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Models of narration in LITERARY TEXSTS for CHILDREN
(Case study of Norman Lindsay’s fairy tale “The Magic Pudding”)
A.O. Tsapiv (Kherson, Ukraine)

A.O. Tsapiv. Models of narration in literary texts for children (case study of Norman Lindsay’s fairy tale “The
Magic Pudding”). The research focuses on reconstruction of the model of narration “Merry-go-round” in Norman
Lindsay’s fairy tale “The Magic Pudding” and revealing lexical, grammatical, semiotic means of its actualization in the
text. It is believed that narration refers to the concrete and directly visible way in which a story is told, comprising word
choice, sentence length and narrating agent. The model of narration is realized as a cognitive and linguistic construal
which we represent as an abstract schema. The model of narration “Merry-go-round” is inbuilt into the narrative
structure of the text. The semantics of the name of the model taken from different thesaurus sources: etymological,
synonymous and definitional correlates with the name of the game and enables us to reveal typical features of the word
and main characteristics of the game itself: it is something pleasant and funny for children, it moves round, has circular
movements. Circular fast movements of merry-go-round correlate to the description of its movements in narrative
situations in the fairy tale i.e. the repetition of adventures of main characters. On lexico-grammatical level circular
movement is actualized via motion verbs. Text illustrations of the fairy tale serve as semiotic means of realization funny
circular movements. It is claimed that such narrative structure of the text subconsciously activates in a child’s mind
his/her knowledge, memories, emotions connected with the play Merry-go-round and as a result makes a child get
interested in a fairy tale and keeps him/her engaged in the development of the plot.
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A.O. IaniB Mojeni Hapauii y Xya0xkHix TekeTax aJjs aiteil (Ha martepiani ka3zku Hopmana Jlinaci «HYapiBuuii
nyauHr»). CTaTTio MPUCBAYEHO PEKOHCTPYIOBAHHIO MoJIei Hapaitii «Merry-go-round» («Kapycenby) y ka3ui Hopmana
Jlinaci «YapiBHUI NyIUHT» Ta BHSBICHHIO JICKCHYHUX, TPaMaTHYHUX 1 CEMIOTHYHHMX 3aco0iB ii peamizamii y
XYIOXKHbOMY TEKCTi. Y OCJIJPKEHHI Hapallilo po3yMieMO SIK KOHKPETHHH CIIOCiO MOBICTYBaHHS iCTOPIi, SIKM OXOILTIOE
JICKCUYHI, CHHTAKCHU4YHi, HAapaTUBHI (HapaTop Ta HaparaTop) OCOOJIMBOCTI XYJO0XKHBOTO TeKcTy. Mojenb Hapauii
BUTIIYMa4ye€HO SK JIHIBOKOTHITUBHMI KOHCTPYKT, SIKHH MH TIPEICTaBIIIEMO y BHIJAAI aOCTpakTHOI cxemu. Mozenb
Hapauiii «Merry-go-round» € BIUCaHOK y HAPATUBHY CTPYKTYPY XYA0KHBOTO TeKcTy. CeMaHTHKa iIMEeHI MOJIei Haparil
CHIBBITHOCHUTBCS 3 iMEHEM IpH. ETHMOIOTIYHMX pO3BIIKM Ta BUBYEHHS CEMAHTHKH y TIYMadyHHX Ta CHHOHIMIYHHX
CJIOBHMKaX YMO>XJIMBJIIOIOTh BHSIBIICHHS HAaWTHIIOBIIIMX O3HAK Ta XapaKTEPUCTHK iMEHI Mozemi Ta camoi rpu. «Merry-
go-round» - 11e IpHEMHA Ta CMIIlIHA TUTAYa rpa-po3Bara, i3 MBHIKHM 00epToM 1o koMy. CeMaHTHKa LHUKIIYHOTO PYXY
peanizoBaHa y HApaTUBHHUX CHUTYaIlisIX — IPUTOIN TOJIOBHUX IIEPCOHAXKIB MOBTOPIOIOTHCS 10 Koiry. Ha sekcmuHoMy Ta
rpaMaTHYHOMY PIBHAX CEMaHTHKa PyX BiIOMTa y Ji€cioBax i3 3HaueHHAM pyxy. Ha ceMioTHYHOMY piBHI CEMaHTHKH
pyXy BTiJIEHa B UTIOCTpallisiX, SIKI Bi3yaJbHO HaraaymTh o0epT mo Koiy. Taka HapaTHBHAa CTPYKTypa XyIOXHBOTO
TEKCTY MIICBIIOMO aKTUBYE B ysBi JUTHHU 11 3HAHHS, CIIOTAH, EMOIIii, MOB’sI3aHi i3 rPO-po3Baro Merry-go-round,
1110 30y/KY€ TUTSYY JOMUTIMBICTD 1 CIIpHsiE ii 3a11iKaBICHOCTI Y PO3BUTKY CIOXKETY Ka3KH.

