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Abstract. Narrative gapping is one of the debated issues in contemporary narratology. This is evidenced by the recent work
(2023) of G. Prince and W. Schmid: the first author complements his own classification of gaps already including “disnarrated” and
“alternarrated” types with new types of narration — “undernarrated” and “overnarrated” ones. The second scholar suggests focusing
on the “nonnarrated” — that which is not presented in the narrative, but is relevant to the story being told. The study of narrative
gaps is especially urgent in relation to the modern forms of narration which have not received due scholarly attention yet. Among
them is a forking-path narrative presented in the novel “4321” by P. Auster (2017). This narrative can be regarded as an example of
“overnarration” (in the terminology of Prince): it tells the reader not about one life of the character, but about four lives at once.
Each new ‘life” of the character in the novel is a separate storyline that comes into conflict (from the point of view of unfolding
events) with other “lives” (in one life the character dies, in another he is still alive, etc.). At the same time, at the level of the reader’s
perception, such “autonomy” of each storyline is not preserved: interacting with all of them, the reader inevitably correlates these
lines with each other, and the events presented in them inevitably (in his imagination) overlap one another. How do narrative gaps
function in this kind of narration? And what effect do they produce? The more storylines narrative produces, the wider the gaps
zone expands: thus, the reader’s growing knowledge about the character is followed by an increasing, limiting their abilities “igno-
rance”. Moreover, as long as each line, in spite of being “autonomous”, still tells the reader about one and the same character, the
appearance of new events in each subsequent line inevitably has the effect of filling gaps in the previous line. Narrative gapping on
the level of the plot and on the level of the reader’s perception in such a narrative differs: on the level of the plot, the gaps remain
“permanent” (in Schmid’s terminology), and on the level of the reader’s perception — “temporary”. The novel of Auster, as an exam-
ple of a forking-path narrative, only metareflexively intensifies this narrative specificity: several chapters conclude with the narra-
tor’s indication of gaps that will not be filled in the oncoming chapters of this storyline. Thanks to these cues, the reader’s attention
focuses on these gaps, and their “cemporary” nature becomes ever more salient while correlating various storylines.
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Annomayus. VccnegoBanve GyHKIIMOHUPOBAHUS JTAKYH B [IOBECTBOBAHUY MOXKHO PAaCCMATPUBATh KAK OLHY U3 aKTYalIbHBIX
3a71a4 COBpeMeHHOU Happartonoruu. O6 9TOM CBUETENbCTBYIOT U HeaBHYeE paboTsl (2023) Happatonoros Jixx. [lpusca u B. HImu-
Za: TIepBbIH ZOMONHAET COOCTBEHHYIO TUIIONIOTHIO IAKYH, Y>Ke BKIIOYAIOIIYIO «U3HAPPALMIO» U «aIbTepHAPPaLiMIo», HOBBIMH CIIO-
