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Figure 40. Pretinella’s Journal (South, Docudrama: Pretinella’s Journal, 97) 
 

 

Figure 41. George Summerland’s brief biography (South, Album: Seekers, 137) 
 



260 

 

Figure 42. Augusta’s next screen (South, Augusta, Terrace 3) 
 

narrators’ stories (each itself actually a direct- story blend) according to the treasure-hunt 

schema, and integrates them into a combined-story whole.  Ryan and Odin come to such 

different conclusions from Guertin’s because the combined blend originates in the clearer 

analogies and cross-references among the direct-stories of Augusta, Kaye, and Calvin, and 

allows the reader to integrate all the various materials on the basis of the combined-story blend 

that is their story-world—but it thereby also makes the subsidiary stories less distinct.  It is often 

difficult to remember, as Guertin suggests, where exactly a specific piece of information about a 

specific character came from.  The integration process only works because the threefold 

narration does not create the kinds of earth-shaking contradictions that so bedevil Pale Fire, Half 

Life, or Only Revolutions.   

As each narrator refers to him- or herself and to others, the reader groups the pronouns 

and names, producing their blended “character” roles.  Augusta’s narrative relates her immediate 
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concerns (as I-then), as she at first attempts to locate her father Jack Summerland’s rainy-day 

stash of gold coins, and then has to decide whether or not to sell Jack’s single remaining property 

to a shady businessman, before finally embarking on the search for the Califia stash.  Her screens 

tend to have a bluish tint, and their backgrounds tend to be populated by graphical elements 

drawn from the setting she happens to be narrating (the “terrace” elements visible in Figure 39 

and Figure 42).  Kaye’s and Calvin’s paths tell some of their own stories, but mostly focus on 

events from the deeper past, delving into the family histories to help Augusta.  In the course of 

the first Journey, for instance, the reader learns that Augusta lacks Kaye’s faith in the 

supernatural,12 while Calvin is prepared to use what Kaye knows to improve his “docudramas.”13  

Integrating the various cross-references between their accounts, the reader conducts the basic 

three-input combined-story blend, construing the three narrators as drawing upon a shared-story 

world to create their accounts (see Figure 43).   

In turn, the disparate mentions or narrative artifacts of numerous other major characters 

have to be sorted out and blended with the reader’s ongoing sense of who they are and how their 

experiences change the treasure-hunt.  In the example above, graphical images directly assist the 

blending process.  George Summerland’s image (see Figure 41) reappears at least in part in many 

screens that relate aspects of his story.  In the opening screens for Pretinella’s Journal, his eyes 

peer out from a dense collage of images (see Figure 40), already suggesting to the reader that 

George will make an appearance within its pages.  Such images reappear throughout (often  

 

                                                 
12 Augusta remarks, “I admire the way [Kaye] makes meaning where there is none—it’s one way of making a life” 
(South, WindPower 13). 
13 When the docudramas are not simply transcribed documents, they are “speculative reconstructions,” accounts 
created when Kaye “‘lays hands’ on” archival materials “and interprets them” (South, Calvin’s Message, 86). 
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Figure 43. “Combined-story” blend for the Treasure Hunt story 

Input: A’s Story 
Augusta (I-now) narrates  events 

involving herself (I-then), C 
(he), K (she), et al (s/he, etc.) 

 
Prior Events: 

 

 

 

 

G3/4:  Jack (A’s father), Flossie 
(A’s grandmother), and Violet 
(A’s mother) tell stories of lost 

treasure; A learns about family 
history; Jack and Flossie die 

Recent Events:  
- A/C/K travel, discover clues; 

Violet suffers from Alzheimer’s 
 
 
 
 

- A recounts family stories 
relevant to the search 
- Gives materials to C 

- C compiles website for 

Readers 
 

Input: K’s Story 
Kaye (I-now) narrates  events 
involving herself (I-then), A 
(she), C (he), et al (s/he, etc.) 

 

Prior Events: 

G1: Samuel W. lives, writes 
journal, letters, loses gold dies 

G2: Pretinella W. lives, 
witnesses search for treasure, 

writes journal, dies 
G3: John S. & LeMoyne B. live, 

seek treasure, die 
G4: Jack S. keeps and adds 

documents, seeks treasure, dies. 
Recent Events:  

- A/C/K travel, discover clues 
 
 
 
 
 

- C pores over documents 
- C & K create docudramas to 

recount prior events 
- C compiles website for 

Readers 
 

Blend: Treasure Hunt 

Characters:  
A (I+ She); C (I+He); K (I+She); Others 

Prior Events:  
- G1: Treasure Lost 

- Subsequent generations live, find clues to the treasure, gain/lose fortunes, die 
Recent Events: 

- A/C/K recover clues 
- C presents clues as website 

Present Events: 
- Reader reads of clues  

Future Events: 
- Reader acts upon the clues 

- Treasure is / is not recovered 

Generic Space 
Somebody tells somebody else what happened in 

order to provide clues for a treasure hunt 

Input: C’s Story 
Calvin (I-now) narrates  events 
involving himself, A (she), K 

(she), et al (“s/he,” etc.) 
 

Prior Events: 

G1: Chumash diaspora; 
Willing Stars lives, makes 

treasure map, and dies 
G2: La Reina Lugo lives, 

witnesses gold seekers, and 
dies 

 
G4: Nellie Clare Beveridge 

lives, seeks treasure, and dies 
Recent Events:  

- A/C/K travel, discover clues 
 

- K receives spirit visitations 
from La Reina Lugo, Nellie 

Clare 
- K reads Willing Stars’s maps 

- K recounts spirits’ stories 
- Gives materials to C 

 
- C compiles website for 

Readers 
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digitally manipulated for further clarity),14 and, as in the above example, names are also 

frequently links to “Calvin’s Album,” a list of dramatis personae (see again Figure 39 and Figure 

41).15  These repeated elements help the reader keep building blended conceptions of each 

character, providing an even more evocative visual cue than a name in printed text.  In turn, the 

sense of such characters as points of reference, combined with the graphical contrivances of the 

screens themselves, also help the reader keep straight the different sections of the Califia archive, 

and the potential ways to navigate through it.  In the above example, both the George 

Summerland bio (Figure 41) and the journal docudrama (Figure 40) are part of Calvin’s section, 

and over time the stylistic cues begin to cohere with the reader’s blended conception for 

“Calvin’s style”—creating subtle indicators that a given link has jumped paths.16 

By blending the disparate stories, the reader creates the story’s historical depth, allowing 

her to work backward through various narrating acts to reconstruct the story-world events.  This 

sense of historical depth allows the reader to adapt each sentence’s linguistic materials (and 

graphical elements) to add detail to characters and events, but it also shows the reader how to 

incorporate the textual artifacts such as Pretinella’s journal as themselves objects within the 

                                                 
14 Manipulations include photographic effects, cropping, coloring or lines, and in the case of LeMoyne Beveridge, a 
pencil-thin mustache that appears to have been added digitally (see e.g. East, Docudrama: The City Builders, 109).  
Califia also includes line-drawing clipart-style images, such as the picture of Bette Davis associated with Rosalind 
(e.g. East, Docudrama: Rosalind’s Letter, 92).  The clipart appears to be Calvin’s signature contribution, for Augusta 
remarks, “I have requested that he not add unnecessary junk to my pages.  He tends to get carried away” (Map Case, 
Augusta, 42). 
15 Kaye also divides the characters among five “generations,” spanning a time period from 1849 to 1997.  Calvin 
labels everyone associated with the Califia search a “Seeker” (a desperate gambler), a “Player” (a more careful 
dabbler in legends), or a “Keeper” (one who holds onto secrets rather than following clues or making risky power-
plays). 
16 Guertin may still have a point, in that readers may not be patient enough to keep careful track of how all of the 
disparate story-pieces fit together.  But Califia does go to great lengths to maintain an immersive experience by 
signaling how its links work, and how to get from one part of the text to another.  For more on anti-immersive 
effects in other hypertexts, see Mangen’s study on haptics and immersion; see also Evans and Po, who argue that 
users expect from digital literature an experience of “efferent” reading (for information) rather than “aesthetic” 
reading, for the enjoyment of the reading process itself (63, 71). 
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story-world.  Augusta mentions finding it as a physical object in Jack’s study (South, Augusta, 

Terrace 2; see Figure 39), and then the text offers a link to allow the reader to read the text it 

contains.  Using to the combined-story blend, the reader reorganizes the story-world shared by 

all of these narrators, adding the journal as an object (an existent), but also all of the existents 

and events cued by its text, recreating not only the story Pretinella tells, but also the story of how 

it came before the reader’s eyes.  This process works backwards through events of transcription 

and narration toward story-world conclusions: the archive is created in 1998 by Calvin, who 

transcribes into its web-pages the contents of a journal that Augusta found in the recent past.  In 

turn, Pretinella Walker wrote this journal as an account of events in which she participated, 

which happened over a period stretching from 1883 to 1895 (see South, Docudrama: Pretinella’s 

Journal, 98-110).17  She learned that George Summerland, her husband, died in the Great 

Tehachapi Train Wreck—perhaps because he knew something about the Califia gold. 