Kutouosi cioBa: moaean Hapalii, Ka3ka, HAPATUBHA CTPYKTYpPa, HAPATUBHA CUTYAaLisl, CIO2KeT.

A.O. Hanus. Moaean Happauuu B XYI0KeCTBEHHBIX TeKCTax A AeTeil (Ha marepuasie cka3ku Hopmana
Jinaacu «BoamedHblii myauar»). CTaTes MOCBSIIEHa PEKOHCTPYKIUU W ONMHCAHUIO MoJenu Happamuu «Merry-go-
round» («Kapycems») B ckaske Hopmana Jluancn «BosmieOHBIE MyAMHr» W BBISABICHHIO JICKCHYECKUX,
rpaMMaTHYeCKUX M CEMHUOTHYECKHX OCOOCHHOCTEH ee peanu3alud B TEKCTe. B mccienoBaHMM Happauuio MOHMMaeM
KaKk KOHKPETHBIII Ccroco0 TIoBecTBOBaHUS HCTOpHM. Happauust mnpeamnonaraer ocoOblii BBIOOpD JIEKCHYECKUX,
TpaMMATHYCCKUX M CEMUOTHYCCKUX CPEACTB, HCIIOJB30BAHHBIX B XYJIO0KCCTBCHHOM TEKCTEC. MO}ICHB Happanouu
MOHUMAaeM KaK JIMHTBOKOTHUTHBHBIH KOHCTPYKT, KOTOPBIH TPEICTaBIseM B BHAE aOCTPakTHOH cxeMbl. Mopers
Happaru  «Merry-go-round» («Kapycens») BhHcaHa B HappaTHBHYIO CTPYKTYPY XYIOXKECTBEHHOTO TEKCTa.
CeMaHTHKa HUMEHU MOJCIIN Happanuvun COOTHOCUTCA C MUMCHEM HIPHIL. I/I3yquI/Ie CECMAHTUKHU B DOTHMOJIOTMYCCKHX,
TOJIKOBBIX M CHHOHMMHYECKHMX CJOBapsX IO3BOJIICT BBUSICHUTH THUIMYHBIC TNPU3HAKM W XapaKTEPUCTUKH HMEHH
MOJICITH, a TaKKe caMod Mrpbl B neioM. «Merry-go-round» («Kapycenb») — 3T0 npuATHOE U 3a0aBHOE pa3BiCUCHHUE-
urpa ¢ ObICTPBIM JIBHJKEHHEM 110 Kpyry. CeMaHTHKa MUKINYHOTO JABMKEHHS PEAIN30BaHa B HAPPATHBHBIX CUTYalUsIX —
NPUKIIOYEHHUs] TIAaBHBIX IEPCOHAXXEH IOBTOPSIOTCS IO Kpyry. Ha JekcMueckoM W rpaMMaTHYecKOM YPOBHSX
CEeMaHTHKA JIBIKEHHS aKTyaJM3upyeTcs B IJlarojax ABM)KEHHMsA. Ha ceMHOTHUECKOM YpOBHE CEMAHTHKA JBM)KECHHS



aKTyaJU3MpOBaHa B HMJUIIOCTPALMAX, KOTOPbIE BH3yallbHO HAllOMHMHAIOT JABW)KEHHMS O Kpyry. Takas HappaTHBHas
CTPYKTYpa XYIIOXKECTBEHHOT'O TEKCTa AKTHBHPYET B IIOJCO3HAHMU peOCHKa €ro 3HaHWs, BOCIHOMHHAHHMS, SMOLHH,
CBSI3aHHBIE C Da3BICYCHHEM-UIPOil Merry-go-round, 9ro cruMmynupyer peOGeHKa MpOSBILITH JTI0003HATEIBHOCTD U
3aMHTEPECOBAaHHOCTH B PA3BUTHH CIOXKETA CKa3KH.

KarodeBble ci10Ba: MOJIENTb HApPaIMHY, CKa3Ka, HAPPAaTHBHAS CTPYKTypa, HAppaTHBHAS CUTYaIHs], CEOXKET.