cobamy Happaluy — «HeJOPACCKA3aHHBIM» U «CBEPXPACCKABAHHBIM». BTOpOI mpensaraeT CKOHLEHTPUPOBATECS HA «HEPaCCKa-
3aHHOM» — TOM, YTO He IIPEJCTABJIEHO B [I0OBECTBOBAHUM, HO MMEET OTHOLIEHME K pacCKa3blBaeMoOi UcTopuH. Mccnenosanue a-
KYH TeM 6oJiee aKTyaJbHO B IPUMEHEHHUH K COBPEMEHHbIM II0BECTBOBATENIbHBIM $OpMaM: He IOIYYUBIINM ITOKA JODKHOTO BHU-
MaHus UccaefoBaTenell. Cpeiyu HUX — Pa3BeTBIE€HHOE [IOBECTBOBAHME, IIPEACTaBIeHHOE B poMaHe «4321» II. Ocrepa (2017). Oco-
6eHHOCTBIO 5TOH GOPMBI CTAHOBUTCS €e OpHEHTALNs Ha «CBepXHappaluio» (B TepMuHax k. [IpuHca): OHa paccKasbiBaeT YUTATe-
7110 He 06 OZHOM >KM3HU Iepos, a Cpasy o deThlpex. Kaskzgas HOBas «KU3Hb» reposl B poMaHe — oTAenbHas $pabyabHas IMHUA, BCTY-
HaoLas (C TOYKY 3peHUs COOBITUHHOCTY) B IIPOTUBOPEYHE C APYTUMHU (B OZHOM repoii yMUpPAeT, B APYroil — elwe XKuB U rp.). [lpu
3TOM Ha YpOBHE YHUTATENbCKOrO BOCIIPUITHS TaKas «aBTOHOMHOCTb» KOKAON M3 JIMHUN He COXPAHAETCS: YUTATedb HeU30eKHO
COOTHOCHUT 3TH IMHUN My OO0, U COBBITHS, B HUX IIPeACTaBIeHHbIe, HEU30eXKHO (B ero BoOOparkeHUH) HaK/IaAbIBAIOTCS APYT
Ha Zpyra. Kak B TAKOM THIIE COBPEMEHHOI'O [I0BECTBOBAHUS QYHKINOHUPYIOT HAppaTUBHEIE TaKyHbI? U Kakoi adpdekT npounsso-
zat? C yBenudeHueM GpabynbHbIX IMHUN IIPOTPECCHBHO PACIIMPSETCS U 30HA JAKYH: Tak, 32 yMHOXKEHHEM «3HaHHUI» O repoe cile-
JyeT U yBeIUYMBAIOLIeeCs, OrpaHUYMBAIOLIEe ero BO3MOXKHOCTH «He3HaHue». bojiee TOro: MOCKONbKY KaXkAas JTUHUS, XOTb U AB-
JISETCS «ABTOHOMHO», [I0-TIpeXKHEMy PacCKa3blBaeT YUTATEN0 06 OZHOM U TOM Xe repoe, MOSBIeH e HOBBIX COOBITUI B KOKAOM
Cllefyolell IMHUN TIPOU3BOAUT Ha Hero dddeKT samonHeHUs JakyH B IMHUU Ipefblayineii. PyHKIMOHUPOBaHUE JTAKYH Ha
ypoBHe $abysbl 1 Ha ypOBHE YUTATEIbCKOTO BOCIIPUATUS B TAKOH [IOBECTBOBATENbHOM GOpMe pasHUTCS: Ha ypoBHe $pabyIbl TaKy-
HBI OCTAIOTCH «IIOCTOSHHBIMM» (B TepMHuHaX B. IIIMuzaa), a Ha ypOBHE YMTATENbCKOIO BOCIPUATHUA — «BPEMEHHBIMU». PoMan
II. OcTepa, SBALSCH NIPUMEPOM Da3BETBIEHHOTO HappaTHBA, MeTapedIeKCMBHO MHTEHCUPUIMPYET Ty ero 0COOeHHOCTh: He-
CKOJIBKO IJIaB POMaHa 3aKaHYMBAIOTCH YKa3aHUEM HappaTopa Ha JaKyHbl, KOTOPbIe B IOCAEAYIOIIMX YaCTAX, COOTBETCTBYIOLIUX
9TOM JIMHUY, 3aII0NHEHb! He byayT. YnuTaTebcKkoe BHUMAHME — GIarofapst TAKUM «yKasaTelIsiM» — KOHIEHTPUPYETCs Ha 3THX Jia-
KYHaXx, U TeM 3aMeTHee CTAHOBUTCS UX «BPeMEHHBIF» XapaKTep IIPYU COOTHOIIEHUY Pa3HbIX GabyIbHBIX IMHUM.
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In recent decades (since the 1980s), narratology
has been increasingly interested in what is not only
directly represented in the narrative, but also what
turns out to be hidden, but is still belonging to the sto-
ry being told. Along with the events represented in the
narrative, there are also “gaps”, “omissions”, “blanks”
that are open for filling by the reader, enhance the im-
mersion in the narrative world, allow — within the nar-
rative — to control the reader's attention and reader’s
emotions, participate in the sequential unfolding of
the story. Narrative gapping, thus, is one of the en-
gines driving narrative sequencing and progression.