The reader can gradually sort these events out, thanks to the graphical cues and the 

Treasure Hunt blend’s historical depth, producing a multiply-mediated story-world.  For the sake 

of clarity, I illustrate the results of this blend, in the story’s mediation, as a series of “epistemic 

paths” that follow story-world information back through its multiple emplotments to the events 

themselves (see Figure 44)  The complex exchange of documents and deductions sketched above 

produces the global insight that Augusta’s great-grandfather may have been murdered because 

he knew something about the Califia gold, and that her great-grandmother carefully kept the  

                                                 
17 Other elements are even more complex, as in the case of Erskine’s plane crash.  Calvin includes one account of it 
in a Docudrama that presents a copy of a letter sent to Augusta’s father Jack by her aunt Rosalind.  Here, the reader 
has to sort out multiple interactions between story levels: Calvin transcribes (in 1998), a letter written by Rosalind 
(in 1953), about hearing from Tibby Lugo (perhaps sometime in the 1940s) that Erskine was shot down (in 1931; see 
East, Docudrama: Rosalind’s Letter, 95). 
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Figure 44. Epistemic paths in Califia 

 

Historical Documents: 
Deeds, Journals, Logs, Maps 

(from Jack’s Study, elsewhere) 
 

Spirits: 
Willing Stars?, La Reina Lugo, 
Nellie Clare Beveridge, Violet 

Summerland 

Calvin’s Account 
(Docudramas) 

Kaye’s Account 
(Legends, Family Myths) 

Augusta’s Account 
(Personal Narrative) 

Generation 4: 
Jack S., Violet S., Rosalind S., 

Erskine S, Philo B., Nellie Clare 
B., Tibby L. 

Generation 3: 
John S., Flossie S., LeMoyne 

B., Jesus Maria Lugo, Lilly Kim 
 

Generation 2: 
George S., Pretinella W., La 

Reina L., Quintana L. 
 

Generation 1: 
Samuel W., Christian B., 

Willing Stars, Kim Su, (Lugos) 
 

Family Members’ 

Verbal Accounts 
Jack & Violet S., 

Rosalind S., Flossie S. 

Calvin’s Califia Archive 
(The Califia Hypertext) 

Spirits linger… 

Documents 
remain… 
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secret.  This pattern repeats over and over again, as subsequent generations of Summerlands 

become enchanted with the idea of great wealth—and suffer for it.  The “future events” in the 

treasure-hunt schema encourage the reader to treat such insights instrumentally, as potential 

clues.  So long as the reader treats this “futurity” seriously, Califia seems available for 

interpretation along the lines of the “classical” studies of hypertext fiction, by presenting its 

“story” as an open-ended series of events.  This approach treats all hypertexts this way, claiming 

that, simply by conferring choices about textual navigation on the reader, hypertext fiction makes 

the reader a participant in the emplotment process, organizing material as a narrator would. 

The farther the reader ventures into the text, however, the more coherent the entire story 

becomes.  The varied direct-story blends do encourage the skepticism one might feel when faced 

with a conspiracy theory, but subsequent revelations tend to allay rather than heighten such 

doubts, reinforcing the story of the treasure hunt, but also further closing it to meaningful 

intervention.  Such is the case with the story about George Summerland’s purported murder over 

clues to the Califia gold,18 and textual details also confirm the story about a treasure map 

encoded in a government-issue blue blanket by Samuel Walker’s Chumash wife, Willing Stars 

(also Augusta’s great-great-grandmother)—a story first mentioned in an oblique reference to 

Walker’s letters (see the red-letter link in Figure 42).  Willing Stars’s story spans the entire text, 

beginning with Walker’s account of her rescue from slavery (South, Docudrama: The Tejon 

Letters, 117-20), and concluding with Kaye’s recovery and interpretation of the blue blanket 

(West, Legends: Reading the Blue Blanket).  A third family tale claims that Augusta’s father, 

                                                 
18 Kaye returns, many a document and discovery later, to retell a dream-vision of the events (North, Family Myth: 
Probabilty of Earthquake, 107), a simple heterodiegetic account of George’s activities.  Whether Kaye literally sees 
the actual events themselves, or simply re-envisions them on the basis of the intervening evidence, what she 
recounts matches the story prompted by the rest of the text. 
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Jack, lost an eye in a childhood accident, but investigations clarify that he was shot in a botched 

attempt to murder his father, John Summerland, who owned land that supposedly held the Califia 

gold.19  The same pattern plays out in the story of John Summerland’s disappearance and 

reappearance,20 and the death of multiple characters in the Chinatown Fire.21 

The weight of story-coherence does not contradict the Treasure Hunt blend in the way 

that some of Nora’s later stories contradict her first memoir in Half Life, or in the simpler way 

that Sam and Hailey reverse each other’s descriptions in Only Revolutions.  The process here is 

more akin to the way Erasure encourages the reader to rework her sense of the narrator’s 

reliability by reorganizing his relationship to the story-world.  Rather than creating an alternate 

configuration of events and existents, the accumulating stories question the instrumental value 

attributed to them by the Treasure Hunt blend.  Patterns emerge, but instead of riches lying in 

wait among the scorching slopes of the Tehachapis, these patterns conjure up shadowy 

antagonists, syndicates of rich men who have always tapped California’s real treasures—gold, 

water, fertile land—and sucked them dry while the gold-prospectors and more scrupulous 

entrepreneurs barely scraped by, gained and lost fortunes, or died trying.  This recurring story-

formation pushes the reader to invert the relationship between the narrators’ stories and the 

histories they reconstruct.  Instead of mapping the historical materials to the narrators’ shared 

treasure-hunt, construing the past stories instrumentally as clues, the reader has to map the 

                                                 
19 The reader has to assemble these story-world events from Rosalind’s letter to Jack (East, Docudrama: Rosalind’s 
Letter, 92-7), Augusta’s descriptions of the letter (East, The Condolence Letter 1 and 2), an interview with Rosalind 
(North, North Point 1-4, North Point 8), and Calvin’s account of Jack’s legal documents (West, Docudrama: 
JackRabbit Jack Summerland, 85, 92-3). 
20 The narrators rebuild John’s life-story out of the documents in his study, producing two docudramas (East, 
Docudrama: The City Builders 100-103; West, Docudrama: The City Lost), which the reader has to integrate with 
Augusta’s account of an interview with Rosalind, who also describes him (North, North Point 3-4). 
21 Like the Tehachapi Train Wreck and the Milton Oil swindle, the Chinatown Fire is a real event inhabited by 
fictional characters (see Luesebrink para 4, para 13, para 15). 
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narrators’ actions into the accumulating long-term history, reading out a different story from the 

same text—and dispossessing herself of the capacity to intervene.  This last dispossession 

directly reverses the expectations of “classical” hypertext theory, and seems to confirm Ryan’s 

sense that the text is actually more novel than puzzle. 

 

 Combined-Story Blend:  The Discovery of Loss 

As in Erasure and Only Revolutions, hints at an alternate blending method appear 

throughout the text of Califia, so the reader may begin what I call the “Discovery of Loss” blend 

at any point in her explorations.  The new blend’s composition and completion rely upon two 

distinct but related changes to the story-reading process.  In one change, the narrators’ treasure-

hunting activity begins to seem foreclosed historically, in that the reader begins to recognize 

their current efforts as merely the latest iteration of a macro-scale story about doomed 

prospectors facing down corporate moneyed interests.  At the same time, the story also begins to 

seem foreclosed narratively, in that Kaye’s divinations and Calvin and Augusta’s calculations 

produce results, eventually locating the Califia stash, now inaccessible underneath an old 

landslide.  These realizations alter the combined-story blend’s generic space, so that the sense of 

what all the texts share is no longer that of “someone providing someone else with clues for a 

treasure-hunt,” but is rather “someone telling stories of loss.” In addition to rendering “classical” 

hypertext theory’s claims for readerly agency irrelevant from the start, this adjustment also 

changes how the novel’s thematics and intertextual connections might be further interpreted. 

In Augusta’s memoir in the Journey West, the narrators finally meet with Kramer Milton 
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III, whose company, WindPower, wants to buy the land-use rights to Jack Summerland’s last 

swathe of land.  Milton scoffs at the narrators’ discoveries, and explains that the Summerland 

property has never really mattered: 

it was owned by the rabbits, you know.  On the fringe of things, scared of their shadows, 

scurrying around aimlessly, fond of playing hide-and-go-seek, and always, taking one, 

ill-timed dash across the highway.  Men of substance play games with them, as rabbits 

like to be diverted.  But in the end, they are just rabbits. (West, Augusta, WindPower 

Shows 3) 

His arrogant summary is an apt fit for the “Discovery of Loss” combined-story blend.  

Regardless of the order in which the reader meets them, the four Journeys encourage her to 

create a coherent blended story-world much like the one Kramer Milton sketches: people like 

Milton have gone on making obscene profits, while five generations of Summerland, Beveridge, 

and Lugo treasure-hunters have “scurried around” with their maps and surmises.  Augusta, Kaye, 

and Calvin are merely repeating the same fruitless search their ancestors began.  Kramer 

Milton’s allusive name hints at the cumulative effect of the textual prompts, for the narrators’ 

story of recovered genealogy reveals a paradise long ago lost. 

The gathering story-world coherence increasingly pressures the reader to conclude that, 

by the time the narrators begin their treasure-hunt, most of the major conflicts are already long 

over.  From Samuel Walker’s desperate letters to federal agents, the reader learns how the 

Rancho el Tejon, represented in Califia by characters such as Beale and Vineyard, destroyed the 

Chumash people in the 1840s through terrorism, land-seizure, and profiteering.  Walker renders 

their villainy concrete in the poignant image of the Rancho’s agents impounding blankets meant 
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as free federal aid, and selling them to the Chumash refugees for extortionate prices.  George 

Summerland’s story picks up here, for the same Beale and Vineyard extort mine locations from 

him before sending him to his death in the “Tehachepi Train Wreck.”  As Los Angeles rises from 

the desert, exclusive syndicates swindle Owens Valley residents out of their water and sell it to 

Angelinos;22 men from these very syndicates start the Chinatown Fire that kills most of the 

Lugos, and also sink John Summerland’s fortune in the Milton Oil swindle (perpetrated by none 

other than Kramer Milton I).  In each case, the reader has to rebuild the story from a disparate 

array of documents, but the stories all reinforce the same basic—and ominous—cognitive frame: 

the “rabbits” are free to act until they get in the way of the “men of substance.” 

