative structure of the Mémoires 1 employed another
unit, which I dubbed the narrative segment (see appendix). This additional level of subdivision did enrich
my analysis, as it allowed me to confirm the coherence of certain internally-segmented narrative episodes,
but this level of the narrative structural hierarchy proved most useful as a tool for laying the groundwork of
more far-reaching analysis, so it will not figure in the present analysis.

3% Narratorial metacommentary is more likely to identify a narrative structural boundary when it consists of
terms like scéne, épisode, voyage, or aventure, which often refer to substantial portions of the narrative, and
less likely to do so when it consists of terms like dispute or conversation, which frequently designate more
ephemeral portions of the narrative. However, the inevitable role of subjective evaluation becomes clear in
light of the fact that extremely brief “scenes” often carry no structural significance, yet can constitute
narrative boundaries if they inaugurate or mark a significant transition in the development of the narrative
structure.
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work in question, but doing so reveals the complexity of such works’ identities, which
can be defined in several ways, none of which can ultimately be considered solely
authoritative. One approach is to identify the work’s “definitive” form: the state it
occupied at the moment when the author and any other contributors had ceased adding to
it and modifying it. This approach can lead to new insights into an author’s artistic
concerns, in particular because it facilitates comparison between multiple works.
However, it is also important to study the complex techniques within individual works,
which are more evident when attention is paid to the articulations between various states
of those works.

Although the kind of anachronistic imagining that allowed previous generations
of scholars, critics, and editors to “reconstruct” the “ideal” form of a work has become
less and less acceptable over the past century, and although the modern scholarly
community generally recognizes the importance of the formal multiplicity of novels
published in installments and in various editions, modern attempts to preserve the record
of a work’s evolution over the course of its publication by presenting variants must still
necessarily favor one version of the text over another. It is necessary to choose a baseline
text, usually on the basis of which one best represents the author’s vision. While this kind
of editorial decision is unavoidable, it represents a largely unconscious acceptance of the
unitary esthetic, which requires that works adopt a definitive form to be eligible for
criticism. Rather, the “whole” work in whose construction the text of a novel such as the

Meémoires presents itself as participating changes over the course of its publication, both
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for reasons related to its periodicity and for unrelated compositional reasons.” However,
even in cases where a “definitive” form is identifiable, it does not invalidate the prior
intermediate forms assumed by the work during its process of creation and publication,
which should be considered as valid as the final form.
External Boundary Test Case: Manon Lescaut

There are at least three factors that influence how the Mémoires and Manon
Lescaut establish their independence from, and their dependence on, each other:
authorship, length, and plot. First, both works can claim independence on the basis of
contributing to Prévost’s status as an author. Prior to the nineteenth century Prévost was
known as “I’auteur des Mémoires et aventures d’un homme de qualité,” while from the
nineteenth century on he was known as the author of Manon Lescaut. Sharing the same
author also brings the works together. While Prévost was known as the author of the
Meémoires d'un homme de qualité, the “whole” work consisted of the Mémoires and
“another” text by the same author, namely Manon Lescaut. Once Prévost ceased to be
remembered this way, the definition of the “whole” work became somewhat recursive,
since it consisted of Manon Lescaut and another text by “the author of Manon Lescaut,”
of which Manon Lescaut was a part.

Second, both works can claim independence due to factors depending on their

length. The shorter length of Manon Lescaut makes it easier to read within a relatively

3% A work’s material form can even continue to evolve after its original life as an evolving work of art ends,
as editors and publishers can intervene in this process at any point, even after such works reach their “final”
form, as I intend to show in a later portion of my dissertation in which I will study how the disposition of
Prévost’s works has been treated in posthumous editions.
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short period of time, which adds to the impression of a unified “work.” The longer length
of the Mémoires places it within a strong tradition of long “works,” most notably
including L Astrée and other “baroque” novels. Moreover, Tome VI of the Mémoires
concludes with no apparent need or even possibility for continuation. However, the two
texts’ disparity of length also affects their ability to come together to form a whole,
because the Mémoires are more easily able to incorporate Manon Lescaut than a shorter
work would be, and Manon Lescaut is more readily able to integrate itself into the
Meémoires than a longer work would be.