Lacunae in the narrative can be understood and
described in different ways: in the broadest sense -
according to W. Iser [Iser 2004] — as any gap that con-
nects the reader's imagination to the fictional world,
involves him in what is happening, thereby — along the
way - turning reading into a “process of constant
choice” [Iser 2004: 209]. Lacunae are regarded as a
means of narrative imagining and researched in this
direction by R. Gerrig [Gerrig 2010] with close attention
paid to readers’ experiences. Such a lacuna is described
by narratologists using the concept of gapping [Herman
2005: 193] and can be understood very broadly: as the
omission of one or another element of representation
(characters, space...), as the omission of an explanation
of the motivation of the hero, as the omission of what
they said or thought, as the omission of events (related
to the past or present), as the omission in time (“ellipsis”
according to G. Genette [Genette 1998]), etc. Gaps can
be significant and insignificant [Sternberg 1985], no-
ticeable and unnoticeable, temporary and permanent
[Schmid 2023], and at the same time they can be muta-
ble, changing their status in the process of the reader's
interaction with the story being told.

According to M. Sternberg, narrative omissions
include “gaps” and “blanks” [Sternberg 1985]. The first
presuppose the omission of information, which is no-
ticeable (because it is significant) to the reader, the
second denote what is omitted, but is not significant.
Both the first and the second, as emphasized, for ex-
ample, by W. Schmid [Schmid 2023], are changeable:
the reader's awareness of the significance or insignifi-
cance of this or that information may change during
interaction with the narrative, and even more so — if
we continue this reflection — it may be even more
changeable in the process of rereading / revising the
same story. R. Warhol refers to this type of gaps as
“unnarratable”: information may be omitted due to
prohibitions or other cultural restrictions unrelated to
the promotion of eventfulness in the narrative [Warhol
2005]. Prince identifies a special type of lacunae -
“disnarrated” [Prince 1988; Prince 1992; Dannenberg
2014] — which enables to point out what did not occur
within the narrative world, but could have happened;
point the reader to an alternative version of the events.
It is supplemented by B. Richardson, reflecting on the
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“denarrated” [Richardson 2001]. “Denarrated”, in con-
trast to “disnarrated”, can designate an event that first
occurs within the narrative world, and then is refuted
by the narrator, as if (thereby) “extracted” from the
plot, that is, the occurrence of this event results in its
absence (gap). In recent years, studies of gaps in nar-
ratology have only intensified. Therefore, in an article
published in 2023, G. Prince complements the already
introduced types of narration with what he describes
as “undernarrated” and “overnarrated” [Prince 2023].
Both the first and the second are characterized by the
narrator's indication of the insufficiency or redundancy
of the information provided, thereby emphasizing the
avoidance of conventional representation, allowing the
reader to draw attention to certain events in the narra-
tive that need this attention.

The narrative gapping is also researched in detail
by the narratologist W. Schmid [Schmid 2023], who
examines it through the concept of the “nonnarrated” -
what is relevant to the story told, correlates with it, but
is not included in the fabula and remains unrepresented
at the level of plot. Such gaps, according to Schmid,
can participate in the creation of suspense, distract the
reader's attention from some events and draw atten-
tion to others, create “false paths” in the story progres-
sion, control the reader's emotions when perceiving
the story told to him, etc.

Studies of narrative gapping, as we have seen,
are conducted in different directions: narratologists
view narrative gaps as a tool for constructing a story;
others emphasize its impact on the intersubjective
interaction of the reader with the narrative; finally,
researchers refer to its affordance to examine the con-
nection between the actual and the virtual in the nar-
rative. The “nonnarrated” proposed by Schmid seems
to be relevant for considering gaps at the level of con-
structing a story: they are not represented in the nar-
rative, but are challenged by the multilinearity of the
narrative. And this approach seems appropriate in the
study of multilinear narratives. At the same time, the
multilinear narrative form imposes its own require-
ments for its description: therefore, it seems pertinent
to add a pragmatic perspective to the method of de-
scribing narrative gaps proposed by Schmid, suggesting
an emphasis on the reader's interaction with gaps and
on the experience that these lacunae shape.

At the same time, fictional works examined in
“The Nonnarrated” are limited to examples from the
literature of the XIX-XX century (among them - the
prose of A. P. Chekhov, F. M. Dostoevsky, W. Faulk-
ner, J. Joyce, A. Robbe-Grillet), while contemporary
narratives remain (yet) on the sidelines. But in which
way do narrative gaps function in the literature of the
XXI century? How do they interact with other types of
narration — for example, with the “overnarrated”? Do
their functions change, are they endowed with new —
other - features and affordances? How does the func-
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tioning of gaps relate to the changes that are taking
place in contemporary storytelling in general? How do
they now participate in modeling the reader's experi-
ence, how do they allow the story to be told differently,
but also to perceive it differently?

Contemporary literary narratives are often charac-
terized by researchers as “complex” [Willheim, Kiss 2020]:
they encompass such narrative forms as “reverse narra-
tives” [Brutsch 2012], “modular narratives” [Cameron
2008], “maze narratives” [Eckel 2012], “network narra-
tives” [McFarlane 2022], “chaotic narratives” [Dillon
2011], etc. Forking-path narratives, named after J.-L.
Borges’s famous story “The Garden of Forking-Paths”,
are also becoming widespread among them. Such nar-
ratives are based on the principle of consistently pre-
senting to the reader variations of those events that
happen to the hero: they do not tell about what actually
happened to him, but only about what could have hap-
pened, but did not happen, leaving the reader trapped
in variations of the life of the same hero.