This realization, in turn, cues the reader to align the narrators’ story with that of their 

ancestors.  Augusta finds her father’s land already being mined, in an operation run by the Tejon 

Syndicate’s subsidiary, “Comet Cement.”  She describes the Comet Cement mine in violent 

terms, seeing the hills “punched open, cratered” by “[h]uge, huge holes in the mountain, like the 

bites of a giant bear,” wounds, then, that remake her conception of her father:  “the sight of those 

pits in the mountain, his mountain, lets me know there was a struggle at the center of his life I 

did not know at all” (East, Augusta, Dipper Mines 4).  Augusta’s present endeavor begins to 

seem “the same as” the lost battles of the past, allowing the reader to complete the new single-

scope “Discovery of Loss” blend by seeing the narrators and their ancestors as engaged in the 

same ultimately fruitless activity (see Figure 45).  Instead of using past events instrumentally, the 

reader begins to see the treasure hunt as the latest iteration in a repetitive history.  This framing-

reversal remakes the reader’s conception of the characters and their actions.  In microcosm, the  

 
                                                 
22 See Kaye’s account (East, Geological Certainties: Water, 68). 
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Figure 45. “Combined-story” blend for the Discovery of Loss story 

Input: Treasure Hunt 

Prior Events:  
- G1: Treasure Lost 

- Subsequent generations live, find 

clues to the treasure, gain/lose 
fortunes, die 

 
Recent Events: 

- A/C/K recover clues 
- C presents clues as website 

Present Events: 
- Reader reads of clues  

Future Events: 
- Reader acts upon the clues 

- Treasure is / is not recovered 

Input: Stories of Loss 

Events: 
G1: Raymond Quicksilver steals and 

murders;  The Tejon Ranch seizes land from 
the Chumash, et al, through legal 

machinations and murder. 
G2:  Raymond Quicksilver gets away with 
murder; The Tejon Ranch and Syndicates 
(Beale, Vineyard, Brand, et al) seize more 

land, get away with murder, cover up 
infidelities; Kramer Milton gets away with 

rape of QL 
G3:  Syndicates perpetrate swindles (e.g. 

Milton Oil), getting rich in pyramid 
schemes, and get away with the profits;  

G4:  Syndicates ruin any who threaten their 
hold on land, profits; Syndicate members 
inherit wealth from previous generations 

G5: Syndicate inheritors already have vast 
wealth; descendants of others are left with 

little 

Combined-Story Blend: Discovery of 

Loss 

 

Prior Events:  
- Four generations lose fortunes to 

powerful syndicates while looking for 
treasure 

Recent Events: 
- A/C/K hunt for treasure, but inherit 

only stories and meager money 
 

- C provides their story as website 
Present Events: 

- Reader reads their story 

Generic Space 
Someone recounts 

California stories of 
loss. 

Input: Results 
- A/C/K locate 

treasure, but cannot 
retrieve it. 

- A/C/K realize that 
they’re “rabbits” 

- A/C recover 
connections with 

family 
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treasure hunt can be successful, but in macrocosm it appears trivial.  The analogy between 

Augusta digging in her father’s back yard, and Comet Cement mining her father’s “back yard” 

property contextualizes the treasure-hunt, mapping it onto a history of loss.  Augusta herself 

recognizes this parallel after Milton gives the “rabbit” monologue: 

We have been here a long, long time.  We’ve been unlucky, outsmarted, outright tricked, 

trapped, waylaid, and snuffed.  The money and power syndicates have gone right on, 

throwing together a giant slum of a city, paving over every stretch of grass, bulldozing 

every canyon, sucking water from every river within a thousand miles, making a bizarre, 

artificial version of Paradise right on top of the real one. (West, Augusta WindPower 

Shows 3) 

This version of the story undoes the invitation to a treasure hunt, not only in the sense that the 

syndicates won out long ago, but also in the sense that the story itself, the sequence of events 

recounted by Califia, is also over by the time the reader reads it.   

Augusta’s account of Milton’s “rabbit” speech clarifies the narrative foreclosure of the 

treasure-hunt schema.23  By this point, the narrators have found the material treasures they 

sought, and have recounted their discoveries, and even though the Califia stash remains out of  

reach, they seem to have found the landslide-remnants beneath which it must lie (see West, 

Augusta, Ernie’s Skull 2-6).  Everything the reader sees comes mediated by multiple degrees of 

textual organization and story-world emplotment, including Calvin’s web design, Augusta’s 

                                                 
23 For readers who read the story in order, from South to East to North to West (an order Ryan rearranges—see Ryan 
150), the blending process produces “Discovery of Loss” before Augusta recapitulates it, whereas for readers who 
get to West earlier, Milton’s account of the “rabbits” structures the blending process this way immediately. 
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narration, and most importantly, Kaye’s divination.24  Their navigating skill produces results 

using maps that are otherwise uninformative within the story-world, as in Kaye’s “Dipper Mine” 

map (see Figure 46).  By recognizing that the narrators’ work has left little to be done about the 

Califia stash, the reader closes him- or herself out of the treasure-hunt schema, reconceiving the 

“treasure-hunt” as simply a “story.”  No longer can he or she hope to follow the clues and 

produce an alternate conclusion.  The Califia stash lies under a fallen mountain; corporate 

interests still control California’s real wealth; and most importantly, the narrators have found 

what they were looking for. 

The “Discovery of Loss” blend, therefore, allows readers to see Califia as a corrective to 

 

 
Figure 46. Difficult maps (East, Augusta, The Dipper Mines 3) 

 

                                                 
24 E.g., Kaye knows how to apply maps of the Big Dipper to terrain, according to the shamanic practice of mapping 
stars not as seen by an ordinary human looking up, but in the inverted pattern that would be seen by the mystic 
looking down, from the stars’ perspective (see East, The Dipper Mines 2, and also West, Legends: Indian String 
Figures, 108). 
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the practice of assuming that choices about navigation are also choices about composition and 

story-world order—a corrective that parallels the conclusions of the alternate strain of hypertext 

theory, begun by Aarseth in his 1997 monograph Cybertext, and re-confirmed by Ryan in her 

Avatars of Story in 2006.  The act of navigation itself, the reading and interpreting of the 

“treasure map,” becomes in the “Loss” blend a repetition of an event already completed before 

the reader reaches the text.  This conclusion would suit further interpretations that treat Califia 

like a more straightforward, non-recursive narrative, one whose story-world remains clear and 

coherent enough, even if it might merit multiple thematic interpretations or intertextual relations. 

But the text’s final developments cause a profound aporia:  On the one hand, the weight 

of history makes the current treasure-hunt pointless, a mere repetition of earlier losses.  On the 

other, by the time they bid the reader farewell at the end of the Journey West, the narrators seem 

to have recovered something of individual value that allows them to change their personal 

stories, making the conflation and reduction of all stories to one foreclosed history (and thereby, 

the blending process so involved) a mistake.25  Augusta comes to her most depressing 

realizations within the archive’s text, just before she and Calvin undergo what seem to be 

redemptive experiences, recasting—again—their present-day search.  In the Journey North 

Calvin discovers that the parents he never knew were none other than Nellie Clare Beveridge and 

Tibby Lugo (see North, Augusta, North Point 2), regaining his surname and revising his sense of 

himself.  In the Journey West, with Kaye’s semi-magical guidance, he has a computer-based 

conversation with Nellie Clare’s spirit (see West, Family Myth: The Séance with Nellie Clare, 

118-25).  Likewise, Augusta’s story ends with an unusual series of observations: 

                                                 
25 This is where the allusion to Paradise Lost deserves far more attention than I have space to give it here.  I see that 
text as providing the intertextual cognitive schema, if you will, for the “Discovery of Loss” blend, given its endeavor 
to found both despair and hope in the ur-narrative of a Biblical primal scene. 
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I did not expect that Calvin would suggest to Kaye that she move in with him.  I did not 

expect that Kaye would mention the words adopting a baby. 

I did not expect to see Mother’s footsteps forming in the sand and walking into the surf.  I 

did not expect to understand the way the spirit of the past is always with us. (West, 

Augusta, Spirit Footsteps 2) 

These somewhat saccharine lines cue several important adjustments to the “Discovery of Loss” 

blend.  The strange subjunctive negation, “I did not expect” poses and contradicts precisely the 

expectations of the combined-story blend, by which the reader understands the narrators’ present 

activity as irrelevant and marginal.26  The final sentence juxtaposes the story of loss with a sense 

that precisely this story has been regained (see the third “Input” in Figure 45).  It allows the 

reader to reinstate the treasure-hunt schema, but substitutes for the original goal of finding the 

Califia gold recovery of the lost story of the exploited. 

Augusta’s sentimental words do more than declare the “treasure” to be the knowledge 

and spiritual connections that she here rediscovers: they also have the potential to remake the 

entire story-blending process.  Augusta’s account of the footsteps prompts the reader to 

recognize Violet’s “spirit footprints” as precisely the simple graphical image that has appeared 

throughout Califia, beginning on the earliest screens (see again Figure 37).  There, with a soft 

flamenco guitar soundtrack, the reader gazes upon an image of the surf, with a superimposed 

graphic depicting eight footsteps, pointed inland, with the prompt, “Come ashore” (Roadhead, 

The Island, 2)—a graphical link that appears throughout Califia, often with the caption “Follow 

me.”  In the Journey West, the first of the “Spirit Footprints” pages contains the exact 

                                                 
26 The information also incidentally makes Calvin and Kaye estranged first cousins, and therefore vulnerable to the 
incest taboo (see South, Kaye’s Home Page, 28), a taboo they later cheerfully break (North, North Point 2). 
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photographic negative of the sea image from the novel’s first screen, with the same eight 

footprints, this time pointed out to sea (see Figure 47).  The footprint motif depicts Violet’s 

footprints, which only appear for Augusta at the end of her present narrative (as I-now).  The 

reader has to position the “Roadhead” section not at the beginning of the narrators’ story, but at 

the end, at the point when Calvin and the others turn the search over to the reader.   