1. Introduction

There exists a magic chemistry of combining elements to create a literary text for children.
The formula of putting together plot, structure parts, images, style — is a unique symbiosis which
makes a child reader be engaged in the story. Children’s literature are literary texts for which the
associated writing (awareness of a child audience), publishing (the author’s decision to tailor a
literary work to conform to an imagined child readership’s expectations and tastes), mediatory
(librarians’, booksellers’ and teachers’ decisions to orient towards a specific text a child reader
rather than an adult reader), critical practices (the critiques of book reviewers and academics should
allude to the likehood that children are the intended audience) and readerly practices (conscious or
unconscious decision of adult readers to read the book with a child rather than alone) display an
awareness of their audience as primarily located within the symbolic childhood of their time and
place, that they address a “child audience” (Beauvais 2015: 8-9 ).

The world of a fairy tale is the world created by adult writers for children. There is a huge gap
in the age between the author and his little reader. The author operates with his own memories
about the childhood, his own adult experience, his creativity and cultural specifics. The metaphors
the author lives by may not correlate with the metaphors children operate with. The main is to
“transform”, “adopt” the mental schemas of an adult for the audience for children. The conceptual
substance of a fairy tale is a blend of the mental construal of an adult and a child. A fairy tale
teaches, advertises, educates and motivates. It is not an instruction or a story about real life. It is an
imaginary world that has a close connection with the reality. In the fairy tale the magical and the
real coexist. A fairy tale is a children’s story (a story addressed to the child reader) about magical
and imaginary beings and lands, a story in which magic things happen (Macmillan : 249). A fairy
tale often tells the story of an individual. It takes into account the entire life of the hero or heroine,
but focuses on a single event. Fairy tales mostly have a happy end. Good is rewarded, and evil is
punished. The origin of the word fairy demonstrates that it deals with enchantment and miraculous
events. The elements of traditional fairy tales are: flatness (fairy tale characters are mere silhouettes,
mentioned simply because they are there), abstraction (not many particular, illustrative details are
given, the things in fairy tales are described explicitly), intuitive logic (nonsensical sense) and

normalized magic (the natural world in a fairy tale is a magical world. The day to day is collapsed



with the wondrous. In a traditional fairy tale there is no need for a portal. Enchantment is not
astounding. Magic is normal (Bernheimer 2015).

In writing for children an adult as if returns to the child in himself. He experiences the
world with vulnerable freshness of a child, with the simplicity, uncertainty and openness to the
unconscious (Glazer, J., Gurney W. IIl 1979 : 22). Fairy tales for children tend to be laconic,
optimistic, have a clear-cut moral schematism, child protagonists. The language and the choice of
expressive means as well as stylistic devices have a child oriented tendency (Glazer, J., Gurney W.
1111979 : 19-20].

Narratology as a multidisciplinary science, comprising linguistics and literature, has been in
focus of literary studies especially intensified since the twentieth century. Its theory and
methodology have been developed in formalism (Propp 1928), structuralism (Genette 1998; Shmid
2003), cognitive narratology (Alber 2016; Korthals Altes 2014; Ogata, Akimoto 2016; Herman
1999), which has developed methods enabling to reveal the interconnection between mental and
textual spaces.

Gerard Genette understands narrative as the way in which characters and events of the story
are offered to the reader. The narrative level of the narrative text focuses on (a)chronology
organizational principles. Narration is the surface level of the narrative text which comes down to
the formulation of the story. Narration refers to the concrete and directly visible way in which a
story is told, comprising word choice, sentence length and narrating agent of the narrative text
(Genette1998 : 64-67 ). The textured network, that is a combination of crucial parts: plot,
characters, themes — enables a reader to comprehend a literary text. The contextual factors are
cultural specifics, ideological values, the age of the reader. A writer frames (models) what he
writes and makes his reader immerse in the text (Toolan 2016).

2. Methods

The model of narration is viewed as linguistic and cognitive construal which is inbuilt into
the narrative structure of the fairy tale. It integrates compositional plot structure, compositional
meaning structure, linguistic and stylistic means of their actualization in the text. It is actualized on
the grammatical, semantic and semiotic text levels.

The article aims at reconstruction of the model of narration “Merry-go-round” in Norman
Lindsay’s fairy tale “The Magic Pudding” and revealing lexical, grammatical and semiotic means of
its realization in the text.

The object of the article is the model of narration “Merry-go-round”, the subject of the

research — lexical, grammatical and semiotic means of its realization



We assume that the model of narration is the way of construing the story-telling, it includes
a number of operations, which enable to develop the plot. It is claimed that the models of narration
in fairy tales — are play/game models. These models of narration correspond to children
plays/games. The model is a logical construction which recreates characteristics and essence of a
real object. Games for children tend to be funny and entertaining, they attract their attention and
enrich their imagination. In child’s mind the thought about any game activates certain scenario and
associations. It makes a child get interested and engaged in it.