Such a narrative form is unusual in itself: instead
of one hero's life, the reader sees a scattering of op-
tions, several lives at once that can be lived “together”
with the hero, simultaneously comparing them with
each other. This form is therefore excessive from the
point of view of representing events in the narrative:
the plot in it becomes multilinear [Richardson 2019]
and even multiversion [Richardson 2023], not reduci-
ble to a single chronological chain of events, and the
reader is offered, along with different variants of the
hero’s life, several “possible” plots at once (as if “to
choose from”). Such a multilinearity at the level of the
plot is a sign of “overnarration”, which G. Prince
writes about: the hero chooses all the paths that open
up before him at once, and not a single road, if we re-
call R. Frost, remains “not taken”. But what is specific
in a forking-path narrative is not only the functioning
of the represented events, but also the functioning of
narrative gaps. To examine narrative gapping in this
type of contemporary narrative therefore seems to be a
logical continuation of research on the “nonnarrated”
and its functions in the history of narrative forms.

If the forking-path narrative, operating with varia-
tions, is excessive in terms of information provided to the
reader about the hero, then it is excessive in another
way: consistently expanding the knowledge about the
hero, offering more and more new variants of his life,
it inevitably expands the area of gaps — what accom-
panies the “narrated”, but remains unrepresented and
itis left to the reader's imagination.

We will examine the functioning of such narra-
tive gaps on the example of the novel “4321” (2017) by
Paul Auster. This novel, as an example of a forking-
path narrative form, has not yet been examined from a
chosen perspective. It’s a bildungsroman, telling us (as
its generic convention prescribes) about the growing
up and coming of age of a hero, but its peculiarity is
that the hero lives four “lives” at once, and the variants
of each stage of life are revealed in the novel sequen-
tially. At the same time, the hero himself does not
know about the existence of “other” lives, only the
reader knows about them. Each new version, thus,
excludes and refutes the previous one: storylines be-
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come contradictory, operated by “denarration” (in
terms of B. Richardson) - this is what happens from
the point of view of the plot. But how do these “op-
tions” relate to each other in the reader's imagination?

The second “life” of the main character ends in
his youth — he dies, as described in chapter 2.2., and
all subsequent chapters corresponding to this storyline
(3.2., 4.2., 5.2., 6.2., 7.2.) remain empty. But the reader
is not allowed to forget about this path of the hero, alt-
hough interrupted early: he constantly encounters
empty pages replacing the narrative that could have
been if the hero had not died. The chapters are both
present (indicated by a chapter number and a white
sheet) and absent at the same time (they don't narrate
anything). An empty sheet is a constant reminder to
the reader about a lacuna, about an intentional omis-
sion, its material expression.

Such a material expression of a lacuna in the
novel is not accidental: it once again points the reader
to the mechanism that turns out to be significant for
the functioning of this type of narrative and which
goes hand in hand with another - “overnarration”.

The novel is constructed in such a way that every
4 new chapters return the reader to the same period of
the main character’s life (for example, the novel pre-
sents 4 versions of the hero’s childhood, 4 versions of
youth, then university years, etc.), but this does not
mean that all the events in them are repeated. Only the
key (turning) elements are preserved, while the rest -
for the reader — are based on the principle of filling
narrative gaps. What does it mean? What remains
unknown about the hero and his surroundings in one
variation can be told in another. Yes, each variation is
a “new” life of the hero, but the main character and
some secondary characters for each of the variations
are common. Therefore, new events that are described
in each subsequent storyline fill in the gaps from the
previous one in their own way. In other words: new
events not only fill each of the variations, but also refer
the reader to the preceding variation, now acquiring a
new quality, “finishing” for the preceding storyline
what it (the preceding) did not narrate.

The general backbone of the characters is un-
changed, while each new variation can add new ones
that were not found in previous versions. Variations
highlight, like a spotlight, the ratio of the hero to dif-
ferent characters, leaving others in the shadows. For
example, at the end of the first part, it is said about the
robbery of a store — but the circumstances of the rob-
bery, as well as the causes and consequences, are not
discussed in any way. Another variation returns to this
aspect of what happened: and here everything that
precedes the key event is described in detail, as if
“complementing” the events that actually occurred in
another “life” of the hero.