Third, both works can be seen as either independent or linked on the level of plot.
With its unified plot, Manon Lescaut can stand alone quite easily. However, at the end of
each of its installments, the narrative of the Mémoires is sufficiently “complete” to stand
on its own. Because Manon Lescaut has no reason to exist without the Mémoires, its
narrative only takes on its “full” significance within the context of the broader world of
the Mémoires. Similarly, in addition to serving as the frame narrator, the marquis is an
active participant in the story of Manon Lescaut. The disjointed plot of the Mémoires
easily accepts intercalated narrations, so Manon Lescaut can be seen as “simply” one
more, although it is somewhat different, since it comes at the end and has no end-frame.
The main plot of Manon Lescaut has a clear beginning, middle and end, but it remains
tied to the larger story of the Mémoires through the figure of the Marquis de Renoncour,
whose frame narration provides the context for Des Grieux’s story. Thus, although
Manon Lescaut is more “unified” than the Mémoires, the former is in some ways more

incomplete without the latter than vice versa.
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Internal Boundary Test Case. The First Installment of the Mémoires

In the introduction to the 1995 republication of his edition of the initial
installment of the Mémoires, Jean Sgard asserts that installment’s status as an
independent work, arguing that, “réunis en un volume et pourvus d’une ‘Table générale
des maticres’, les deux petits tomes de 1728 constituaient assurément un roman complet”
(8). It is unclear just what Sgard means here by “roman complet.” Nevertheless, the two
criteria he names may provide some insight. The inclusion of both “tomes” of the first
installment in a single physical volume suggests that one of the requirements for
constituting a “roman complet” is physical unity. However, the fact that novels had long
been published in several volumes without losing their status as “works” and continued to
do so shows that physical unity is at most an enhancing but unnecessary characteristic of
a “roman complet.” The presence of a “table générale des maticres” also enhances a
novel’s “completeness” by insisting on the work’s conceptual wholeness, mainly in
narrative terms, as shown by the preponderance of plot-related information, to the extent
that the entry for the protagonist, entitled “Le marquis de...... ”, amounts to nothing less
than a summary of the entire narrative, divided into larger sections by paragraph
indentations, and into smaller sections by numbers indicating the page on which each
given episode can be found. However, the lack of such tables in many if not most
eighteenth-century novels shows that the presence of a table was not necessary for a work
to be considered “complete.” Furthermore, Sgard claimed independent status not only for
the 1728 installment, but for both of the two-volume installments that followed, as well
as for the final volume, Manon Lescaut, with the result being that “on voit se superposer

en fait quatre romans” (8). Sgard creates something of a hierarchy among the four
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“novels” he identified. Indeed, Sgard was only willing to ascribe “unité organique” to the
first installment—i.e. the one he was republishing—and to Manon Lescaut, which had a
tradition of independent publication going back to Prévost’s lifetime. Faced with Sgard’s
editorial modus operandi, one might ask how useful it truly is to differentiate these three
categories: 1) a long, questionably-unified “novel” such as Mémoires d'un homme de
qualité, made up of units of varying levels of coherence that can themselves be called
“novels”, 2) a short, questionably-unified “novel” such as the unit formed by tomes I11-
IV or V-VI of Mémoires d'un homme de qualité, and 3) a short, unified “novel” such as
Manon Lescaut or tomes I-11 of Mémoires d'un homme de qualité. Perhaps each of the
possible ways to classify the work(s) gives a different interpretation? We should analyze
eighteenth-century novels on each level to see how contemporary readers could have
understood the works differently depending on which way they saw them, whether or not
they were consciously aware of it.