The first “letter to the reader,” and the subsequent introductory screen which first 

prompts the reader to create the Treasure-Hunt blend, appear in the Roadhead too.  Their words 

must take on a new meaning, now that the reader has assembled and re-assembled the story:  

“Our hope is that, as you choose your way among the paths, you will discover more than we 

know.  In the end, your created stories will determine the real location of the Treasure of Califia” 

(Roadhead, Join Us, 9).  Encountered before the Journey West, the words seem to equate 

“treasure” with physical gold, and “created stories” with treasure-hunting activities or hypertext  

 

 
Figure 47. The last (or first) appearance of the footprints (West, Augusta, Spirit Footprints) 
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navigation.  Now, however, the treasure seems to be the lost stories, and the activity that finds 

the treasure is precisely the blending process that reconstitutes the stories from the text.  The 

generic space thus shifts again, reinstating a treasure-hunt with a different goal; it might be 

summarized as “Someone seeks lost stories.”  In some important sense, then, the reader has been 

undergoing “the same” process as the treasure-seeking narrators—and this kind of “sameness” 

prompts for one final blend. 

 

 Second-Order Combined-Story Blend:  The Story-Hunt 

In composing what I call the “Story-Hunt” blend, the reader aligns the changes to the 

reconstructed “reader/addressee” role with the changes undergone by the narrators in the course 

of their journeys.  Theirs is a process of what might be called enchantment, disillusionment, and 

re-enchantment.27  Within the Treasure Hunt blend, the story-world appears open-ended, and 

“enchants” both the narrators’ and the reader’s activities by imbuing them with the futurity of 

eventual success or failure.  Within the Discovery of Loss blend, however, the story-world 

appears enclosed, creating a “disillusionment” that operates not simply by removing the 

(narrators’ and reader’s) goal, but by revising the blended story-world so that the goal was an 

illusion all along.  This blend becomes problematic once more, however, insofar as the narrators 

seem to reinstate the “treasure-hunt” schema with a different goal, namely to resuscitate a 

                                                 
27 This sequence alludes as briefly as possible to Fredric Jameson’s theories of utopian science fiction in 
Archaeologies of the Future; to the notion of “enchantment” in Charles Bernstein’s work on Adorno’s ethical 
theory; and to Carla Benedetti’s discussion of the “search for grace” as articulating a “longing to relegitimize a 
poetic practice, to reenchant it” (182).  All of these can usefully illuminate the story-world shifts that Califia 
encourages the reader to enact, particularly if Califia reinscribes Jameson’s or Adorno’s metanarratives about 
modernity, but the extended comparisons would send the present study too far afield. 
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marginalized version of California history. 

These alignments allow the reader to compose a blend that makes her own experiences 

“the same as” those of Augusta, Kaye, and Calvin, and thereby to re-envision the final phase, the 

re-enchantment whereby the three narrators reinstate the treasure-hunt frame as a metaphor for 

their historical-revisionist (and self-revisionist) project, rather than as a physical quest.  

Completing the blend, the reader can integrate the narrators’ cognitive-mapping activity in 

California with her own cognitive-mapping activity in Califia, producing a blended treasure-hunt 

schema involving roles for a “seeker,” a “map,” a “landscape,” and a “treasure.”  The “map” 

integrates the narrators’ historical documents with the reader’s Califia text, and the “landscape” 

combines the narrators’ material California landscape and present-day endeavors with the 

reader’s reconstructed conception of the full story-world history.  The final blended story-world 

allows the reader to reinstate, as “treasure,” a story formerly erased, and now recovered.  In the 

second-order combined-story blend, this recovery is a blended activity that combines the 

narrators’ archival research with the reader’s navigation of Califia.  I therefore call this account 

of Califia the “Story Hunt” blend (See Figure 48). 

This blend superficially resembles the interpretation advanced by Ryan and Odin, in that 

it recasts repressed history as the “treasure,” but with the important caveat that the reader’s 

activity reiterates the narrators’ experiences, and therefore renders what seems a closed story in 

Ryan’s and Odin’s accounts simultaneously open.  In the “Story Hunt” blend, archival 

navigation modifies the reader’s sense of the “seeker’s” role by enchanting, disenchanting, and 

re-enchanting the reading activity itself.  In turn, the revised sense of the addressee-as-seeker  
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Figure 48. “Second-order combined-story” blend for the Story Hunt 
 

Input: Discovery of Loss 

Prior Events: Four generations lose fortunes to 
powerful syndicates while looking for treasure 
Recent Events: 
A/C/K hunt for treasure, but inherit only stories and 
meager money 
A/C recover connections with family 
C provides their story as website 
Present Events: Reader reads their story 

Input: Reader’s Position 
 

- Reader (addressee) told to seek clues 
and help with treasure-hunt. 

 
- Reader provided with archival 

elements and narrative. 
 

- Reader recognizes that mediated 
archival material is narrative. 

 
- Reader recognizes that reader’s 

efforts are peripheral to A/C/K’s story; 
reader simply reads their story. 

 
 

?? 

Generic Space 
Someone seeks lost 

stories. 

Second-Order Combined-Story Blend: 

Story-Hunt 

 

Events: 

Enchantment:  Seeker reads map onto 
landscape 

Disillusionment:  Landscape remakes map; 
treasure hunt is moot 

Re-Enchantment:  Map remakes landscape; 
new goal reconstitutes search as a search for 

story; new search creates affiliations 

Input: Treasure Hunt 
Prior Events: Treasure Lost 
Recent Events:   
A/C/K hunt for treasure 
C provides their story as website 
Present Events: Reader reads their story 
Future Events: Reader finds / fails to find treasure. 
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allows the reader to revise the “landscape” being read, remaking the historical story.  For the 

narrators, this remaking takes the form of a cognitive schema for “affiliation,” epitomized in 

Augusta’s monologue: she finally refers to the family history in the plural first person, asserting, 

“We have been here a long time.”  Read according to the “Story Hunt” blend, the statement 

includes the addressee as well, numbering her among those “outright tricked, trapped, waylaid.”  

But if the reader’s experience matches the addressee’s role in this “disillusionment” phase, as 

somehow tricked by the text (and Orihuela’s comment about the “MacGuffin” already suggests 

that it does), then the “Story Hunt” blend suggests that the reader can also suit herself to the 

addressee’s re-enchantment, the revision of self and history epitomized in Augusta’s later 

statement in the first-person plural: “I did not expect to understand the way the spirit of the past 

is always with us.”  Read this way, Califia asks the reader to accept an addressee role conceived 

not as a navigator of texts, but a re-maker of history—i.e., the text asks the reader to reject  

Kramer Milton’s dichotomy between “men of substance,” and “rabbits,” and to number herself 

among the history-restoring characters (seekers and keepers, in Calvin’s terms) whose stories the 

reader reconstitutes. 

Augusta, Kaye, and Calvin remake their sense of themselves and of California’s history, 

but only with the help of several kinds of “spirit guide.”  Each of the story-blends reinforces 

these guides’ reality:  Kaye is no hokey spiritualist, for her intuitions and reconstructions lead to 

results that reinforce her image of the story-world.  Likewise, Augusta’s ailing mother offers 

enigmatic clues that turn out to corroborate Kaye’s dipper-map calculations and, finally, Jack’s 

lost letter to Augusta, indicating his own identical conclusions about the Califia treasure’s 

whereabouts (see West, Docudrama: JackRabbit Jack, 91-3).  Their collective efforts allow them 
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to offer an interpretation of a key mapping device, namely the blue blanket purchased at an 

extortionate price from the Tejon Mission by the Chumash, and reworked as a record of their 

heritage by Willing Stars, Augusta’s ancestor.  What the blue footprints throughout Califia 

signify, read according to the Story Hunt blend, is that the three narrators perform the same 

enigmatic function for the reader as their “spirit guides” perform for them.  Instead of crossing 

spiritual boundaries to guide the seeker, however, they cross the ontological barrier separating 

the tale told from the addressee.  The recovered story of exploited ancestors includes fictional 

characters, but embeds them in situations culled directly from factual historical narratives.  The 

story about “what happened to the exploited characters” opens itself to further extra-textual 

investigation, giving the reader an open-ended addressee role to adopt as her own (or at least, one 

amenable to being adopted).  Califia is thus just as “closed and open” as the maps that inhabit its 

screens: its determinate form fits a determinate landscape in discernable ways, but the map-

reading remakes map and landscape in an ongoing process of self-revision. 

