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Graphemic andGrapheticMethods
in Speculative Fiction
Yannis Haralambous · Frédéric Landragin · Kenichi Handa

Abstract. In this paper we define a model of literary prose text, in terms of an
ontology: concepts, relations and rules. This ontology contains both concepts
related to abstract linguistic entities and to material/geometric notions. Rules
are included in order to modelize the conventions of orthotypographic tradi
tion. Once the model established, we define “graphemic and graphetic meth
ods” as transgressions to these rules and investigate the use of such methods in
speculative fiction texts, based on a 20th21st c. international corpus. We also
investigate, whenever possible, to what extent and in what way graphemic and
graphetic methods have been translated into and/or adapted to other languages.

1. Introduction

According to Nina Nørgaard (2009, p. 141) “there is a general tendency
in literary criticism to disregard the semiotic potential of typography
in literature by focusing monomodally on wordmeaning only”. This
is even more true when meaning is created not only by the traditional
methods of typography and layout, but also by transgressing the un
derlying rules. Breaking rules governing book design, whether these
are written (in specialized manuals) or unwritten (observed in cor
pora), provides authors with a virtually unlimited potential of methods
(graphemic or graphetic) and meaning layers to choose from.
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We will study these methods and the intentions behind them. In or
der to do so, we will not turn to general literature (the cases being in
frequent), but rather to science fiction, fantasy, and unclassifiable novels
which have in common that they leave a large part to the imagination.
These works of fiction can be grouped under the term “literature of the
imagination,” or “speculative fiction,” a term we will use in this arti
cle. We will thus cite novels and authors from the golden age of Ameri
can science fiction, authors who are now classics in the field of fantasy,
as well as authors from the new generation of speculative fiction. The
works cited are dear to us: in parallel to our research, all three of us are
great readers of speculative fiction, and it is even a field in which some of
us have already published (Landragin, 2015; 2018; 2020a,b,c; Landragin
and Lehoucq, 2019; Landragin, Steyer, and Lehoucq, 2017; Landragin,
Lehoucq, Robinson, and Steyer, 2019). We feel an immense fascination
and respect for these works, for their authors, and for the imagination
they have shown. Therefore, we will pay close attention to their graphic
innovations, by using a descriptive and explanatory approach. We will
thus focus on the graphemic and graphetic methods used by the authors
we have selected in our corpus of study. We will describe in detail the
characteristics of these methods, and will propose a formal model for
them, which will enrich the existing models based on “standard” text.

Our longerterm objective is to better understand, better character
ize, and increase awareness of this exceptional corpus produced by spec
ulative fiction. In short, our starting point was initially the writing sys
tems invented by science fiction authors and scientists to communicate
with aliens, assuming that they exist and are able to understand ourmes
sages. Imagining communication with an alien is indeed an effective
way to become aware of the difficulties posed by language and writing.
It is well known that scientists have already sent messages to aliens—if
they exist, of course (Oberhaus, 2019). There are the famous examples
of the Pioneer plaques, the Voyager golden records, the Arecibo mes
sage, then the Eupatoria messages (“Cosmic Call 1” in 1999 and “Cos
mic Call 2” in 2003) with the related research on a universal language
that can be understood by everyone—aliens included, of course. This
research led to LinCos, that is the lingua cosmica, and efforts are currently
being made to develop a better LinCos. The aim is to communicate
with extraterrestrial intelligence, and an important point here is that
speculative fiction writers have imagined a wide variety of communica
tion situations, long before the real scientific attempts. It is the study of
these various situations that led us to constitute our corpus of study.

Before detailing this corpus (which will be themain subject of this ar
ticle), let us take advantage of this introduction to take a look at some
famous speculative fiction novels dealing with communication and lan
guage—the rest of the article will then focus on grapholinguistic aspects.
First of all,wecanciteTheEmbedding (1973)by IanWatson (1943–)andTo



Graphemic and Graphetic Methods in Speculative Fiction 261

tal Eclipse (1974) by John Brunner (1934–1995), two examples among oth
ers illustratingNoamChomsky’s ideas. According toChomsky(1965),we
are born with the ability to handle language, and therefore certain struc
tures should be innate. Chomsky focused on syntax, but many writers of
speculativefictionhaveunderstood themain idea, andapplied it, notonly
to syntax, but in fact to all aspects of language, and not only to humans,
but also to aliens (Barnes, 1974; Bould, 2009;Meyers, 1980;Watson, 1975;
Westfahl, 1993). Another theory that proved highly influential in specu
lative fiction is the SapirWhorf hypothesis, namely that the structure of
a language affects its speakers’worldviewor cognition, and that people’s
perceptions are thus relative to their spoken language. We call Edward
Sapir’s and Benjamin LeeWhorf’s theory linguistic relativism. According to
this theory, our language influences the way we perceive the world (e.g.,
time or colors). For many speculative fiction writers, the temptation to
exceed the limits of the original idea was too strong. Thus, they moved
easily from the weak hypothesis to the strong hypothesis, i.e., to linguistic
determinism, according towhich our language determines even ourmental
structures. Consequently, these mental structures are changed when we
learn a second or third language. Linguistic determinism is an interest
ing idea, with many potential applications. In The Languages of Pao (1958)
by JackVance (1916–2013), the rulers of a society that is losing awar force
the population to change its language. The new language, more aggres
sive, especially in its morphology, is intended to encourage a reversal of
the situation. In Babel17 (1966) by Samuel Delany (1942–), a civilization
receives coded messages from extraterrestrials. But is it really a code? It
is in fact a language, which, according to linguistic determinism, trans
forms those who learn it and turns them into traitors—a quite innovative
version of the alien invasion trope. This way of forcing people to learn a
language inorder tohave themthink inacertainway is a facet of totalitar
ianism. This is themessageofNineteenEightyFour (1949)byGeorgeOrwell
(1903–1950), and, longbefore that, ofWe (1924)by theRussianauthorEu
gene Zamiatin (1884–1937), which describes a societywhere people have
to thinkcollectivelyandare therefore forbiddentouse thefirstpersonsin
gular, andmay refer to themselves only in the plural form.