Upon further consideration it becomes clear that Sgard’s four-novel scheme—
which constitutes a radical disassociation of the parts that form the ungainly “whole” of
Mémoires d'un homme de qualité—does not harmonize with the novel’s publication
history. The publication took place in something of an overlapping fashion, with the first
edition appearing in 1728 with tomes I-II, followed by a “Suite” consisting of tomes I1I-
IV in 1729; this first edition was followed by a Dutch one that appeared in 1730, in which
the status of “Suite” only applies to tomes V-VI; these piecemeal editions were followed
by two complete ones, one (probably counterfeit) that puts all seven tomes on an equal

footing, and an authorized one that began with a revised edition of Manon Lescaut,
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followed by a revised edition of tomes I-VI (Sgard, “Note sur 1’¢établissement du texte”
Euvres de Prévost, v. 1, 5-7).*° Given the uncertainty regarding what should be called
Meémoires d'un homme de qualité, and what should be called the Suite des mémoires et
aventures, if “unité organique” cannot serve as the sole standard for determining how to
divide the seven tomes into independent “novels,” then it seems just as unwise to reject
the definition of Mémoires d'un homme de qualité that includes all seven tomes, as it does
not to consider each of the “sub-novels” on its own, despite any potential inequality of

their independence.*' Rather, every possible valid schema for dividing the novel into

%0 Jean Sgard appears to assume that from the point of view of the diegesis the text was all written at more
or less the same time, and as he interprets the text to determine when the composition occurred, he
discovers conflicting evidence. Thus, if Renoncour states at the beginning of the second installment that he
was 53 years old when the treaty of Rastadt was signed in 1715, it means that he was born in 1662; and if
Julie was born the year after Renoncour, i.e. 1663, and she was 16 years old when she died, she must have
died in 1679; all of this detective work leads to the conclusion that when Renoncour says at the very
beginning of his memoirs that it has been over thirty years since his sister's death, then he must have
written his memoirs around 1710 (Sgard v. 8 13-14). However, other textual clues suggest conflicting
timelines. For instance, if Selima's death occurred during the reign of Pope Clement XI, which lasted from
1700 to 1721, and if it has been fourteen years since her death when Renoncour writes his memoirs, then he
must be writing sometime between 1715 and 1720 (Sgard v. 8 14). Alternatively, if Renoncour’s niece
Nadine began her novitiate at the beginning of the winter following the sentencing of Paparel in June of
1716 at the height of the Mississippi bubble, then her novitiate would have concluded at the end of 1717,
which means that the sum of the remaining temporal indications situate the Renoncour's writing in 1719
(Sgard v. 8 14). However accurate his deductions, Sgard is more interested in determining when Prévost
wrote the Mémoires, than in determining when Renoncour wrote his memoirs. Thus, although Sgard notes
that the mention of Renoncour's death in the “Lettre de 1’Editeur” that precedes the third installment
indicates that the last two volumes are posthumous (Sgard v. 8 14), he fails to take into account how the
way Renoncour describes his attitude toward writing his memoirs should influence the internal chronology
of their production.

*! Nothing in text of the first installment suggests that at the moment of completing that portion of his
memoirs, Renoncour envisaged continuing them. And although it is true, as Sgard notes, that there is no
time in the chronology for the three years that Renoncour claims to have spent in retirement between his
daughter's marriage, which cannot have taken place earlier than 1715, and his emergence from retirement,
which cannot happen later than 1715, Sgard fails to note that there must have been three periods of writing:
one during Renoncour's initial retirement (the “three years” of 1715), and two during his second and final
retirement. Otherwise, the reference Renoncour makes at the beginning of the third installment to the
success of the first two parts of his memoirs—“On m’apprend que le public a fait un accueil favorable aux
deux premiéres parties de mon histoire” (229)—would make no sense. The second installment must have
been written after the first because the first contains no indication of a continuation to follow, which means
that it was composed some time between 1715 and 1728, most likely in 1719, which is when Sgard situates
the entire composition of the Mémoires.
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parts should receive due consideration, not for the purpose of determining which schema
1s the most “true,” but rather because each has a lesson to offer modern readers about
what the work(s) could have meant to Prévost’s eighteenth-century readers, lessons
which can, in turn, teach us about how we experience narration today. Among the
possible effects the novel’s manner of publication may have had on how contemporary
readers experienced it as a “work,” one very important one may have been a decrease in
attention paid to the coherence of the various parts. If different sections could lay equal
claim to the title of “suite,” then perhaps—despite the classical obsession with unity—it
made less sense to worry about whether the narrative hangs together as a unified whole
than it did to experience each part on its own terms, and then to decide whether the

overall gestalt was effective, whether aesthetically, didactically, or in some other way.