  

 Conclusion 

 Califia is, finally, a unique and peculiar example of what Linda Hutcheon calls 

“historiographic metafiction”: it revises historical narratives, but also depicts the revision process 

itself.  The narratable sequence of enchantment, disillusionment, and re-enchantment is as much 

a schema of revisionist historical practice as it is a story about the reading process.  The final 

Story Hunt blend therefore has two important consequences for future interpretive work on 

Califia.  First, the Story Hunt blend allows a critical analysis to both reject and accept the much-
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debated “interactivity” posited in hypertext fiction and criticism.  The blend allows the reader a 

meaningful role in the story-world, but only a role that approximates the same kind of “active 

witnessing” as I have developed in my work on Half Life, Only Revolutions, and Erasure—all 

print novels.  The Story Hunt also integrates the theories of reader-activity that underlie both the 

“closed” accounts of Odin and Ryan (with their assumption of a fixed textual architecture), and 

Guertin’s “open” account (with her assumption of readerly limitations in apprehending textual 

architectonics).  The story-world blend coheres, but does so in a sequence of increasingly 

complex ways because it is a blend that combines a seething multitude of more limited stories, 

whose interrelationships are always open to revision.  The novel’s title itself signifies its 

revisionist purpose, for it implies a folk etymology that would connect the state’s name, 

California, to the myth of an island governed by an Amazon queen.28   

Secondly, the Story Hunt blend opens Califia to an extremely complicated variety of 

thematic and intertextual interpretations.  The second-order combined-story blend creates an 

example of what Paul Ricoeur calls “participatory belonging,” the historiographic practice of 

using analogies among individual actions (rather than identities) to create large-scale composite 

historical entities.29  Just as (following my modified version of Butler’s and Hardcastle’s 

accounts), self-narration individuates a self by way of its own inability to provide a complete 

                                                 
28 As Dora Beale Polk puts it, the search for the name’s origin is “a scholarly exploration every bit as interesting in 
its own way as the story of the exploration of California itself” (123).  Polk’s book, one of Luesebrink’s sources, 
contravenes today’s common understanding (that the name derives from a Latin phrase meaning “hot furnace”) in 
asserting that the name “California” does in fact derived from García Ordoñez de Montalvo’s version of the 
legendary Amazon queen “Calafia” (125).  Like the intertextual connection to Paradise Lost, this reference to Las 

Sergas de Esplandián, made explicit in Califia’s pages (South, Legends: Amazon Queen, 39) deserves further future 
attention. 
29 See Ricoeur’s discussion of the theories of Weber, Aron, and Mandelbaum, wherein he embraces participatory 
belonging as a practice of creating “quasi-characters” (1: 194) as supra-individual individuals (197), and yet still 
holds the line against determinism (201). 
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account of that self,30 large-scale stories about composite group-level behavior emerge as an un-

completable process, precisely insofar as they still refer to individual-level activity.  The Story 

Hunt blend accepts both the (macro-level) historical legibility conferred by Kramer Milton’s 

“rabbit” monologue and the capacity of retained (individual, micro-level) knowledge to revise 

historical narratives.  In this respect, Califia combines the sense of dialectical self-narration 

illustrated in Half Life with the (perhaps dialogic) self-allegorization by which self-narrators suit 

their accounts of themselves to story-schemas in Only Revolutions and Erasure.  As an example 

(and not just an account) of a kind of revisionist process, Califia presents itself as a cognitive-

mapping project (albeit one not necessarily carried out in Jameson’s terms), demonstrating a 

sense of self-in-world that tries to be both adequate and aware of its inadequacy.  Further 

research should be able to use this sense of a mapping-project to produce a clearer understanding 

of the intertextual relationships to Paradise Lost,31 to the legends and lost histories from 

Luesebrink’s Native American source materials,32 and to historiographic texts that provide 

disparate versions of California’s history.33 

Whereas theories of hypertext fiction distinguish between non-interactive and interactive 

texts by the flexibility of their material underpinnings (their user-function, in Aarseth’s terms, or 

what Ryan might see as their openness to intervention), the present analysis has demonstrated 

                                                 
30 See Butler’s discussion of Cavarero (33-7). 
31 In addition to the many Milton references, Kaye and Calvin also call Calvin’s map of the Califia text itself “a 
Cabala” (Map Case, Topological Maps: Calvin’s Dance, 38-40), on account of its representation of metaphoric path-
selections. 
32 Much might be made, for instance, of the relationship between Califia’s mapping project and the traces of 
correspondences between constellations, collective Native American stories, string-figures, and restorative shamanic 
practices that invoke these elements.  These relationships might put Califia in an interesting dialogue with, for 
instance, Leslie Marmon Silko’s Ceremony, Diane Glancy’s Pushing the Bear, or Tomson Highway’s dualogy of 
coyote-plays. 
33 Readers born and raised in California, having built models of Father Serra’s missions in fourth grade, will 
probably have a particularly visceral experience of Califia’s call to affiliation and revisionist history. 
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how to discern a vibrant interactivity produced by static texts through their story-world 

flexibility—i.e., by virtue of the distinctive cognitive activity they encourage when read for 

story.  Here, the text invites the reader to reconfigure the story-world over and over, until she 

produces an addressee-role that has enough agency to revise—not the text, but its context.   
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 Conclusion 
 

“[W]e demand rigidly defined areas of doubt and uncertainty!” 

—Representatives of the Amalgamated Union of Philosophers, Sages, 

Luminaries, and Other Thinking Persons (Douglas Adams, The Hitchhiker’s 

Guide to the Galaxy 172) 

 

I have proposed the blending-model of narrative reading in order to prove the threefold 

hypotheses with which this dissertation began:   

1.) Classical structuralist models of the story/discourse relationship need to be thoroughly 

revised to cope with experimental narrative forms such as the five texts considered here. 

2.) A cognitive model of the narrative reading process, revised in keeping with theories of 

cognitive conceptual integration (“blending”) can better describe how the four twenty-

first-century novels provoke readers to create contradictory stories, but then integrate 

them, such that the resulting story-world accepts both one story’s configuration and 

another’s.   

3.)  These novels generate the “both/and” conclusion in order to address specifically 

twenty-first-century literary, critical, and folk-psychological concerns.  They answer 

apparent aporias by highlighting how narrative form is both adequate and inadequate to 

representing the relations between self and world, preparing the reader to recognize this 

slippage elsewhere. 

Unlike the representatives in Adams’s novel, I do not aspire to rigidity, but I have undertaken 
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this project in the interest of being able to talk more precisely about the cognitive results of 

recursive, contradictory narrative texts.  The core of this project is the description of a specific 

kind of contradiction and recursion that allows readers to pose and then work past the conclusion 

that a narrative’s story world is indeterminate, and that allows readers thereby to recognize the 

indeterminacy itself as a part of a specific kind of relationship with the text.  I might paraphrase 

Adams by demanding dynamically defined areas of uncertainty. 

 

In Review 

Chapter 1 has established the blending-model of narrative reading that allows a precise 

description of the cognitive form that causes readers to produce such divergent readings of Pale 

Fire.  Each subsequent chapter has explored the blending-model’s parameters and capabilities, 

working through the ramifications of the texts’ formal properties by demonstrating how each 

novel creates its conceptual integration.  Each text impels the reader to create seemingly opposed 

versions of the combined-story blend, an ambivalence epitomized in Pale Fire by the story-

world quandary between John Shade’s worldly perspective and Charles Kinbote’s otherworldly 

perspective.  But each subsequent text creates wily story-world variations whose unresolvability 

becomes narratable as a specific kind of story-world activity.  In producing the contradictory 

“combined-story” blends, the reader integrates large amounts of textual data, and recognizes that 

it coheres in more than one way.  Just as differences among narrators’ accounts can produce a 

“parallax” effect, allowing the reader to create a coherent combined-story blend by integrating 

analogies and disanalogies, carefully constrained differences in contradictory combined-story 

blends can also prompt the reader to carry out a second-order integration. 
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Each chapter has also supported the third hypothesis (the use of “both/and”) by 

illustrating how the complex blending process at work in these four texts is inseparable from the 

understanding of the relations between self and world they each advance in their own way.  Their 

textual and story-world form directly suit the kind of story-world participation they ask of the 

reader. Of the four novels considered here, those concerned primarily with the notion of a “self” 

create their multiple story-worlds by emphasizing their status as memoir.  They ask the reader to 

revise her concept of a “self” to incorporate what might be called an “internal” otherness.  On the 

basis of a succession of textual elements, the reader has to revise her story-world blend in Half 

Life and Erasure over and over again, until the tantalizing differences in potential story-worlds 

allow an integration.  This second-order combined-story blend produces a conception of the text 

as a consequence of the narrators’ efforts to accomplish something more than simply narration.  

The reader creates this “event”—an anamnesis or recovery from trauma; an initiation—as an 

event occurring within the story-world, but outside the narration.  It is a non-narrated event that 

the reader has to recognize, and thereby create.    

In Half Life, then, the reader recognizes Nora/Blanche as struggling with the ways in 

which the “I” pronoun (and its attendant folk-psychological baggage) does and does not suit 

(t)he(i)r experience, and finally coming to terms with the trauma this lack-of-fit has caused them.  

In Erasure the reader recognizes Monk as struggling with the ways in which racializing 

conceptions of “authorship” (of narrating agency) do and do not suit his lived experience as an 

author, but finally using his own recursive attempts to narrate to create, at last, some sense of 

belonging. 