Closer to our concerns about the ways in which speculative fiction
writers have playedwithwords andmetatextual aspects, let us take three
final examples, which we will not describe in our article, but which are
part of prior and necessary common knowledge for the present study.
Among the most notorious fantasy texts are Tolkien’s novels, in which
a fictional family of languages, “Elvish languages,” are described. The
French author Frédéric Werst (1970–) went even a step further and in
vented fictional bilinguism, in his Ward novels (2011, 2014), in which left
hand pages are written in the Wardwesân language, which he imag
ined in Tolkien’s way, and righthand pages are their translations into
French, easier to read for readers not knowledgeable of the fictive lan
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guage. The second example, which is also an extreme case, is Book from
the Ground (2014) by Xu Bing (1955–). The entire novel is written us
ing pictograms. There is no use translating, as we are very close to the
longsought universal writing system—even though it is universal for hu
mans rather than for aliens. Universality is a vast question. It should
be noted that in France, research on universal language (as well as on
the origin of languages) was banned as early as 1866, as stated in the So
ciété Linguistique de Paris’s founding statutes (Gauthier, 2008, p. 2)—
new research has been happening for several decades now, but it is much
more multidisciplinary in its approach and much more careful, too. The
third example is Arrival (2016), a movie by Denis Villeneuve based on
the novella Story of your Life (1998), by Ted Chiang (1967–). The linguist
Jessica Coon (keynote speaker at the Grapholinguistics in the 21st Century con
ference) was the linguistic advisor for this great movie. Let us just note
that the film brilliantly deals with the ideas of Chomsky (whose portrait
can also be seen in the main character’s office), with the SapirWhorf
thesis (at its extreme interpretation, otherwise nothing would happen
to Louise Banks) and, in fact, with everything that can turn speculative
fiction into linguistic speculative fiction—or “linguistic fiction”.

Now that we have given the general context of our corpus of study,
let us move to specifically grapholinguistic aspects. We will begin by
describing in detail a model which takes into account both graphemic
and graphetic aspects (Section 2).

2. A Model of Literary Text Using an Ontology and Rules

The goal of this paper is to list and classify graphemic and graphetic
methods encountered in speculative fiction. We have chosen this spe
cific genre because of its inherent innovative character that reflects on
various linguistic strata, including graphemics and graphetics.

As we are looking for nonstandard methods and as we aim to classify
them, we first need to provide a model of literary text in its normality,
and more specifically of the novel or short story genre, as these are the
most representative in the speculative fiction sphere (i.e., we will not
deal with poetry, theater, etc.).

Such a model should include all components of literary text, from its
smallest element to its largest superstructure (a book, a book series),
considered both as abstract linguistic entities and as visual/material en
tities.

It seems that a formal ontology with TEI semantics is in the works
(Ciotti and Tomasi, 2016–2017), but not yet available. But even if it ex
isted it would not be suitable for our purposes because, although TEI
covers both abstract linguistic elements (morpheme, word, sentence,
etc.) and visual elements (glyph, line, block, etc.), it provides them
not as standard components of the book, but rather as special cases: glyphs
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and blocks are defined for the representation of primary sources (man
uscripts, etc.) (TEI Consortium, 2020, §11.4–5) and linguistic elements
are defined for linguistic annotation of corpora (ibid., §15.4).

Furthermore, an ontology is necessary for formalizing the relations
between various components of literary text. These relations are essen
tial features of its structure: in languages having the notion of word,
whether straight or curved or taking strange shapes, a “line” is always
an ordered collection of “words” (with potentially a “word segment” at
its beginning and/or end, because of word hyphenation).

In order to model the “standard” behavior of the text’s components
in such a way that nonstandard methods can be identified, described
and classified through it, we will use rules: for every relation between
concepts we will define attributes (numeric values or geometric dimen
sions) and we will state the basic orthotypographical “rules,” that is the
standard logical and/or visual properties of the text.

Once the rules are given, describing a nonstandard graphemic/
graphetic method amounts to listing the rules that are broken, as well as
the narrative intention of the method.

Rules also allow us to predict potential graphemic/grapheticmethods
not yet encountered.

In the graphical representation of our ontology (Fig. 1), we use the
left side for abstract linguistic elements (grapheme, morpheme, etc.)
and the right side for visual/material elements (graph, word segment,
word, etc.). As some of these elements are homonymous, to avoid con
fusion we will add a γ prefix in front of visual/material elements, e.g.,
“γword” stands for graphical word while “word” stands for the linguis
tic notion of word (that occurs in some writing systems).

In the following we will describe our literary text ontology starting
with its concepts, its relations and the corresponding rules. In Fig. 1 we
have used the following convention:
– bold arrows represent “ispartof” (meronymy) relations: the ele
ment at the destination of the arrow contains an ordered collection
of elements at the origin of the arrow;

– all “ispartof” relations are labeled by circled numbers, which will be
used in the description of relations and rules;

– arrows marked by the letter “R” are representation or reification re
lations, e.g., a graph represents a basic shape, which represents a
grapheme, etc.

– dashed arrows represent simple inclusion: the element at the origin
of the arrow is included (at most once) in the element at the destina
tion of the arrow;

– we have drawn elements from top to bottom so that upper elements
are nested in lower elements and elements of approximately the same
complexity are drawn at the same level (e.g., the concept “page num
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Fıgure 1. Graphical representation of the literary text ontology

ber” is at the same level as “γword,” while “header” is at the same
level as “line”).