Installments of Publication as Wholes and Parts

Instability of Relationships Between Installments

Because an eighteenth-century reader might come across a novel at any point in
its evolution, it is crucial to understand the role that the installments play in creating the
evolving “whole” that constitutes the “identity” of Mémoires. Each installment must offer
sufficient narrative tension and resolution within itself to satisfy its reader, but must also
leave room for future continuation by indicating its role within a “whole” whose
“identity” it is helping to construct, which can vary throughout the novel’s publication.
At first glance the “whole” of the Mémoires appears to consist of three installments and
Manon Lescaut, but the status of these installments as dispositive units is not simple, as

the publication of each installment redefines the relationship of the other parts in relation

78



to a newly-defined entity. At one end of the spectrum, there is the first installment, which
began as an independent work and later evolved into a unit within a larger work, as
mentioned above. At the other end, there is Manon Lescaut, which was initially presented
as part of the larger work, but later came to be seen as an independent work. Between
these two extremes, there are the second and third installments, which were always
integrated into the larger work and which never achieved the same degree of autonomy as
Manon Lescaut, although they did lose a degree of independence after being incorporated
into collective editions of the “completed” work. In early editions, shifting designations
of the novel’s dispositive elements make it difficult to give a definitive answer to the
question of what should be considered the work and what should count as its
continuation.” This ambiguity is only partially lifted by the 1756 edition of Mémoires,
generally seen as authoritative because Prévost reviewed the text of his novel while
preparing it to be published in collective form.

The 1756 edition presents the second and third installments of the Mémoires as
parts of a larger entity, thanks to a dispositive apparatus that specifies the relationship of
whole to part implied by the disposition of earlier editions through continuous numbering
of volumes and books and uniform titles for the title pages and running title.

Nevertheless, the revised edition maintains elements of interaction between the novel’s

2 In early editions (e.g. Gabriel Martin, Paris, 1729) the main title page of the second installment presents
its contents as the “suite des mémoires et avantures d’un homme de qualité qui s’est retiré du monde,”
while the secondary title page gives the name “suite des mémoires du marquis de ***” which also appears
throughout the installment as a running title. At least one early edition of the third installment presents itself
as the “suite et conclusion des mémoires du marquis de ***” although this is more of a subtitle, as the
main title page still bears the full title, “suite des mémoires et avantures d’un homme de qualité qui s’est
retiré du monde;” to further complicate matters, this edition contains a false-title page bearing “Mémoires
du marquis de ***” which also appears as the running title in the header.
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dispositive and narrative structures that preserve the independent “identities” of these
later installments to a significant degree. Each installment can be taken as an independent
entity, distinct from the other two installments, and as one of two components forming a
single unit distinct from the first installment. The “identity” of the second and third
installments as constituent parts of a single entity comes from the fact that they have
much more in common with each other, in terms of narrative, than they do with the first
installment. If encompassing an entire career is largely what makes the first installment
into an independent “whole,” then by that standard the second and third installments must
be seen as complementary elements of such a “whole” because together they account for
the entirety of Renoncour’s second career, in which he serves as young Rosemont’s tutor.
The two installments’ independence from each other is largely a product of disposition,
not of narrative, although both structural systems play a role in creating the relationship
between these installments.*”® The interplay between narrative structure and dispositive

structure can be observed both within individual installments and in the relationships