The other two texts, Only Revolutions and Califia, are more concerned with the 
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relationships between a self and a context, and therefore create their multiple story-worlds by 

presenting the reader with multiple narrators’ accounts of events.  These texts encourage the 

reader to integrate the narrators’ accounts with a putatively objective “chronological” account 

(the “chronomosaics” in Only Revolutions, and the historical documents in Califia), revising both 

in the process until the interaction between self-narration and historical narration becomes—like 

the problematic attempts to produce a self in the previous two novels—a narratable event.  In 

Only Revolutions, the reader recognizes Sam and Hailey as escaping a macro-scale social reality 

by framing their experiences as micro-scale intersubjective experience, and in Califia the reader 

recognizes “herself” (i.e., the addressee) as engaged in the same negotiation between macro and 

micro as the narrators, rediscovering a revisionist macro-scale history by way of micro-scale 

investigations.1   

In each of these recognitions, the texts recapitulate the recent critical and social give-and-

take2 over the idea of a self, a negotiation between demands for theoretical adequacy to plural, 

socially-produced consciousness, and demands for an ethical adequacy, an account of a self that 

allows for responsibility and accountability (i.e., adequate to socio-historical realities).3  Each 

                                                 
1 For a series of basic diagrams that clarify the four novels’ distinct cognitive forms, see Appendix B: Cumulative 
Blending Diagrams. A more extended consideration of Califia could relate Luesebrink’s achievements not only with 
Linda Hutcheon’s “historiographic metafiction,” but also with Bolter and Grusin’s “remediation,” and the debate 
over web-based “distributed” scholarship sometimes represented in the works of Clay Shirky.  Califia also includes 
a pun on its own status, a series of events in which Violet Summerland contributes a vital clue by counting on her 
fingers—in a button labeled “Digital Memory” (East, Paradise Meeting 3). 
2 I find it telling that English has few integrative terms for the coming-and-going, the mutual contamination, 
between argued positions.  “Oscillation” and “ambivalence” each carry contrary connotations, and “conversation” 
lacks purposiveness.  Even “dialogue” can be misleading for the present purpose, for the demands do not always 
acknowledge one another’s existence, validity, or even legibility.  By contrast, the Spanish noun vaivén, for 
example, signifies “coming-and-going” or “give-and-take” in a glib compression of present tense verbs, rather than 
the clumsy English gerunds and infinitives (el vaivén compresses va y viene, “[it] goes and [it] comes”). 
3 I draw here upon the distinction between ethical considerations as basis for moral activity, and moral 
considerations as the practical activities amenable to evaluation.  For further discussion, see for example Butler’s 
variations on the terms (Butler 7, 18-19, 21), and her Levinas-based approach to their subjective accessibility (33-4).  
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second-order combined-story blend reorients, rather than abolishing, the dilemma the reader 

faced initially—“how do I read this?”—making the reader responsible for the story-world by 

virtue of her participation in its production.  I have called this participation “bearing witness” so 

as to distinguish it from activities that might be called “writing” or “authoring.”4  In turn, the 

blending-model of narrative reading allows description and analysis of this “cognitive form,” 

clarifying the sense of reader-text interactivity by illustrating how textual details encourage the 

reader to change the continuously-revised story-world blend.   

 

Limitations 

In spite of the explanatory power and precision of the blending-model of narrative 

reading, the present study suffers from three limitations: analytic complexity, empirical 

legitimacy, and of course, a small sample size.  The first is simply a matter of efficiency, and 

contributes to the third.  Blending analyses depict the reader’s interaction with the whole 

narrative, ranging from the micro-scale process that reads textual and graphical elements as 

narrative discourse to the macro-scale process that integrates disparate narrators’ stories into one 

shared story-world.  This range of analysis cannot be avoided, for once a higher-order blend (a 

combined-story or second-order combined-story blend) has begun, it is the story-world, and the 

reader integrates further textual elements directly into it, until and unless they force drastic 

revisions that rebuild the underlying “parsing” and “direct story” blends.  The vast bulk of 

exposition involved in such a range of analysis leads me to suggest that blending analyses will be 

                                                                                                                                                             
Again, too, Adorno’s work lurks in the subtext here, particularly in terms of his conception of an ethical system that 
can be lived.  I leave his specific version of historical process and adequacy for future study. 
4 This sense deserves comparison, in particular, to Flynn’s sense that Lyotard’s theory of memory and trauma 
demands that the critic or philosopher “bear witness to differends”—differences that do violence by way of mutual 
incomprehension—“by finding idioms for them” (153). 
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best employed either a.) in analyzing complex individual texts that seem to “defy” or 

“undermine” narrative itself, or b.) in elucidating specific kinds of blending process such as 

instances of an “unreliable narrator” or an “ambiguity” or “incommensurability,” where 

conventional narratological terminology becomes too vague or self-contradictory.  In both cases, 

I envision the blending-model of narrative reading as a supplement, a way of clearly describing 

how a text’s features prompt for a reading process with a specifiable form, paving the way for 

further interpretation. 

The second objection is more difficult to answer, because it touches the very roots of 

narrative analysis.  The problem with studying story (rather than textual features) is that its 

existence is a matter of consensus.  Common sense leads us to assert that we perceive (in the 

world) objects and people, and neurophysiology is beginning to measure the accuracy of such 

assertions.  But mental entities such as “stories” fall into a psychological category less amenable 

to empirical measurement—as demonstrated in studies of Genette’s attempts to speak 

empirically about narrative pacing and event-compression.5  Structuralist narratology arose as a 

means for speaking as empirically as possible about story-form, but it always requires a certain 

willingness to agree about the objects of analysis.  The old philosophical question about 

perceptual verification still applies to the dilemma of whether different readers can say they read 

“the same” story, and what that shared assertion might mean (whether it is valid, reliable, useful, 

and so forth).  Cognitive theories—Ricoeur’s and Fludernik’s, for instance—re-ground the story-

level concepts of existents and events in embodied experience of the physical world by way of 

                                                 
5 Genette’s famous attempt to calculate narrative velocity (“duration”) by measuring textual space against story-time 
or reading time (his “pseudotime”) appears in Narrative Discourse (34-5, 88-109).  Ricoeur reconsiders this kind of 
measurement by setting Genette’s account alongside Gunther Müller’s distinction between narrative utterance and 
statement (77, 81-7).  Pier reconsiders Genette’s categories, relating his “discours” to the Russian formalist sjuzhet 
in terms of temporal order and duration (83). 
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cognitive machinery6 that can ostensibly be measured.  The trouble is that empirical verification 

for cognitive machinery—when applied to reading instead of perception; to the life of John 

Shade, and not a ham sandwich—is difficult to come by.  Cognitive blending has yet to receive 

its blessing, which might incline the skeptical reader (of the present treatise) to doubt whether 

any empirical reader (of the novels) really undertakes precisely these story-blends. 

Although in terms of neurobiological verification the jury is still out,7 the present 

conception of narrative reading offers further clarity for assertions that narrative understanding is 

itself founded in embodied experience, and that reading-out a story-world from a text is a matter 

of integrating unlike conceptions according to the exigencies of habitual practice (entrenched 

blends such as the narrative frame) and material information (the text itself).  Hence, in the 

present study, my continuous use of “prompt” and its synonyms.  I can discuss how the text 

might encourage somebody with the right conceptual apparatus to imagine existents and events, 

and I can use textual evidence to predict how such imagination will turn out, but I cannot assert 

that all readers will imagine the same way—which is perhaps for the best.  While it as yet 

remains (and may always remain) impossible to see precisely what happens in the reading mind, 

it remains entirely possible to talk about textual elements, and how they seem to (or seem not to) 

suit paradigms of embodied experience.   

What I have provided in this dissertation is not a definitive account of what happens in 

any reader’s cognitive reception of the texts analyzed herein.  It is, rather, a new model and a set 

of tools for arguing meaningfully, and with reference to textual evidence, over the potential ways 

                                                 
6 See also Eder and Herman for similar efforts. 
7 See for example Fauconnier and Turner’s own comments on the subject (F&T 57, Chapter 9).  Bache suggests that 
neurophysiology has yet to confirm their assertions (1619-20), and the recent sessions on blending at the annual 
conference of the International Society for the Study of Narrative were rife with caveats about such empirical 
confirmation. 
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in which reader and text may interact to produce story.8  Those who would disagree with my 

analyses need no MRI data; they need only offer textual details, a set of expectations (a narrative 

frame), and story-world blends that differ enough to alter the entire reading-blending process.  It 

will then be possible to discuss whether or not the resultant system of dynamic blending activity 

takes adequate account of textual prompts, whether it makes justifiable connections among 

mental spaces—and so on. 

 

Moving Forward 

The third limitation—the small sample-size—results directly from the efficiency problem 

discussed above.  As I have mentioned on occasion throughout the preceding chapters, the 

present project understands these four novels’ narrative form as constituting an artistic and 

critical practice that is specific to the late-twentieth and early twenty-first century, a practice that 

tries to use to the fullest advantage the insights of both postmodernist critical theory and its 

recent critique on contextualist, historicist, or ethical grounds.  I have summarized this difference 

and continuity in terms borrowed from Derrida: if postmodernism wedged a “neither/nor” 

between an empiricist “either/or,” then the authors considered here have attempted to re-envision 

the dually-negating “neither/nor” as a dually-affirming “both/and,” without staging this middle 

ground as an ironic limit to contemporary thought or cognition.9  This is an argument that will 

need a substantial amount of further research to explore fully. 

I have conducted the present study as a pilot program, whose primary purpose has been to 

                                                 
8 Again, see Eco’s conception of a “field of relations” (Open Work 19); see also his clarification that, in Open Work, 
he “was studying the dialectics between the rights of texts and the rights of their interpreters” (Interpretation and 

Overinterpretation 23).  For further discussion, see Danvers’s use of his terminology for the visual arts (112-26) and 
psychology (187). 
9 In this vein, see Lukacher’s comments about future conceptions of time (100). 
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work out a clear blending-model of narrative reading, to demonstrate the model’s utility in 

describing a story-form I have seldom encountered, and to suggest how this form’s accurate 

description produces unique interpretive conclusions.  Future studies will have to reconsider 

similar texts from the last century and earlier, and determine whether or not they ought to be 

numbered among the “both/and” texts.  My working hypothesis is that such experimental works 

will, like Pale Fire, tend more toward the “neither/nor” model, if not a straightforward 

(“either/or”-style) coherent story-world.  In order to complete such a study, I will need to clarify 

a blending-model account of heterodiegetic narration, to supplement that which I have here 

derived for autodiegetic narration.  My working hypothesis here is that Fludernik is correct in 

relating narrative to face-to-face conversation, and that therefore autodiegetic narration, which 

makes a character of the narrator, is the prototypical narrative case.  I would argue that 

heterodiegetic narration often proceeds through a basic counterfactual blend,10 insofar as the text 

prompts the reader to understand its story-world as though a narrator were present for the story-

world action, even if one is not. 