In another part of the novel, the presence of the
main character’s mother is very noticeable, but we, as
readers, in general, do not learn anything about her:
she remains in the shadows, whereas another varia-
tion brings her line to the fore, making it a point of
both reader attraction and attention of the hero, de-
scribing his life through a relationship with her.

There would be nothing special in such work with



narration and filling in gaps if we were talking about a
traditional narrative that consistently reveals the en-
tire space of the hero's life, outlines his relationships
and connections with other characters, and fills (as a
result) the entire “network” map in which the main
character lives. But in the forking-path narrative, the
functioning of gaps becomes more complicated: the
reader is now asked to compare several variants of the
development of the same events, and each new variant
produces the effect of “complementation” in relation to
the previous one. If the novel splits into four lines (and
four “lives”) at once, then for the reader they inevitably
intersect, overlap each other; the readers inevitably
compare and even “mix” them. The principle of “ei-
ther, or”, launched in a forking-path narrative at the
level of the plot, is not respected when the reader in-
teracts with all the storylines at once.

As a result, such work with narrative gapping has
the exact opposite (compared to the traditional) effect:
filled gaps do not so much “complete” the story, making
it clearer and more coherent, as they disorient the
reader, throwing more and more new details, each of
which is related, in fact, to different “lives” of the hero,
and not to a single one, which he (the reader) would
have to build, reconstruct. Variations are based not so
much on returning to the same events as on multiplying
new ones, coupled with the creation of new storylines.
And thus it becomes increasingly difficult for the reader
to see the similarities and keep his attention on them:
instead, he plunges into more and more new differences,
which, in turn, imply the creation of new gaps. The
introduction of additional characters or a change of
focus leads to the fact that highlighted storylines bring
the reader not only new events (they should also be
mentioned!), but also new narrative gaps associated
with them. As a result, filling in the previous gaps
multiplies new ones, expanding the already multiple
(multilinear) plot to the limit or completely depriving
it of this limit and any boundaries. The reader may not
have thought about the creative life of the hero’s
mother (she is a photographer in all four versions),
limiting himself only to a modest knowledge of her
profession. But here comes a new variation and makes
her storyline central — seemingly filling a gap in the
storyline of the mother, but at the same time posing
the question to the reader: and in those other “lives”
how does the professional and creative life of the
mother turn out? How could this gap be filled there?

As a result, what happens is this: gaps that are
permanent at the plot level [Schmid 2023], i.e. not
filled in as the action develops in each of the storylines,
at the level of reader perception (i.e. when the reader
relates these storylines to each other) they become
temporary [Schmid 2023] - those that are first opened
and then filled in. The functioning of lacunae at the
level of the plot, thus, comes into conflict with the
functioning of lacunae at the level of reader perception:
and this is what in a forking-path narrative enables to
achieve the effect of disorientation of the reader, to
create a sensation of the fundamental incompleteness
of the story being told to him.

The situation is complicated by the abundance of
secondary characters: the novel begins with a detailed
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description of the entire family tree of the main charac-
ter. The reader is told about the grandfather, and
about the hero’s parents, about many of their relatives.
Therefore, already at the beginning of the novel, the
reader understands perfectly well: there are innumera-
ble of them, and probably sighs with relief when in the
first variation he discovers only a narrow circle of all
the characters indicated at the beginning. But his
hopes are not justified: further variations remind him
of these intended characters, and together with this
reminder they force him to keep in mind all and men-
tally build their storylines for each of the variations,
simultaneously filling in more and more gaps, encoun-
tering new and new questions, branching the tree
(from the beginning of the novel) all more and more
active. It seems that the task for the reader is not easy,
assuming both his extreme concentration (which, in
general, can not always be counted on), and the ability
to keep the plenitude of events and multiple characters
in memory at once — not one, not two, but a dozen, at
least! In such an abundance of information, growing
with each new variation, the effect of recognition
(from filling in gaps) inevitably coexists with the effect
of forgetting: the bitter realization that it is simply not
possible to reconstruct this entire network and keep
attention on all its elements. Such work with filling in
narrative gaps is a test for the reader’s memory, and
with the stringing of new periods of the hero’s life,
these tests only increase. Not only because new gaps
are multiplying (according to the principle that has
already been described), but also because these new
chapters often refer the reader to those additional
characters who were before (and long ago) introduced,
but their storylines were quickly cut off. A strange re-
minder (as if it were not motivated by a plot!) and an
indication to the reader of the very forgetting that in-
evitably accompanies his journey through such a per-
plexing narrative world.