* By one possible definition, all seven volumes, including Manon Lescaut, should be counted equally as
part of the Mémoires. However, the first two volumes, published as one installment in 1728, originally
stood on their own, and were followed by a “suite,” which could be seen as solidifying the independence of
the first installment while simultaneously linking it to a separate yet inextricably linked continuation. The
third installment provides yet another way to conceptualize the novel: if, according to the Bibliothéque
raisonnée des ouvrages des savants de |’Europe of April 1731, the “Suite des Mémoires d’un homme de
qualité qui s’est retiré du monde” contained three volumes (Harisse 166), then that would mean that the
four volumes of the first two installments should be considered as constituting the Mémoires, while the
three volumes constituted by the third installment and Manon Lescaut should be considered the “suite” of
the main body of the novel. The numbering of the books in the second and third installments also serves to
blur the distinction between “work,” “continuation,” and “sequel.” Although the “definitive” collective
edition of 1756 numbers the books consecutively throughout, each installment initially had its own
numbering. Furthermore, not even all collective editions follow the 1756 version; the edition of 1731
(“Amsterdam, aux dépens de la compagnie”) labels the two volumes of the third installment as if they were
part of a larger work, but numbers the books within them as if it were independent, starting with one, rather
than continuing the numbering from previous volumes.
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between installments, and examining it will allow us to perceive signs of the text’s
evolving “identity” as a work.

Although the identity of the first installment was retroactively modified by the
publication of subsequent installments, the text of 1728 was originally presented to
readers as self-sufficient, meaning that the referent of the title was “the story of a certain
nobleman’s career from childhood to retirement.” However, even if, as this conception of
the text’s identity as a “work” would indicate, Prévost did have a particular conclusion in
mind, it does not necessarily follow either that the text does not operate according to
prospective economy, but neither should it be judged according to its adherence to
reverse causality. Rather, there is a discrepancy between Mémoires’s narrative and
dispositive structures that produces an evolution in the text’s identity as a work as the
narration progresses, and this evolution demonstrates the pleasures of the segmentary
esthetic. The dominant dispositive feature of the first installment of the Mémoires 1is its
division into two volumes, and while that boundary can be used to conceptualize the
text’s identity as a work, it does not correspond to the most significant boundary of the
narrative structure. Using the dispositive system as sole guide, it is possible to identify a
“European” period, corresponding to the first volume, and an “Asian” period,
corresponding to the second one. The first volume can also be seen as corresponding to
“Renoncour’s adolescence,” in which case the second volume would correspond to

“Renoncour’s romantic difficulties.” Geography and plot developments would seem to
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support this kind of viewpoint, but only so far.** The events of the first volume take place
in Europe, while much of the second volume takes place in Turkey. Furthermore, the first
volume ends with Renoncour’s capture by Turkish forces, while the second volume
begins with his emergence from the womblike space of a dungeon cell. However,
geographical consistency is not maintained throughout the second volume, parts of which

take place in Europe.” And while Renoncour’s transition from freedom to slavery does

# Geographical shifts often provide the basis for the dispositive structure of travel novels, with the most
extreme form being a correspondence between each individual chapter and an island visited during that
chapter (although Dionne fails to note that while a preponderance of such correspondences suffice to make
it the basis of the dispositive structure, it would be the very moments of lack of correspondence that would
be the most enlightening as to the overall trajectory of the novel, as they would allow a critic to distinguish
the narrative structure from the dispositive structure, and draw conclusions about the novel’s overall
message by confronting the two structures), although in more philosophical novels there can be a
combination or concurrence of ideological shifts represented by the protagonist’s various traveling
companions or by different situations that the protagonist must confront alone (330-33). Dionne also
discusses a type of novel that he terms “la narration utopique,” in which dispositive structure frequently
underlines the three major phases of a utopic voyage: the “preutopic phase,” the “utopic phase,” and the
“postutopic phase” (340). As an example, he mentions 1’ Histoire des Sévarambes, but while there is indeed
a rough correspondence between certain elements of the novel’s narrative structure and its dispositive
structure, it would be interesting to examine the points of tension between the two structures, notably the
tension between the “postutopic phase” and the novel’s final volume: “Le cinquiéme volume, plus
composite, participe a la fois des dimensions historique et culturelle, avant de raconter le retour de Siden en
Europe, dans une derniére séquence bréve et inachevée” (341, emphasis added). The uncertainty of
dispositive boundaries in ancien régime novels and the attendant “fragmentary esthetic” help to explain
both the lack of perfect coincidence between the three narrative phases Dionne names and the novel’s
dispositive structure as well as the unfinished quality of the final part.