2.1. Concepts

On the left side of the graphical representation in Fig. 1 we have placed
the following abstract linguistic elements:
– “grapheme”: the elementary unit of graphemics used in 2nd articula
tion to obtain (written) morphemes;

– “punctuation”: called topograms by Jacques Anis, these graphemes en
sure legibility and contribute to meaning production (Anis, 1988, p. 116);
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– “space”: a grapheme with empty graph1;
– “morpheme”: the minimal distinctive unit of grammar (Crystal, 2008,
p. 313); in our case: a minimal sequence of graphemes that carries
sense;

– “word”: a unit of expression that has universal intuitive recognition by native
speakers, in both spoken and written language (ibid., p. 521); in our case: in
languages using writing systems containing that notion, sequences
of morphemes separated by spaces or punctuation;

– “sentence”: in linguistics, it is the largest structural unit in terms of which the
grammar of the language is organized (ibid., p. 432). For us it is also the
meeting point between legacy linguistics and the document struc
ture theory by Power, Scott, and BouayadAgha (2003), in which it
is called “textsentence” (level 2);

– “paragraph”: an ordered collection of sentences, level 3 for Power,
Scott, and BouayadAgha (ibid., p. 224);

– “hierarchical subdivision”: a chapter, section, subsection, etc. (We
do not include titles of hierarchical subdivisions in the ontology and
consider them simply as paragraphs.) Power, Scott, and Bouayad
Agha (ibid.) call these LN for N > 3. Hierarchical subdivisions have
a physical order (which is linear order for subdivisions of equal level
and depthfirst search order for subdivisions of different levels), and
in some cases also a logical order (which is given by graphemically
explicit numbering);

– “document”: the highest LN in Power’s approach, together with a set
of metadata (title, author, publisher, etc.) as formalization of a ma
terial “book”;

– “corpus”: an ordered set of “documents,” formalizing a “book series”.
On the right side of the graphical representation we have placed vi

sual/material elements. The “primary” and “secondary” directions de
pend on the script, e.g., for Roman, primary is horizontal lefttoright
and secondary is vertical toptobottom; for Arabic, primary is hori
zontal righttoleft and secondary is vertical toptobottom; for verti
cal CJKV, primary is vertical toptobottom and secondary is horizontal
righttoleft; and for Mongolian, primary is vertical toptobottom and
secondary is horizontal lefttoright.
– “graph”: as defined in Meletis (2015, p. 123), a graph is a shape rep
resenting a grapheme;

– “basic shape”: as defined in Meletis (ibid., p. 47), a basic shape is an
intermediate notion between graphs and graphemes, identifying a
family of graphs;

1. We argue that spaces are graphemes since their presence can changemeaning as
in the following example: <intolerant communities> vs. <in tolerant communities>.



266 Yannis Haralambous, Frédéric Landragin & Kenichi Handa

– “primary direction space and γpunctuation”: these graphs repre
sent spaces and punctuation (the notion of direction exists only in
graphetics);

– “γword”: a graphical word, that is a 1dimensional sequence of
graphs surrounded by horizontal spaces or punctuation and repre
senting a “word”;

– “γword segment”: this concept is necessary because of word hyphen
ation. As we wish to describe the elements that constitute a line, we
need to take into account:
1. word segments located at the beginning of the line that belong to

a word of the previous line, which has been hyphenated,
2. word segments followed by a hyphen, located at the end of the

line, and belonging to hyphenated words of the current line;
– “page number”: the page number is part of a page and occurs at most
once in a page (in some styles, the first or the last pages of a chapter
have no page number):

– “line”: typically a concept that has no linguistic counterpart, a line is
an ordered collection of γwords, potentially starting and/or ending
by a γword segment and separated by horizontal spaces and punctu
ation. A line normally has a standard width, except for (potentially)
the first line of the paragraph, which can be indented, and the last
line of the paragraph, which can be shorter than the standard width;

– “interlinear annotation”: these are lines in smaller type placed be
tween standard text lines;

– “secondary direction space”: secondary direction space is sometimes
inserted between paragraphs, especially when they play the role of
titles;

– “header”: in some book styles every page has at most one header,
made of a single line of text;

– “γparagraph”: an ordered collection of lines, representing a para
graph;

– “line group”: as with γword segments, we had to introduce this no
tion, intermediate between lines and paragraphs, because sometimes
paragraphs are broken between pages, so that we may have an initial
line group on one page, potentially followed by complete pages (with
no paragraph change), and ending by a final group of lines;

– “footnote”: a footnote is a line thread that is parallel to the standard
line thread, but is set in smaller size and placed at the bottom of the
page. A footnote can be broken between pages, and that is why we
introduce the next notion:

– “footnote line group”: part of a footnote contained on a given page;
– “marginal note”: one ormore paragraphs in smaller size and placed in
one of the two margins. As marginal notes are never broken between
pages, we don’t need an intermediate structure for γparagraphs and
footnotes;
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– “page”: a 2dimensional area repeated on both sides of each sheet of
a book;

– “book”: a material book or a visual simulation of a material book on
a computer monitor;

– “book series”: a material sequence of books belonging to a book
series published by the same publisher and sharing the same vi
sual/material properties and a common theme.

2.2. Geometrical Parameters

All visual/material elements have a geometric reality and therefore oc
cupy space on the page area. We introduce Euclidean coordinates and
measure the geometric/physical location of a point x by functions h(x)
and v(x), where:
– h denotes projection on an axis parallel to the primary direction of
a given script (horizontal for horizontal scripts, going from left to
right for Latin, Greek, Cyrillic, etc. and from right to left for Arabic,
Hebrew, etc.; vertical and going from top to bottom for vertical CJK
and Mongolian);

– v denotes projection on an axis parallel to the secondary direction
of a given script (vertical and going from top to bottom for horizon
tal scripts, horizontal and going from left to right for vertical CJK,
horizontal and going from left to right for Mongolian).

Various units have been defined for h and v (points, Didot points, etc.)
but we will use, in our rules, only the unit “em” (an “emspace”) that is
relative to the current font body size.

Elements graph, γword, γword segment, interlinear annotation and
line contain an (invisible) primary direction line called baseline.

Visual/material elements occupy 2dimensional space. We will con
sider that they are included in (not necessarily minimal) boxes (see
Fig. 2) which we call abstract baselined boxes. We define functions hmin and
hmax as the minimum and maximum value of the primary dimension of
an abstract box, vmin and vmax as the minimum and maximum value of
the secondary dimension of the box, and vbas as the value of the sec
ondary dimension of the element’s baseline, when available. For most
of our rules we will use equalities between the values of these functions.