The effect of forgetting extends to those events
that are just not added to each of the variations, but
are repeated. There are not many of them. But even
about them, immersed in the thick of “news” and other
details, it is not difficult to forget, “drowning” in the
multiplying space of additional storylines and details.
This is paradoxical in itself, because similarities are
probably always easier to see — but is it easier to keep
them in the focus of your own attention?

Finally, filling in the gaps leads to another effect.
There are many “new” characters in the variations,
which then do not appear in any other, i.e. they are
significant only for one fork along which the hero
passes. Their appearance — detailed, bright, promising
for the reader - is accompanied by their rather rapid
disappearance: in none of the other variations do they
exist anymore, as well as in the “continuation” of a specif-
ic line of the hero. As soon as they appear, they dissolve,
their storylines break off, do not find continuation,
simultaneously deceiving the reader's expectations, and
his attention, too, which seemed to be riveted to them,
and now seems to have been “wasted”. However, Auster
also works differently with this kind of “disappearance”:
in other words, “sometimes they come back.” As a re-
minder to the reader — “you probably forgot about
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them...” - or as a violation of already new expectations
associated with the developed habit of “broken” story-
lines in Auster’s novel. This happens, for example,
with the main character's friends, Noah and Paul: at
the end of chapter 1.4. the hero seems to part with
them forever. No wonder: this is not the first time this
has happened in the novel. But when this storyline is
resumed again (in a few chapters), a truly wonderful
return occurs: the world, which, it would seem, once
again turned into “nothing”, into “emptiness”, into a
“lacuna” open to new fillings, suddenly actually fills
up, but in exactly the same way, as it was filled before.
Noah is back with the hero, Mildred and Paul are also
back and even got back together. Such a plot “trick”
resembles the effect of “rewinding”, in which an object
divided into parts suddenly re-forms from these parts
into a whole. So it is here: the destroyed and lost turns
out (thanks to the narrative power and fiction, of
course) to be collected and glued together again - in
violation of all expectations. But this example is rather
an exception, confirming another narrative rule. The
storylines break off, turning into nothing, and disap-
pear without returning.

As we can see, the narrative gaps functioning in
the contemporary forking-path narrative are undergo-
ing changes and significantly expand the range of
their functional capabilities: they oscillate between
different storylines within the narrative, sometimes
completing each of them, then, on the contrary, de-
stroying; as a result, expanding the horizon of the
“nonnarrated” for the reader. The excess of narrative
information (“overnarration”) characteristic of this
type of contemporary narrative is complemented by a
progressively expanding zone of gaps: and the more
the reader learns about the hero, the more actively he
realizes the expanding ignorance about him. The ratio
of lacunae at the level of the plot and at the level of the
reader’s perception of the narrative is also changing:
amultilinear plot consisting of “autonomous” lines
operates with permanent (in Schmid's terms) lacunae;
whereas these same lacunae (due to the reader's com-
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parison of different storylines) become temporary for
the reader. Therefore, the reader's experience also
changes when interacting with such a narrative: filling
in narrative gaps no longer contributes to creating the
effect of a clear, coherent, completed story, just the
opposite: such an unusual functioning of the gaps
simulates the effect of the incompleteness of the story,
its “retelling” in each new storyline.

The story of Archie, which Auster offers to his
reader, is thus “rewritten” in each new storyline. The
author’s intention is to create this flexibility in both
the fabula and the “I” of the main character. And the
narrative gapping in Auster’s novel only intensifies
this effect: chapters contain the narrator’s indications
of omitted information or events, and these cues are
indispensable to draw the reader’s attention to the
gaps. The gaps in the novel are highlighted through
the representation of the main character’s experience
which additionally (affectively) draws the reader’s fo-
cus on the gaps in the story. Auster’s implementation
of the forking-path narrative form therefore empha-
sizes its main affordances: through the narrator’s
cues, but also — to a significant extent — by shaping
and engaging the reader’s experience of interacting
with these gaps.

The forking-path narrative, thus relying on excess
as a narrative mechanism, immersing the reader in the
thick of what is happening and overloading him both
informatively and affectively, includes the mechanism
of lacunarity in its functioning, and one thing follows
from the other: the more detailed and variable the nar-
rative world it creates, the more it generates gaps; the
more it allows the reader to learn, to experience, to see
and to feel, the more it hides from him, the more it
closes access to. The production of new variations and
new experiences for the reader in this form is there-
fore accompanied not only by the feeling of omnipo-
tence granted to the reader, but also by the inevitable
experience of one’s own limitations: in cognition, in
experience, in time, and in access to other worlds.
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