# Sgard recognizes a tripartite structure consisting of “trois histoires qui composent le premier tome des
Mémoires et aventures—histoires de Renoncour, de Rosambert, et d’une jeune inconnue recueillie dans la
rue” (65). For Sgard, each story represents a different possible manifestation of “la méme malédiction
poursuivant des héros innocents”, that of the father of Renoncour, whose guilt or innocence remains
uncertain; that of Rosambert, a lover who transforms himself into a martyr by deciding to join the
monastery at La Trappe when his romantic life ends tragically; and, finally, that of “une jeune inconnue
recueillie dans la rue” whose tale allows Prévost to explore “enfin la destinée de 1'héroine et le dernier
aspect de la malédiction” (65). Aside from Sgard's unfortunate reduction of all of female experience to the
status of a “last aspect” without which a narration would be incomplete, Sgard's attempt to discern a
tripartite parallel structure leads him to commit certain inaccuracies. Notably, it is unclear what plot
material Sgard has in mind when he refers to the first story. The only character mentioned is Renoncour's
father, but in fact there are two fathers and two stories: does Sgard mean the father of the “homme de
qualité”, or his grandfather? The desire for underlying unity returns in Sgard's efforts to discern structure.
Thus, even though he has already posited a three-level parallel structure for the first volume of the
Meémoires, he goes on to argue that “[1]'histoire de Renoncour s'est donc scindée : a la 1égende familiale se
sont substitués les thémes du moine tragique et de la femme séduite” (66). Thus, what appear to be three
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roughly coincide with the transition from one volume to the next, that concurrence is not
in itself proof of a difference of kind between this and other dispositive transitions that
would dictate that the most prominent dispositive boundary of the first installment should
be located here rather than elsewhere. Similarly, while the first volume does place a lot of
emphasis on Renoncour’s transition into adulthood, it also tells the story of Renoncour’s
father, and recounts a significant portion of Renoncour’s adult life. And while much of

the second volume is in fact devoted Renoncour’s tragic love story, that story is not all

separate stories are in fact one story that gives birth to two alternate versions of itself that are contained
within it. This way of understanding Prévost's work allows Sgard to agree with some criticisms of Prévost
without renouncing all claims to artistic merit on behalf of the novelist. Prévost's detractors might argue
that Prévost seems not to have been able to make up his mind as to what novel he wanted to write, or they
might disdain him as a writer who couldn't afford to hold back material that wasn't suited to the work at
hand, because financial hardship drove him to publish everything possible. However, although it might
seem that Prévost's work on the first volume of the Mémoires leads him to simultaneously undertake “trois
romans différents”, Sgard can rest assured in the knowledge that in the end there is only one novel being
written, that the novel being written is one that expresses the inner truth of the novelist, and that any
apparent lack of control over the course of the novel or its structure stems only from the novelist's
imperfect self-knowledge. In fact, by recounting three versions of the “same” plot, Prévost demonstrates
“un progrés de I'analyse” (66). What could be seen as a sign of inferior workmanship becomes the signature
stroke of burgeoning artistic inspiration. While a tripartite structure focused on three central deaths could
seem repetitive—"[1]es trois destinées rapidement ébauchées par Prévost, sont également maudites et
menent aussi vite & un dénouement tragique” (68)—, and although one might think that the reason for this
repetitiveness was that “la tristesse dont I'auteur s'entretient dans sa solitude est telle qu'elle ne parait
pouvoir se nourrir que de 1'évocation du deuil” (68), Sgard would argue that “un cheminement est visible
dans la fagon dont il explique ces destinées” (68). This “cheminement” consists of Prévost's path to the
realization that the central question of his work is that of “sensibilité.” This “vocation d'amour et de
souffrances”, whether it derives from “la nature des passions”, from “I'obstacle social”, or from “I'absurdité
de la vie”, in Sgard's eyes, is Prévost's “domaine” (69). The first volume of the Mémoires, then, is in the
end not much more than a mechanism that enabled Prévost to identify the area of endeavor for his future
writing. Not that it was a matter of choice, but rather Prévost was himself “destined” to seek unendingly the
answer to the unanswerable question of what is the place of “sensibilité” in the world. Having found the
subject of his work, Prévost had only to invent a form that could contain it (Sgard 69). Only at this point
does Prévost seem to realize, according to Sgard's theory, that the plot of his novel makes no sense as he
has begun to lay it out, given the clear direction provided by his new principal topic, the investigation of
“sensibilité.” While Prévost appears to have planned for Rosambert and Renoncour to restart their careers
together, the new purpose of the novel seems not to have synchronized well with that plan (69). Sgard notes
that “[a]u début du Livre IIL, il [...] abandonne [c]e projet”, paying due attention to the dispositive
transition (69). However, for Sgard, what is important about the role of dispositive technique here is merely
that it provides a convenient place for him to locate Prévost's switch to the new plan, which requires some
smoothing over: “la fin de son tome I représente donc un raccord. Il découvre la contradiction qui existait
depuis le début de son livre entre une formule romanesque surannée et la nature des sentiments qu'il veut
exprimer” (69).
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that occupies the second volume. Identifying dispositive units with parts of the narrative
1s valid because it shows how the dispositive system operates on the reader’s perception
of the work, but to assume that the dispositive system is all that defines the narrative is to
ignore the presence of the deeper narrative structure.