2.3. Relations and Rules

There are two types of rules on elements in our model. The first type,
constitutive rules, are those that define a given element and breaking them
invalidates membership of an instance to the given concept. For exam
ple, to be a marginal note, a paragraph has to be contained in the page
margin: a paragraph that does not satisfy this rule is not a marginal note.
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(a)
To seek out new life and new civiliza
tions. To boldly go where no man has gone
before!

(b)
To seek out new life and new civiliza
tions. To boldly go where no man has gone
before!

(c)

To seek out new life and new civiliza
tions. To boldly gowhere noman has
gone before!

(d)
To seek out new life and new civilizations.
Toboldly gowherenomanhas gonebefore!

Fıgure 2. Abstract baselined boxes for (a) graphs, (b) γwords and γword seg
ments, (c) lines, (d) γparagraph.

The second type of rule are optional rules: for example, the rule accord
ing to which graphs of a word have to be on the same primarydirection
baseline (which we call RULE21, see below) is satisfied in the vast ma
jority of cases, and breaking it becomes a graphetic method used by au
thors for specific purposes.

In the following, we set the description of constitutive rules in reg
ular text and that of optional rules in boxes. The latter are numbered
RULEXn, where “X” is the number of the relation on which the rule is
applied and “n” is a number.

To distinguish various levels of constitutive rules, we will struc
ture this section by subsections referring to the target of the rela
tions described: words (§2.3.1), lines (§2.3.2), paragraphs (§2.3.3), pages
(§2.3.4), and the book per se (§2.3.5).

2.3.1. The Target of the Relation Is a Word, a γWord or a γWord Segment

Relation R1
Morphemes are represented by ordered collections of graphemes. When
a script is phonographic or used in phonographic mode, this relation
corresponds to second articulation, where meaning emerges from the
identification of patterns of contiguous graphemes.
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RULE11 The grapheme sequence belongs to the part of the language’s
graphemic solution space (Neef, 2012, p. 223) that is used by the
orthographic component of the language.

If we consider case as a graphemic property (so that, e.g., <A> and
<a> are different graphemes) then nonstandard casing is a nonstandard
graphemic method:

RULE12 For cased scripts, in a given morpheme, cases of graphemes be
long to one of the three folllowing cases: (a) all graphemes in
lower case, (b) all graphemes in upper case, (c) first grapheme
in upper case and the remaining in lower case. Proper names
and brand names are not taken into account.

Relation R5
In languages containing the notion of word, words are ordered collec
tions of (bounded and/or free) morphemes.

RULE51 In a given word, graphemic representations of morphemes are
concatenated in a given, fixed order.

RULE52 In a given word, graphemic representations of morphemes are
concatenated either without a separator or using a standard
(languagedependent) separator.

For the Latin script, examples of standard morpheme separators are
the dash (as in <uptodate>) and the apostrophe (as in <aujourd’hui>).
See Haralambous and Dichy (2019) for examples of separators used for
genderneutral writing. If we consider acronyms as words and their
constituents as “morphemes,” then the abbreviation dot is the corre
sponding standard separator.

Relation R2
γwords are built out of the concatenation of graphs. Let g and g′ be two
consecutive graphs.

RULE21 Graphs of the same γword are concatenated according to the
primary direction (i.e., hmax(g) = hmin(g′) + κ(g, g′), where κ is
the kerning operation).

RULE22 Graphs of the same γword share the same straight primary di
rection baseline (i.e., vbas(g) = vbas(g′)).

RULE23 Graphs of the same γword share the same size.
RULE24 Graphs of the same γword share the same style.
RULE25 Graphs of the same γword share the same font family.
RULE26 When two graphs of the same γword represent the same

grapheme, then the same allograph is used to represent them.
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Relation R3
γword segments are parts of γwords that appear when a γword is hy
phenated. Left γword segments appear at line end and their last graph
is a hyphen, right γword segments appear at line beginning (without
indentation).

Rules RULE31 to RULE36 Similar to RULE21—RULE26.
RULE37 The frontiers of γword parts inside a line are

hyphenation locations according to hyphen
ation rules specific to the current language
(as well as region, historical period and/or
publisher).

2.3.2. The Target of the Relation Is a Sentence, a Line or an Interlinear Annota
tion

Relations R€, Ré and R‚
Sentences are built out of words and punctuation. Spaces are included
to separate words.

RULE€1 In a sentence, words and punctuation must conform to the syn
tax of the current language.

RULE€2 In a sentence, words and punctuation belong to the script of the
current language.

Relations R4, R„ and R†
A line starts by a right γword segment or a primary direction space
(called indentation) or γpunctuation or a γword. It contains zero, one
or more γwords, γpunctuation graphs and primary direction spaces.
It ends with a γword segment, a γword, γpunctuation or primary di
rection space.

RULE41 Primary direction interword spaces have the same width, which
is of approx. 0.25–0.4em. In some languages this width is
greater after a sentence fullstop.

RULE„1 γwords in a line share the same primary direction baseline.
RULE„2 γwords in a line share the same size of graphs.
RULE„3 γwords in a line share the same font family.
RULE„4 When two graphs of the same line represent the same grapheme,

then the same allograph is used.

Relations R6, Rƒ and R…
Interlinear annotations behave like lines, with the particularity that the
size of their graphs is smaller than that of graphs in lines of main text.
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A specific kind of interlinear annotation is Japanese rubi, where
morphemes (often in kanji sinographs) are annotated by smallersize
graphemes (in kana).

RULEƒ6 Japanese rubi annotation provides phonetic realization of sino
graphs.

RULEƒ7 Besides the specific case of Japanese rubi, annotation is not used
in fiction.

2.3.3. The Target of the Relation Is a Paragraph, a γParagraph, a Line Group,
a Footnote, a Footnote Line Group, or a Marginal Note

Relation RŠ
When moving from the concept of sentence to that of paragraph, we
leave the traditional realm of linguistics, even though, in one of the few
linguistic publications on the subject, Zadrozny and Jensen (1991) sug
gest that “the paragraph is a grammatical and logical unit […] and the
first reasonable domain of anaphora resolution and of coherent thought
about a central topic”. We could use these two criteria as rules if only
they weren’t broken so often in fiction, due to literary artistic freedom.