A game as the phenomenon has been the subject of researches in various humanitarian
sciences. A well-known English-Austrian philosopher Ludwig Wittgenstein (2005) developed a
conception of games played with and in language. Jaakko Hintikka (Hintikka 1980) basing on
Wittegnestein’s ideas invented a Game-theoretical semantics.

There is a question about the correlation between the sense of the game and play. Thus, play
and game are social activities. Game requires keeping to the fixed rules and measures, but play is a
not regulated activity (Chrzanowska-Kluczewska 2004 : 14). Game is a voluntary occupation and
it is am aim in itself. Game is accompanied with tension, joy and awareness that it is not real.

Elzbieta Chrzanowska-Kluczewska in her “Language games: pro and against” book
describes Caillois taxonomy of games and plays, which unfold into such categories:

e agony games (agon), founded on desire to compete and win, on rivalry (chess of
football);

e luck games (alea), based on happy chance and luck (lotteries, roulette, dice);

e imitation games (mimicry), in which people behave as if they are someone else in
different surrounding. These are theatrical performances, balls, dances;

o free play games (ilinx), which are based on bewilderment, intoxication and ecstasy
(orgiastic rituals and dance);

e improvisation and imitation games (paidia), which bring pleasure and are rule-free;

e the foundation of organized game (ludus), the tendency to regulate the the gamesome
behavior (Chrzanowska-Kluczewska 2004: 15-16).

The methodology of reconstructing narrative play model of narration unfolds into a number
of operations aimed at revealing the specifics of its realization on different text levels.

The first stage presupposes the analyses of the semantics of the narrative situations in the
text. A narrative situation is viewed as an episode of the text in which events, actions, adventures of
the main character are depicted. It corresponds to the compositional plat blocks — exposition, rising

action, climax, falling action, resolution.



Second stage deals with the lexical, grammatical (morphological, syntactic), semiotic and
stylistic means (expressive means and stylistic devices), enabling to actualize the model of
narration. On the lexical and grammatical levels a play model of narration is verbalized via motion
verbs.

Third stage aims at revealing the type of narrator and narratator, the kind of communication
narrator—narratator as crucial elements of the narrative structure of the text.

3. Results and Discussion

The semantics of the name of the model of narration is learned from different thesaurus
sources: etymological, synonymous and definitional. It shows up as something that turns round:
Merry-go-round is a machine with models of animals that children ride on as it turns round
(McMillan : 452); 1. A revolving machine with models horse or cars on which people ride for
amusement; 2. A continuous cycle of activities. The etymology of the word: merry comes from the
old English word myrige, myrge and means pleasant and brief (A short etymological dictionary of
modern English : 1996). The definition of the nominative unit Merry-go-round enables us to reveal
the most typical features of the word and main characteristics of the game itself. So, it follows that
it is something pleasant and funny for children, it moves round, has circular movements.
Correspondingly, in the narrative situations in the text exists a certain circulation of the events in
the fairy tale “The Magic pudding”, stealing and finding the pudding, stealing and finding it again.

In Australian fairy tale “The Magic Pudding” written by Norman Lindsay fairy characters
are anthropomorphic Bush-characters: koala bear Bunyip Bluegum, Bill Barnacle, the sailor, and
his friend, Sam Sawnoff, the penguin. The plot of the fairy tale: two bears live on a tree, Uncle and
his nephew Bunyip. The uncle has long whiskers what makes very uncomfortable to live in a small
house in the tree with long whiskers getting everywhere, even in the soup: “The plain truth was that
Bunyip and his Uncle lived in a small house in a tree, and there was no room for the whiskers.
What was worse, the whiskers were red, and they blew about in the wind, and Uncle Wattleberry
would insist on bringing them to the dinner table with him, where they got in soup ” (The Magic
Pudding)). Because of that Bunyip decides to leave his home and travel. According to Propp’s
classification such beginning of a fairy tale is a typical one (Propp 1928). While travelling he meets
two friends and a Magic Pudding named Albert, a character with anthropomorphic features. Albert
talks, sings, grumbles, and wants to be eaten. Three friends call themselves “Noble Society of
Pudding Owners” and travel all over the country to have adventures and joy. They are often
attacked by sly thieves — a possum and a wombat, who want to steal this Magic pudding Albert.