Despite the earlier editions’ somewhat ambiguous disposition, the second and
third installments of the Mémoires would appear, judging by the disposition of the
“definitive” 1756 edition, to be completely dependent elements of a larger whole. And
while it is true that they are inextricably linked with the first installment, they possess a
significant degree of independence, both as separate entities, each distinct from the other
two installments, and as two components of a single unit distinct from the first
installment. The second and third installments have much more in common with each
other than they do with the first installment, and if encompassing an entire career is
largely what makes the first installment into an independent “whole,” then by that
standard the second and third installments must be seen as complementary elements that
together account for the whole of Renoncour’s second career, in which he serves as
young Rosemont’s tutor. However, the presentation of the installments within the
diegesis contradicts the unity of this bipartite “whole,” which can be deduced by
searching through the text for clues to aid in reconstructing the diegetical timeline of the

composition of the Mémoires.*® Rather than attempting to prove or disprove the overall

* Renoncour reports in order for him to begin the second installment it was necessary for his friends to
urge him to consider the public’s positive reaction “aux deux premiéres parties de mon histoire” as “un
motif qui doit me porter a reprendre la plume, et a continuer 1’ouvrage” (229 emphasis added). This
statement implies that even though there is a greater degree of narrative cohesion between the second and
third installments than exists between the first and the second ones, Renoncour must have composed the
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unity of the three installments taken together as a “work,” here I show how Prévost was
able to manipulate the dynamic tension between disposition and narration that resulted
from the publication norms of his day in ways that serve his characters’ evolution.

Narratorial Evolution as Structural Principle in the First Installment

Dispositive—Narrative Tension as a Sign of and Impetus for Character Development

The narrative structure of the first installment consists of two major narrative
units, which are determined by Renoncour’s evolution as a narrator, not changes in his
status as a character, which, it can be argued, do in fact determine the boundary between
the installment’s two volumes. In the first major narrative unit, Renoncour narrates a
story that is not his own, while in the second he becomes the narrator of his own
adventures. The first major narrative unit tells the story of Renoncour’s family, setting
the stage for Renoncour’s personal misfortunes as an individual. These misfortunes create
the necessary conditions for Renoncour to become the “héros de roman” that he becomes
in the second major narrative unit, in which he sets out to seek his fortune through
military service. The coincidence of the most prominent dispositive boundary of the
volume with the beginning of Renoncour’s life as a slave provides the reader the
pleasurable experience of an important turning point in the plot, while allowing Prévost