Relations Rá and Rè
A γparagraph is a rectangular block of lines, visually identified by three
phenomena: the first line is indented (in some orthotypographic tradi
tions this is not the case for the first γparagraph of a hierarchical sub
division or after a secondary direction space), the last line is incomplete
and, in some cases, there is additional secondary direction space before
and after the γparagraph. An initial line group is the first part of a
γparagraph, it has to be the last γparagraph of the page (besides foot
notes), an intermediate line group is a block of lines covering a com
plete page (besides footnotes), and a final line group is the last part of a
γparagraph, placed at the top of the page.

RULEá1 γParagraphs and line groups are rectangular blocks, i.e., if ℓ and
ℓ′ are consecutive lines then hmin(ℓ) = hmin(ℓ′) and hmax(ℓ) =
hmax(ℓ′); if ℓ is indented then hmin(ℓ) = hmin(ℓ′) + indent; if ℓ′ is
final, then hmin(ℓ) = hmin(ℓ′) and hmax(ℓ) ≥ hmax(ℓ′).

RULEá2 All lines in a γparagraph or line group are filled by γwords and
interword spaces (with the exception of the first and last line, as
in the previous rule).

RULEá3 Lines in a γparagraph or in a line group are located at a fixed
secondary direction distance, called “leading,” i.e., if ℓ, ℓ′, ℓ are ar
bitrary consecutive lines of the same γparagraph or line group,
then vbas(ℓ′) − vbas(ℓ) = vbas(ℓ) − vbas(ℓ′).

RULEá4 Lines in a γparagraph or line group share the same size of
graphs.
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RULEá5 Lines in a γparagraph or line group share the same font family.
RULEá6 For cased writing systems and unless the γparagraph is a title,

lines in a γparagraph or line group use lowercase with occa
sional uppercase letters at γword begin.

A paragraph can be split (according to the primary direction) into
several columns. Columns of a γparagraph or line group behave like
γparagraphs with respect to shape, baseline skip, graph size, and font
family. We have the following additional rules:

RULEá7 Columns of a γparagraph or line group are of equal width.
RULEá8 In a multicolumn context, reading order is by column (first the

entire first column, then the second, etc.).

Relations Rà, Rí and R‘
Footnotes, footnote line groups and marginal notes behave like γpara
graphs and line groups, so they are subject to the same rules as RULEá
1 to RULEá8. Footnotes, footnote line groups and marginal notes use
graphs of smaller size than γparagraphs.

2.3.4. The Target of the Relation Is a Hierarchical Subdivision or a Page

Relation R”
The lowestlevel hierarchical subdivision (L4 for Power, Scott, and
BouayadAgha, 2003) consists of a title (which can be considered as a
paragraph) followed by an ordered collection of paragraphs. Beyond
that level, hierarchical subdivisions LN (N > 4) consist of a title (a para
graph) followed by an ordered collection of subdivisions LN−1.

The notion of page exists neither in linguistics nor in the document
structure of Power, Scott, and BouayadAgha (ibid.). Relations R‡,
R’–“ and R•–™ contribute material to the page area.

Relation R‡
Page numbers are unique numeric identifiers of pages in a book2. In
some orthotypographic traditions, first and/or last pages of chapters do
not carry page numbers (even though they participate in numbering).

RULE‡1 Page numbers of consecutive pages are consecutive integer num
bers in increasing order.

2. This is true for literary texts—in other genres, such as critical editions, pairs of
pages containing text and translation carry the same page number.
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Relation R“
Headers are optional single lines of text that act as thematic descriptors
of pages (often they are abbreviated versions of hierarchical subdivi
sions of the book). They are placed at the top (relative to the secondary
direction of the script) of the page. First pages of chapters generally do
not carry headers.

Relations R•–™
Contrary to technical or scientific books, in fiction, paragraphs on the
same page share characteristics:

RULE•1 γparagraphs on a page share the same color.
RULE•2 γparagraphs on a page share the same size of graphs.
RULE•3 γparagraphs on a page share the same font family.
RULE•4 γparagraphs on a page use the same allograph of a given

grapheme.

As already mentioned, a final line group is always placed at the top of
the page (under the header), followed by γparagraphs and potentially
an initial line group. Underneath the last γparagraph or the initial line
group (relative to the secondary direction of the script) are placed foot
notes and footnote line groups (again we have initial and final footnote
line groups behaving similarly to regular line groups). Marginal notes
are placed in the secondary direction margin of the page, and they are
not broken between pages. Footnotes and marginal notes are uncom
mon in fiction, the former occurring mostly in translations to provide
comments by the translator.

RULE˜1 In fiction, footnotes occupy significantly less area than the main
text.

2.3.5. The Target of the Relation Is a Document or a Book

Relation Ró
Hierarchical subdivisions LN (N > 4) are nested, the highest level LNmax

being the document. Often LN subdivisions (4 < N < Nmax) start with
a paragraph functioning as a title. The document has metadata (title,
author, publisher, ISBN, etc.) that can be part of its contents, in which
case they are called paratext (Genette, 1997).

Subdivisions can be ordered in two ways: by physical order, which is
the order of subdivisions as parts of the (physical) book and by logical
order, which is the order given by explicit numbering in the text.

RULEó1 Whenever logical order is given, physical and logical order coin
cide, with the exception of special subdivisions (preface, intro
duction, epilogue, etc.) that are generally not numbered.
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Relation RŸ
A (physical) book is made of sheets, the two sides of which are pages. As
such, pages have the geometric characteristics of 2dimensional objects
(while sheets, and therefore also the book per se, have a third dimension:
thickness).

RULEŸ1 Graphs in pages share the same color.
RULEŸ2 Pages share the same background color.
RULEŸ3 Graphs in pages share the same size of graphs.
RULEŸ4 Graphs in pages share the same font family.