The plot develops as if it is going round the circle. When the reader tastes his first slice,

Bunyip meets his friends and the magic pudding: “...he discovered two people in the very act of



having lunch... they had pudding in a basin ). In the second slice the magic pudding named Albert
Is stolen and then found: “Bunyip Bluegum glanced back in time to see the Wombat in the act of
stealing the Puddin’ from the hollow log”’; “The three friends had Puddin’ rescued in no time, and
shook hands all around, congratulating Bunyip Bluegum on success of his plan (The Magic
Pudding, Second slice );

In the next slice events repeat i.e. pudding Albert is stolen by a wombat and a possum: “The
worst of it was that the Puddin’, being too short to look in, was left outside, and the pudding’-
thieves grabbed him at once and ran off like winking (The Magic Pudding ,Slice three); and then
found by his owners under the hat of the wombat “Hats of in honour of our King”, shouted Bill,
and off came all the hats. The Puddin’-thieves, of course, were helpless. The Wombat had to take
his hat off, or prove himself disloyal, and there was found the Puddin’ sitting on his head (The
Magic Pudding , Slice three).

Discovered
the
pudding
(Slice 1)

The
pudding Stealing
was found (Slice 2)
(Slice 3)

Grabbed
and ran off
(Slice 3)

Rescued
(Slice 2)

Fig. 1. Schematic representation of the model of narration “Merry-go-round”

The events, depicted in the fairy tale, are funny and repeat one after another reminding a
circle. Such composition and plot activate the knowledge of a child about the game Merry-go-round
and a child gets involved into the plot and becomes interested in the characters of the fairy tale.

It should be noted that the story is headed not in chapters but it “treats” children with slices.

When readers taste the first slice, they meet the main character koala Bunyip and his uncle. The



semantics of circular movements is also actualized on the semiotic level. There is an illustration on
the first page - two funny koalas are shown full-face. On the other page these koalas are illustrated
in profile, on the next — in back, as if they turn round the circle. The readers have the impression

that main characters turn round the circle.

Fig.2. Semiotic representation of circular movements

On the lexical level the semantics of circular movements is embodied in the meaning of the
lexical units with the nmeaning of movement all through the text, on the grammatical level circular
movement is reflected via verbs of movement. According to Kubryakova’s theory (Kubryakova
1997), about the cognitive nature of the parts of speech, any information, any piece of world, can be
realized via three categories. The information, which is realized via the category of action is
actualized in speech by means of the motion verbs. Merry-go-round is a dynamic play, it requires
movements, fast actions, activity : the Puddin' got out of his basin, remarking—"If you won't eat
any more here's giving you a run for the sake of exercise," and he set off so swiftly on a pair of
extremely thin legs that Bill had to run like an antelope fo catch him up”.../.... For, as everyone
knows, running with the reel is one of the grand joys.../... Bill, distracted with rage, ran after the
Possum, then changed his mind and ran after the Wombat, so that, what with running first after
one and then after the other.../..."On a terrible quest we run north-west, In a terrible rage we
run; With never a rest we run north-west. Till our terrible work is done. Without delay. Away,
away, In a terrible rage we run all day (The Magic Pudding).

In the literal sense, the term “narrator” designates the “inner-textual (textually encoded)
speech position from which the current narrative discourse originates and from which references to
the entities, actions and events that this discourse is about are being made” (Margolin 2009 : 351).
In the fairy tale “The Magic pudding” the narrator is a primary global one, the narrator who knows
everything about the characters, their story, adventures, thoughts and plans, but at the first and the

last page the narrator addresses to the implied child reader: “This is a frontways view of Bunyip



Bluegum and his Uncle Wattleberry. At a glance you can see what a fine, round, splendid fellow
Bunyip Bluegum is, without me telling you. At a second glance you can see that the Uncle is more
square than round...Looked at sideways you can still see what a splendid fellow Bunyip is, though
you can only see one of his Uncle’s whiskers. Observed from behind, however, you completely lose
sight of the whiskers...”. 1t looks like the narrator talks to the child reader. The model corresponds
to the play on the playground with the merry-go-round. The narrator, just like an adult in real life,
only starts in the merry-go-round into action, and then lets the children play themselves. In the same
way the narrator in the fairy tale starts to talk with the implied reader, tells him key notes and then
disappears vanishes, becomes a global one.

4. Conclusions

The model of narration is a linguistic and cognitive construal, inbuilt into the narrative
structure of the text and actualized on different text levels. The model of narration “Merry-go-
round” activates in the consciousness of children funny, active game with circular fast movements,
and is verbalized in the text on the semantic level by lexical units with the meaning of movement,
on the grammatical level via motion verbs. On the narrative level the semantics of circular
movements is actualized in narrative situations and the definite type of narrator. The further
perspective is seen in reconstruction and description of other models of narration in the Australian
and British fairy tales.
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