to situate the true turning point earlier in terms of narrative structure. The lack of

first two installments by November 1729, when the second installment was published, but not the third,
because it was the success of both installments that moved his friends to encourage him to begin writing
again, to continue his memoirs. This means that Renoncour must have composed the third installment,
roughly, sometime during the last year or so of his life. If Renoncour was dead when the third installment
was published in April of 1731, presumably he must have died long enough previously for his text to be set
and printed, and he couldn't have begun until enough time had passed after the publication of the second
installment for its success to become apparent, which places the composition of the third installment some
time in 1730, and not, as Sgard calculates, in 1722 at age 60 (v. 8 52).

85



correspondence between narrative and dispositive units is a feature of the segmentary
esthetic that brings the two systems into dynamic tension with each other, thus providing
the true motive force behind the work’s forward momentum.

This literary misdirection recalls that of stage magicians, who direct their
audience’s attention toward an intriguing distraction to prevent them from learning how
the trick is done: in both cases esthetic enjoyment would be spoiled by full
comprehension of the hidden mechanics, although the magic-show spectator is perhaps
more aware that something of the kind is going on in than the novel-reader. Thus there is
positive value in increasing suspense by situating dramatic moments at dispositive
boundaries, and yet dispositive boundaries need not coincide with transitional moments
in the narrative structure to be effective. It is the relationship between narration and
disposition that confers on dispositive boundaries the ability to provoke an esthetic
response in readers, but that relationship need not be as strong as modern readers have
come to expect. Dispositive structure increases the reader’s enjoyment by providing the
impression of progress by means of localized tension and resolution, while narrative

structure lays a foundation for long-term, open-ended narrative development.

Dispositive—Narrative Tension as Product and Source of the Segmentary Esthetic

The segmentary esthetic allows for a text’s identity as a work to evolve as the text
progresses, and the dynamic tension between structural systems that fuels this process
comes from formal differences between dispositive transitions and narrative structural
transitions. Dispositive boundaries are conspicuous and abrupt, consisting of physical or
visual separations between units of text, while narrative unit boundaries are visually

inconspicuous except for cases in which they coincide with dispositive boundaries. These
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characteristics make dispositive transitions well-suited to creating and resolving
suspense, while narrative transitions facilitate more nuanced plot development both
within a given textual installment and as a foundation for any eventual continuation.
These differences explain why the first installment’s disposition and its narrative
structure suggest conflicting ways of understanding the text’s identity. Signaling the
boundary between the installment’s two major narrative units with a clean break
characteristic of the dispositive structural system with its typographical obviousness
would tie the dispositive resolution of the installment to the progression of Renoncour’s
evolution as a narrator. Instead, that evolution is accompanied by a gradual transition
possible only within a narrative framework whose units are just as undeniably present as
those of the dispositive system, but whose boundaries are much subtler.

Thus, while at the novel’s outset it is clear that Renoncour is not the protagonist,
as the first volume approaches its conclusion it becomes just as clear that Renoncour has
become the protagonist. And yet, although the fact of Renoncour’s transition is
undeniable, it is difficult to locate precisely. Furthermore, the shift is not binary but rather
graduated with stages of change leading up to the moment of transition and continuing
afterward. This “camouflage” comes from manipulation of the narrative structure: the
first major narrative unit, in which Renoncour is not the protagonist, is itself composed of
two subunits; and although there is a qualitative change in Renoncour’s status as narrator
between the first and second subunits when he takes an active role in the events of the
narration, it is still his father’s story, not his own. After this first step, Renoncour

approaches protagonist status through a gradual progression of narrative units, each
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corresponding to a greater degree of independence for Renoncour, as more detailed
analysis of the progression will show. This kind of camouflage allows Prévost to
manipulate the identity of his text in ways that contribute to the maintenance of a viable
narrative—such as transferring the focus of the narration from the narrator’s family
history to the life of the narrator himself—without making those manipulations the main
focus of the narration.

A series of overlapping narrative and 