Even though it seems obvious, we include a rule to prevent blank
pages:

RULEŸ5 No blank pages are allowed in the body of a book, except for po
tential even pages necessary to have highestlevel subdivisions
start at odd pages.

After having described concepts, relations and rules we turn now to
the main topic of the paper: graphemic and graphetic methods in spec
ulative fiction that break the rules of our ontology.

3. Breaking Rules

3.1. Breaking RULE11: Eye Dialect and Nonstandard Spellings

Bowdre (1964, p. 1) defines eye dialect as “words and groups of words
which for any one of a number of possible reasons have been spelled
in a manner which to the eye is recognizably nonstandard, but which to
the ear still indicates a pronunciation that is standard”. As Baroni (2013)
mentions, “[an] important aspect of Eye Dialect is that it is nonstandard
as regards the graphic appearance of the word but is still regular as re
gards the relationship between phonemes and graphemes”. For this rea
son, eye dialect has been, ever since the early 19th century, a graphemic
method used to attach nonlinguistic information (such as regional ori
gin or education level) to the transcriptions of utterances of fictional
characters.

In the following we will describe three nonstandard eye dialect cases.

3.1.1. Lost Memory

The short story Lost Memory (1952) by British author Peter Phillips
(1920–2012) appeared in the magazine Galaxy Science Fiction. The story
is about a civilization of robots founded centuries earlier by a computer
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that taught the robots English but erased all words related to humans
and human activities. When a human crashes with his starship on this
planet, the robots communicate with him, but do not understand parts
of his vocabulary and this has dramatic consequences for him as he ends
up dying burnt alive. Tomark the words that fail to be recognized by the
robots and hence allow the reader to identify shortages in communica
tion between robots and the human, Phillips uses eye dialect. Interest
ingly, the communication is multimodal: one robot, capable of receiving
and analyzing sound waves interacts orally with the human, and trans
mits the dialog to the others in computerinternal form (which, again,
is presented to the reader as written form).

The short story has been translated into German (1958), French (in
1954 and 1974) and Japanese (in 1957 and 1962). The translating chal
lenge was to misspell, in a plausible way, the same words as in the orig
inal English version. Here are the most important misspelled words in
the various versions (translated words with an asterisk have not been
misspelled in the translations, “NT” means “not translated”):

Original
(1952)

French
(1954)

Japanese
(1957)

German
(1958)

Japanese
(1962)

French
(1974)

mann omm *人間 mensch *人間ン omm
seks sekse *性 Geschlekt 性の区別 seks
ogod odieu NT ogot NT ôdieu

wumman famm *女 frau 〈おンな〉 fam
deth more *死 *Tod し mor
blud san *血 Blud ち san
wor *guerre NT Krig セんそウ guère

zoot skafandre NT anzuck
宇宙服

ズート skafandre
burds oisos *小鳥 *Vögeln *小鳥たち oisos
feeld chan NT Felt 野はラ chan
fethers plumms NT *Federn 〈羽毛〉 plumms
brest mamell *胸 *Brust 〈胸〉 mamèle
erth terr *大地 *Erde 〈地球〉 tère

Total: 72 56 0 49 26 59

The 1957 Japanese translation contains no misspelled words whatso
ever, but nevertheless, four words that should be written in kanji have
been written in hiragana. Using characters such as <人> (“man”), <女>

(“woman”) or <鳥> (“bird”) in the first Japanese translation leads to log
ical contradictions: if these characters are unknown to robots, how can
they establish the connection between phonetic and logographic repre
sentation? This has been corrected in the second translation, at least
for <女>, which is replaced by its phonetic transcription: 〈おンな〉.
The word “suit” misspelled as <zoot> is translated by the annotated

<
宇宙服

ズート>, where the rubi have the meaning of “spacesuit” (probably a
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translator’s hint to the reader) and the base characters are the phonetic
transcription of /zuuto/, the original English misspelled word <zoot>
in Japanese phonemic space.

Phillips manages to introduce a Shakespearean quotation into the
text, uttered by the human: <who is silvya what is shee that all her
swains commend her>, translated as <wer ist silvja, das alle menner
sie so preisen> in German (all lowercase!), omitted in the 1954 French
translation, and translated as <qui est silvyaque tous ses amants cou
vrent de louanges> in the 1974 French translation (where one may won
der how robots could manage to keep the word <amants>, “lovers,” in
their dehumanized vocabulary).

Using eye dialect as an indicator of the lack of semantic informa
tion is an innovative idea, but the realization leaves the demanding
reader wanting, e.g., the spelling <plumms> is not part of the French
graphemic solution space and its phonetic realization is not /plym/ (for
the correct plumes) but /plʌm/. It seems that translators have chosen
improbable phonetic representations to keep the text accessible to the
average reader, unfamiliar with IPA notation. On the other hand, the
spelling <skafandre> may not be part of the French graphemic solution
space either, but is very close to IPA notation: /skafãdʁ/.

3.1.2. Flowers for Algernon

The novel Flowers for Algernon (1966) by the American author Daniel
Keyes (1927–2014) is one of the most popular speculative fiction books
and has been translated into 27 languages (Hill, 2004).

In the story, a mentally disabled person, Charlie Gordon, undergoes
an operation that increases his IQ dramatically until, at the end, he re
gresses again into his former condition. The novel consists of a collec
tion of progress reports and the eye dialect method is used to connote
the evolution of Charlie’s IQ. Here is an excerpt of the very first report:

Dr Strauss says I shoud rite down what I think and remembir and evrey
thing that happins tome from now on. I dont nowhy but he says its importint
so they will see if they can use me. I hope they use me becaus Miss Kinnian
says mabye they can make me smart. I want to be smart. My name is Charlie
Gordon I werk in Donners bakery where Mr Donner gives me 11 dollers a
week and bred or cake if I want.