In addition to a greater historical depth of analysis, I also see a need for a greater cultural 

variety in the sample of texts.  I suspect that the present texts have to use such elaborate self-

referential and self-contradictory story-forms to attain the “both/and” conclusion because the 

Eurocentric literary tradition (as embedded in the reader’s habitual narrative-reading blends) 

tends to emphasize certain kinds of story-world coherence and incoherence—namely 

psychological contradictions and incoherence grounded in empirical coherence.  The integrations 

that are so hard-won in the present texts would likely come much easier to narratives in cultures 

where the conceptual oppositions surrounding self, other, and world are not so thoroughly 
                                                 
10 For more on cognitive blends involving counterfactual elements, see Turner (10, 76) and F&T (Chapter 11). 
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entrenched as “reality blends.”11  Specifically, South American “magic realism” would likely 

reward a thorough blending analysis, as would novelistic traditions in India and Africa.  “Magic 

realism,” or la magia de lo real, has been received (and translated) as a new breed of fantasy in 

the United States, but in its originating countries it is not so received, primarily because it alludes 

to, reiterates, and parodies tropes of traditional wisdom that operate according to a logic 

unfamiliar to U.S. audiences.  Likewise, Indian fiction such as the work of Salman Rushdie 

emerges from cultural traditions with roots in Hindu and Buddhist traditions that, as Danvers 

notes, produce stories with a “both/and” form more readily than Western texts.12  Finally, as 

suggested in the course of Chapter 4, African cosmologies also treat temporality and causality 

just as differently from Western philosophy, so I expect to find something akin to a “both/and” 

logic in works that descend from Yoruba, Dahomey, and KiKongo traditional stories. 

 

Prime Benefits 

In sum, I see this dissertation as affording distinct benefits for future literary study in the 

realms of narratology, theories of cognitive conceptual integration, and practical textual 

interpretation.  For narratology, it provides a model of narrative reading that reconsiders story as 

a dynamic interaction between reader and text, but an interaction whose cognitive form can be 

meaningfully described and debated.  Cognitive theories of narrative have already demonstrated 

story’s origin in pre-linguistic physical experience (Ricoeur), social interactions such as 

                                                 
11 Fauconnier and Turner emphasize that we live most of our lives “in the blend,” i.e., making judgments and 
conclusions on the basis of the entrenched blends by which we recognize and categorize objects (see F&T 83; for 
more on blends that involve what is “real” see Turner 137, F&T Chapters 9 and 10). 
12 See Danvers’s discussion of the similarities between certain kinds of postmodernist aesthetic practice and Tibetan 
Madhyamika Buddhism (71).  See also Danielewski’s intriguing use of some Eastern concepts in Only Revolutions, 
as mentioned in Chapter Three of the present work. 
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conversation (Labov, Fludernik), and real-world epistemology (Jahn, Herman, Turner).  By 

integrating these advances with traditional narratology, the present study also stands to benefit 

studies of cognitive blending itself, working toward a way to evade its “ubiquity problem” by 

distinguishing clearly between kinds of blend, and by grounding the blending process of 

narrative reading clearly in the mind of the reader.  To date, studies of blending in narrative have 

often placed “the blend” ambiguously in the mind of the author (which seems epistemologically 

dubious) or the mind of characters (ontologically dubious).  The present study follows Todorov’s 

work on story and discourse in suggesting that drastically different analyses will result from a 

conception of a blending process of reading (the object of the present study) and a blending 

process of composition.  In addition, the present study also distinguishes between the kind of 

blending process involved in reading-out a direct-story blend from that involved with creating a 

combined-story blend.  This suggests that not all blends are created equal, and therefore that, 

although blending may describe activities from perceptual categorization to recognition of 

metaphors, it is not thereby rendered useless as a category that excludes nothing.13 

In the realm of textual interpretive practice, this dissertation offers a way to venture 

beyond conclusions that difficult, self-contradictory texts simply defy the reader’s expectations, 

confront her with paradoxes, or abandon narrative form altogether. The ability to describe how a 

text encourages cognitive blending activity grounds potential efforts to explain and predict 

differences in interpretation, to measure unintended consequences or cross-grain readings, and to 

explore the ramifications of intertextual allusions.  Indeed, I see the concatenation of textual 

“promptings” as a viable way to refine arguments about the “implied author” of any given text, 

                                                 
13 For further discussion see Fauconnier and Turner (7-8); Bache, who follows Gibbs in asserting the ubiquity 
problem (1617); and Copland, who begins a rebuttal (146). 
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or more precisely, what Eco calls the “intentio operis” or “intention of the text.”14  Just as the 

reader develops a working conceptual hypothesis that the textual element “I” corresponds to 

some human narrator who takes on a causal role as “source of the discourse,” this concept can be 

nested inside a higher level—an effect illustrated within Erasure and Chapter Four as an instance 

of “causative diasthesis.”  It is this shadowy agent who stands behind my use of the term “text” 

as an agent that prompts, as well as my occasional use of the empirical authors’ names—but a 

complete exploration of the “implied author’s” history as an analytic term, let alone the cognitive 

form of a blending-based account of it, would be too protracted to pursue further here. 

This dissertation does not provide a rubric for a mechanical blending-analysis that would 

derive interpretations by a simple application of the four-space blending model.  Rather, it 

provides tools for describing and debating about how readers can interpret texts.  I propose the 

blending-model as a contention about the reader’s involvement in story-construction, and hope 

that future studies will use it to make further contentions about the intentions and potentials of 

recalcitrant, recursive, contradictory texts. 

 

 

  

                                                 
14 See Interpretation and Overinterpretation (25, 65).  Cooren’s version of “textual agency” (3) is remarkably 
similar to Eco’s concept. 
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 Appendix A: Cognitive Blending Terminology 

Since the theory of cognitive conceptual integration, or “blending,” introduces so many technical 

terms, I have grouped these together in the following glossary for easy reference.  Most 

definitions are summarized from Fauconnier and Turner’s The Way We Think; I have proposed 

the terms in quotation marks in the course of developing my blending-model of narrative 

reading.  Terms that appear in italics within the definitions are also themselves defined within 

this Appendix. 

 

Blended Space:  The combined mental space that results from the alignment of two input spaces, 

their integration, and the mental elaboration of that integration (see also mental spaces; 

see Turner 59, F&T 47). 

Blending:  Also known as Cognitive Conceptual Integration.  Fauconnier and Turner include 

four mental spaces in their basic blending diagram, the inputs, the generic space, and the 

blended space.  Blending occurs in three stages: composition, completion, and 

elaboration. 

Cognitive Frame:  A schema that has become habitual, and includes a situation that has roles to 

be filled, and relationships between roles (F&T 40). 

“Combined-Story” Blend:  A conjectural name for the blending activity that combines two or 

more stories (direct-story blends) to create either a story-world in which both stories seem 

to exist (or to which both seem to refer), or a single story being told by an evasive or 

unreliable narrator.  It may be further combined in a second-order combined-story blend, 

and may be a mirror blend (if the two stories share enough of the same organizing frame), 
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a single-scope blend (if one story is reduced into another), or a double-scope blend (if 

both stories produce an independent story-world to which both stories refer). 

Completion Stage:  The second stage in the blending process.  The mind pulls structure and 

roles from the inputs and creates the blended space, which may take roles or relations 

from either input, as well as “variables,” entities that fill the roles and take up the 

relations (Fauconnier and Turner 48). 

Composition Stage:  The first stage in the blending process.  The mind aligns the roles and 

relationships in the inputs to generate the generic space, the commonalities they share 

(Fauconnier and Turner 42, 48). 

“Direct-story” Blend: A conjectural name for the process whereby a reader attains global 

insight into a text by blending discourse elements with narrative’s story-frame, producing 

“the story” being told.  The generic space includes a narrative communicative frame; the 

inputs include an array of signifying elements being read as narrative discourse, and the 

array of elements and relations expected for story (the story frame); the blend is a specific 

story, and may be further combined in a combined-story blend.  This blend is a single-

scope blend. 

Double-Scope Blend:  A network or blend where the two inputs do not share an identical 

organizing frame, and where each input contributes not only variables (individual 

elements like “John Shade” in a story), but framing material such as roles and 

relationships (such as the role for an autodiegetic narrator in a story, which has causal 

connections to the text) as well (see Fauconnier and Turner 131). 

Elaboration Stage:  The third stage in the blending process.  The mind fleshes out the blend, 
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“treating [blends] as simulations and running them imaginatively according to the 

principles that have been established for the blend” (F&T 48)—a process that produces 

emergent structure, cognitive conclusions unavailable in the inputs. 

Generic Space:  In a blending process, it contains the shared schematic structure, the aspects of 

frame and role common to both inputs (see also blending, mental space; F&T 41).  Not to 

be confused with notions of “genre,” which are better handled by the term cognitive 

frame. 

Input Space:  One of at least two mental spaces to be combined in the blending process (see 

Turner 60; F&T 29). 

Mental Spaces:  The “small conceptual packets constructed as we think and talk, for purposes of 

local understanding and action” (Fauconnier and Turner 102).  They generally take the 

form of schemas, situations that take their roles and relationships from physical 

experience of the world. 

Mirror Blend:  An integration network (or blend) in which the mind lines up two inputs that 

share the same organizing frame (the same structure of roles and relationships) and 

integrates them directly in a one-to-one correspondence (Fauconnier and Turner 122-3).  

What I here call the “parsing” blend is a mirror blend that allows a reader to recognize a 

text as narrative discourse. 

“Parsing Blend”:  A conjectural name for the process whereby a reader recognizes or “sees” a 

text as narrative discourse, as opposed to other modes of communication.  The generic 

space includes a general communicative frame; the inputs include an array of signifying 

elements (the text) and the spatiotemporal deixis expected for narrative discourse (the 
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narrative-discourse frame); the blended space constitutes a specific narrative discourse.  

This blend is a mirror blend. 

Schema:  A loose networks of relationship; the most basic form is physical.  Turner calls them 

“skeletal patterns that recur in our sensory and motor experience.  Motion along a path, 

bounded interior, balance, and symmetry are typical image schemas” (Turner 16).  Turner 

and Fauconnier treat schemas as cognitive frames (Fauconnier and Turner 40). 

“Second-Order Combined-Story” Blend:  A conjectural term for the combination of already 

combined story-levels (of combined-story blends).  Fauconnier and Turner sometimes call 

higher-order blends “megablends” (see Fauconnier and Turner 151), but since blends get 

adopted into other blends so frequently, this term is always relative, and provides too little 

precision here.  A second-order combined-story blend may be a mirror, a single-scope, or 

a double-scope blend, depending on the organizing frames involved. 

Single-Scope Blend:  A network (or blend) that “has two input spaces with different organizing 

frames, one of which is projected to organize the blend.  Its defining property is that the 

organizing frame of the blend is an extension of the organizing frame of one of the inputs 

but not the other” (Fauconnier and Turner 126).  What I call the “direct-story” blend is a 

single-scope blend that produces story from discourse. 

Story Blends in Califia (see also Figure 53 in Appendix B: Cumulative Blending Diagrams): 

• Direct-story blends: 

o A: Augusta relates the experiences of Augusta, Calvin, Kaye, et al. 

o C: Calvin relates the experiences of Calvin, Augusta, Kaye, et al. 

o K: Kaye relates the experiences of Kaye, Augusta, Calvin, et al. 
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o In addition, several interpolated texts produce direct-story blends not 

enumerated by name in the present study. 

• Combined-story blends: 

o The Treasure Hunt:  the open-ended story of a treasure-hunt that positions the 

addressee as capable of “finding” treasure.  A blend of A, C, K, and others. 

o The Discovery of Loss:  the closed story of a treasure-hunt already completed, 

and also made irrelevant by historical circumstances.  A blend of A, C, K, and 

others. 

• Second-order combined-story blends: 

o The Story Hunt: integrates The Treasure Hunt and The Discovery of Loss into 

a revisionist historical project 

Story-Level Blends in Erasure (see also Figure 52 in Appendix B: Cumulative Blending 

Diagrams): 

• Direct-story blends: 

o M-Exposes: Monk relates his experiences, thereby exposing racism in his 

society. 

o M-Exposed: An attempt to relate experiences exposes a series of shifting 

identity-formations that all involve the name Monk. 

• Combined-story blends: 

o M-Exposes: Monk relates his experiences and provides examples of other 

texts, which help him expose racism.  This is an extension of the direct-story 

blend M-Exposes, including other textual elements within Erasure. 
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o M-Exposed: The included documents implicate Monk in the very discourses 

he says he resists, by exposing his shifting identity-formulations.  This is an 

extension of the direct-story blend M-Exposed, including other textual 

elements within Erasure. 

• Second-order combined-story blend: 

o M-Initiated: integrates M-Exposes and M-Exposed by seeing Monk’s 

subjective experience as one of initiation through self-exposure and self-

recognition according to existing novelistic paradigms. 

Story-Level Blends in Half Life (see also Figure 50 in Appendix B: Cumulative Blending 

Diagrams): 

• Direct-story blends: 

o Nora (Not) Alone:  Nora relates the experiences of Nora and Blanche. 

• Combined-story blends: 

o Not Exactly Nora:  The narrator relates the experiences of Nora and Blanche, 

but may indeed be Nora, Blanche, or some indistinct combination of the two.  

A blend that integrates Nora (Not) Alone with subsequent discourse material.  

This blend has three potential completions: 

� N vs. B:  The narrator is and has been Nora, who relates her struggles 

with Blanche 

� B vs. N: The narrator is and has been Blanche, who relates her 

struggles with Nora 

� N/B Alone: Only one of the two heads remains capable of 
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consciousness, and narrates a struggle with herself 

• Second-order combined-story blend: 

o Trauma and Recovery:  integrates N vs. B, B vs. N, and N/B Alone as a 

narration that accomplishes anamnesis and recovery from trauma. 

Story-Level Blends in Only Revolutions (see also Figure 51 in Appendix B: Cumulative 

Blending Diagrams): 

• Direct-story blends: 

o S on S&H:  Sam relates the experiences of Sam and Hailey 

o H on H&S: Hailey relates the experiences of Hailey and Sam 

• Combined-story blends: 

o S&H Synchronized: Sam and Hailey travel together and narrate the same 

events from different subjective perspectives.  A blend of S on S&H and H on 

H&S. 

o S&H Sequential:  Sam and Hailey travel in different centuries and narrate 

different events from different temporal perspectives.  A blend of S on S&H 

and H on H&S according to the chronological references in the 

chronomosaics. 

• Second-order combined-story blend: 

o S&H Escape: integrates S&H Sequential and S&H Synchronized by 

recognizing Sam and Hailey’s narration as an attempt to escape contextual 

events and constitute their experiences as shared. 

Story-Level Blends in Pale Fire (see also Figure 49 in Appendix B: Cumulative Blending 
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Diagrams): 

• Direct-story blends: 

o JS on JS: John Shade relates the experiences of John Shade. 

o K on JS: Kinbote relates the experiences of John Shade. 

o K on K:  Kinbote (or perhaps Vseslav Botkin) relates the experiences of 

Kinbote. 

o K on CX: Kinbote relates the experiences of King Charles Xavier II of 

Zembla. 

o K on G:  Kinbote relates the final actions of Jakob Gradus / John Gray. 

• Combined-story blends: 

o JS-True: The true story of the experiences of John Shade.  A blend of JS on JS 

and K on JS. 

o K/CX: The story of Kinbote’s fantasy-history of himself as King Charles II of 

Zembla.  A blend of K on K and K on CX. 

• Second-order combined-story blends: 

o VB1: Reduces the entire novel’s contents to the work of Vseslav Botkin. 

o JS1: Reduces the entire novel’s contents to the work of John Shade. 

o DNW: Creates a story-world reality to which both John Shade and Charles 

Kinbote refer. 

Vital Relations:  Vital relations are connections between roles in mental spaces, “links from 

cause to effect, links through time and through space, links through change, and links 

through identity” (Fauconnier and Turner 92), but also including part-whole, 
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representation, analogy, disanalogy, property, similarity, category, intentionality, and 

uniqueness (93-101).  These can operate within a mental space, as in the causal 

relationship that connects an autodiegetic narrator to the discourse, or between the mental 

spaces in the blending process, as in the identity connection that link a narrator-character 

in one story with a character in another narrator’s story.  
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 Appendix B: Cumulative Blending Diagrams 

For the sake of easy reference, I provide here cumulative blending diagrams for each of the five 

major texts considered in this dissertation.  Note the multiple possible second-order combined-

story blends in Pale Fire (Figure 49), versus the integrative second-order blends in the following 

four novels, and the procession of textual elements in Half Life (Figure 50) and Erasure (Figure 

52).  The numbered “Discourse” spaces and the dotted lines are meant to suggest that, at least on 

a first reading, the reader has to wait until later in the text to begin creating the most complex 

blends.  In Only Revolutions (Figure 51) and Califia (Figure 53), most of the prompts are already 

in place from the very beginning.  These charts are merely heuristic, at best, for as I argue 

throughout this dissertation, the dynamic nature of the reading process makes a single “summing 

up” of this kind wholly inadequate to an accurate representation of the story-world permutations.  

Because discoveries that result from blends often modify the generic spaces that govern lower-

level and higher-level spaces, the form of those blends changes dramatically, and so the best 

diagrammatic summary of the blends involved is actually the series of blending diagrams found 

in each chapter. 
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Figure 49. Cumulative blending diagram for Pale Fire 
 

 

Figure 50. Cumulative blending diagram for Half Life 
 

N/B Discourse (1) Narrative Frame 

DS: Nora (Not) Alone N/B Discourse (2) 

CS: N vs B CS: B vs N CS: B/N Alone 

SOCS: Trauma & Recovery 

K Discourse Narrative Frame 

DS: JS DS: K 

CS: K/CX on K/CX CS: JS (K) on JS 

SOCS: VB1 

JS Discourse 

SOCS: DNW SOCS: JS1 

KEY:   DS: Direct-story blend - CS: Combined-story blend  
SOCS: Second-order combined-story blend 
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Figure 51. Cumulative blending diagram for Only Revolutions 
 

 

Figure 52. Cumulative blending diagram for Erasure 
 

 

M Discourse (1) Narrative Frame 

DS: M-Exposes 

SOCS: M-Initiated 

DS: M-Exposed 

DS: Other Stories 

CS: M-Exposes CS: M-Exposed 

DS: IM 

M Discourse (2) 

M Discourse (3) 

S Discourse 

Narrative Frame 

DS: S on S&H 

CS: S&H 
Sequential 

SOCS: S&H Escape 

H Discourse 

DS: H on H&S 
Chronomosaics 

CS: S&H 
Synchronized 
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Figure 53. Cumulative blending diagram for Califia 
 

 

 

Discourse (A, C, K, etc.) Narrative Frame 

DS: A 

SOCS: Story-Hunt 

DS: Others 

CS: Treasure Hunt 

CS: Discovery of Loss 

DS: C DS: K 
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