We notice that misspelled word or syntagms are either homophones
(<rite>, <importint>), or missing apostrophes (<dont>, <its>), or let
ter permutations (<mabye>). Here is a polynomial fit of the number of
errors per report (we have covered only the period March 4th–April 8th
and November 1st until the end, as in the intermediate period Charlie
produces no misspelled words):
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The German translation (1970) of the same excerpt:

Dr Strauss sagt fon nun an sol ich aufschreiben was ich denke und woran
ich mir erinere und ales was ich erlebe. Wiso weis ich nich aber er sagt es ist
wischtisch da mit sie sen ob sie mich nemen könen. Ich hofe sie nemen mich
weil Miss Kinnian sagt fileich könen sie mich Intelgent machen. Ich möchte
gern Intelgent sein. Mein name ist Charly Gordon ich Schafe in der Bäckerei
Donner Mr Donner gibt mir 11 dollers die woche und brot und Kuchen wen
ich wil,

introduces additional elements: first of all a strong regional accent
(<wischtisch> for “wichtig”) and a lack of knowledge of the German
graphemic indicators of long and short syllables (e.g., in the spelling
<hofe>, the first syllable is long while the verb “hoffe,” “to hope,” has a
short first syllable), so that many of the misspelled words are not homo
phones of the correct versions.

The French translation (1972) of the same excerpt:

Le Dr Strauss dit que je devrez écrire tout ce que je panse et que je me
rapèle et tout ce qui marive à partir de mintenan. Je sait pas pourquoi mais
il dit que ces un portan pour qu’ils voie si ils peuve mutilisé. J’espaire qu’ils
mutiliserons pas que Miss Kinnian dit qu’ils peuve peut être me rendre un
télijan . Je m’apèle Charlie Gordon et je travail à la boulangerie Donner. Mr
Donner me donne 11 dolar par semène et du pain ou des gâteau si j’en veut

is strictly homophonic. Errors are manifold: merged pronouns
with verbs (<marive>, <mutilisé>), wrong conjugations (<je devrez>,
<ils mutiliserons>), split words (<un portant>, <un télijan>), miss
ing dashes (<peut être>), missing plural suffixes (<11 dolar>, <des
gâteau>), etc.

In the Japanese translation (1978) of the same excerpt:

ストラウスはかせわぼくが考えたことや思いだしたことやこれからぼくのまわり
でおこたことわぜんぶかいておきなさいといった。なぜだかわからないけれどもそれ
わ大せつなことでそれでぼくが使えるかどうかわかるのだそうです。ぼくを使てくれ
ればいいとおもうなぜかというとキニアン先生があのひとたちわぼくのあたまをよく
してくれるかもしれないといたからです。ぼくわかしこくなりたい。ぼくの名まえわ
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チャーリイゴードンでドナーぱん店ではたらいててドナーさんわ一周かんに11どるく
れてほしければぱんやけえきもくれる。

we find 202 hiragana, 19 katakana, and 11 kanji, that is a distribution
of (87%, 8%, 5%) while the standard distribution in Japanese is rather
of (44%, 7%, 49%), which shows that kanji are significantly underrepre
sented. The difficulty level of the kanji used in the translation is quite
low: among them, five (大,先,生,名,一) are of school level 1 (age 6), three
(考,思,週) are of school level 2, two (使,仕) are of school level 3 and one
(周) is of school level 4 (age 9).

In the excerpt above we also see four places where katakana text is
written in hiragana: <パン> instead of “ ぱん ” (twice), <ドル> instead
of “ どる ” and <けえき> instead of “ ケーキ ”—in the last case we have
an additional error: instead of “ え,” Charlie should have written a pro
longed sound mark <ー>. This is not the only error typical of the lack of
knowledge of Japanese morphology—we also encounter the following:
<わ> instead of “は ” for the topic marker particle, missing small “っ ”
signs (<使て>, <いた>), etc.

In addition to the graphemic methods described above, the translator
of Flowers for Algernon into Japanese (1992), Fusa Obi (1932–), also uses
a graphetic method specific to sinographic characters, namely an inno
vative type of eye dialect based on the choice of sinographic character
components and invention of new component combinations:

English syntagm Misspelled Correct

<reeding> 読 読
<keep reckerds> 録 録

The first misspelled character occurs 14 times and the second once.
In both cases the phonetic component (on the right) is correct, so that
phonetic realization is appropriate, while the semantic component (on
the right) is wrong. The (intended) semantics of both characters belong
to the domain of intellectual activities (reading, keeping records, in the
sense of writing down data), as if Charlie insisted in using a kanji for
those two activities because they are related to script, and failed in do
ing so. Since neither of the two characters actually exists, the reader has
to undergo the mental process of identifying the correct semantic com
ponent out of a set of homophones, given by the phonetic component.

In the postface to the translation, Fusa Obi recalls the intellectual and
technical difficulties of the task:

As a translator, I have always tried to be faithful to the original, but I have
found that I can’t always be faithful to the original in Charlie’s writing. First
of all, the reader has to understand and be able to get into the story smoothly.
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I also thought about replacing a misspelled word with a misprint—a kanji
that doesn’t exist. The editorial department told me that it would take a lot
of time and effort to make each type because it was a letterpress printing at
the time.

The method of recombining sinographic character components in or
der to create nonexisting sinographic characters was used abundantly
by Xu Bing, in his Book From the Sky installation (1988).

3.1.3. Feersum Endjinn

The novel Feersum Endjinn (1994) by the Scottish author Iain M. Banks
(1954–2013) consists of 10 chapters, each one of which (with the ex
ception of the last) is subdivided into four sections, corresponding to
four characters evolving in a cyberfantasy universe. The character of
the fourth recurrent section, Bascule, the only (one who is a) narrator,
writes in eye dialect and even confesses that he does so because of a
“weird wiring in his brain”:

Original (1994) German (2000) French (2013)
[…] but unlike evrybody
els I got this weerd wirin
in mi brane so I cant spel
rite, juss ½ 2 do evry
thin foneticly. Iss not
a problim cos u can put
eny old rubish thru prac
tikly anyfin evin a chile’s
toy computir & get it
2 cum out speld per
fictly & gramatisized 2 &
evin improvd 2 thi poynt
whare yood fink u waz
Bill bleedin Shaikspir by
thi langwidje. (p. 98)

[…] abba bei mir kömmd
hinzu waz bei andren
nüch der fall = nehmlich
daz isch so 1e obschkure
elekdrohnik im göhirn
hab die bewirkd daz isch
nüch richtich schreim
kann + bei mir allez
schrifdliche irndwie fo
netisch wird. Darin = k1e
schwierichkeit zu sehn
weil man praktich jeden
blöden schrifdlichen
kwatsch vom kompjuter
selbzd m schpülzeuch
kompjuter in völlich
korrekt göschriehmnen
+ auch in der gram
mattik richtichen tekzd
umwanneln lazen kann
+ er wird sogar ferbes
serd biß die schprach so
gud = daz man denkd
man wär leibhafftich der
aldie Schäksbier.

[…] mè kontrèreman o
zotr personn jé anefé
kelkö choz de kuriözman
branché dan lö servo, ski
fè kö jö ne pö pa ékrir
normalman. Tou skö
jékri sor an fonétik. Sö
né pa z1 problem étan
doné kon pö tou kolé
pratikeman dan ninport
kel machinn, mèm 1 or
dinatör pour anfan &
sa vou sor le tou remi
an bon nanglé avek lor
tograf & la gramèr &
mèm dé zaméliorasion &
du kou on a kazi linpre
sion kö C sö fichu Bil
Chékspir ki vou zékri.

Interestingly, Banks’s phonetic transcription uses the phonetic val
ues of digits and logotypes (<&>, <@>, <+>, <=>) in a way similar to
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what would become SMS language a few years later—indeed, the novel
appeared in the same year as the first SMSenabled mobile phone, the
Nokia 2010. But contrary to SMS language, which is usually rather in
formal, Bascule uses educated language strewn with cultural references
(like the reference to <Shaikspir> in the excerpt above3).

Once the reader is welltrained in reading Bascule’s eye dialect, Banks
provides additional challenges by introducing new characters with spe
cific accents and vocal tics. For example, there is lisping sparrow:

So thare u r Mr Bathcule,
ithnt it ol tewwibwy,
tewwibwy interethtin?
I think tho 2—o look, i
think i juss thaw a flee
on yoor leg thare; may I
preen u? (p. 87)

Ja alzo würglich mr. Bas
kül = daz allez nüch gö
waltich schrekklich in
tressant? Isch findz auch
… Ach hörn Sie x isch
glaab grat hab isch auf
Ihrem b1 1e milbe gö
sehn daaf isch Sie lau
zen?

& donk voila Mr Bafkul,
fé dloeman intéléfan, tou
fa non? Fé byin fe kö
je panfè. O mè kefkö je
voi? Unn vièlenn puf fui
votlö pat. Je pö vou fèl la
toilèt, Mr Bafkul?

where the English text uses transformations <s>→<th> and <r>→<w>,
the German one transformations <i>→<ü>, <ch>→<sch>, and the
French one transformations <s>→<f> and <r>→<l>.

The /s/ in “Bascule” can be used both for a lisping /th/ and for a
hissing /sh/ tic. This happens through a hissing sloth:

I qwite undirshtand yoor
angwish, yung Bashcule
[…] But itsh not yoor
folt shertin pershinsh r
tryin 2 pershicute u. […]
Zhat woz zhe impreshin
I formed from what I
overherd  Zhey did not
sheem 2 b intereshtid in
eny ov ush. Zhey were
lukin 4 shumbody elsh
zhey shuspected ush ov
harberin. (p. 216)

Isch ferschdeh total waz
du m1zd Baskül junker
froind […]. Abba ez = ja
nüch d1e schultt daz gö
wize persoonen hintern
dir her sünd. […] Nach
allem waz isch göhörd
hab = daz m1 1drukk
[…]. Ez hatte gantz den
ansch1 daz se an unz gar
nüch intressiet warn. Sie
suchden wen fon dem
se d8en daz er bei unz
ferschdekkd =.

Jönn Bachcule, jö kon
pran for byin votr agoich
[…] Mè chi chertèn per
chonn écheye de vou
perchékuté, chö né pa de
votre fot. … Ché byin
linprechion kömon doné
1 chertin nonbre de lör
propo […] Aparaman, il
nö chintéréchè pa du tou
a nou zotr. Il cherchè
kelk1 kil nou chuchpektè
déberjé.

In the English and French texts Banks and his translator use the
<s>→<sh> transformation, while the German translation has more dif
ficulties in distinguishing the sloth’s accent from the sparrow’s accent.

3. According to Drakakis (1997), “explicit allusion to literary figures such as
Shakespeare destabilizes the traditional boundaries between high and popular cul
ture,” which is certainly the goal here.
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While Kincaid (2017) suggest that “Bascule’s broken speech is often
used to express the commonsense views of the author,” Corbett (2012)
qualifies his eye dialect as an “antilanguage”:

An antilanguage is the means of realization of a subjective reality: not
merely expressing it, but actively creating and maintaining it. Bascule’s anti
language identifies him as a member of a subculture that stands apart from
mainstream society and its linguistic conventions. Ultimately, Bascule’s anti
language constructs him as that most alien of creatures, a young teenager.

3.1.4. The TwoTimer

The British author David I. Masson (1915–2007) studied English Lan
guage and Literature at Oxford. In the SF domain he published only ten
short stories, all of them masterpieces. The short story The TwoTimer
(1968) is written in a pastiche of 17thcentury English, as it is the nar
ration of accidental time travel of a 1683 gentleman into 1964. Here is
the incipit of this story in the original, as well as its German translation
(1984):

... I was standing, as it chanc’d, within
the shade of a low Archway, where I
could not easily be seen by any who
shou’d pass that way, when I saw as
it were a kind of Dazzle betwixt my
Eyes and a Barn, that stood across the
Street. (p. 62)

... ich stund, da’s sich begab, im Schat
ten eines niedren TorWeges, darin
ich nicht ohne weitres gesehen werden
kunnte von jemand, der vorüberwal
lenmochte, da erblickte ichwohl etwas
gleich einemGeflimmre zwischenmei
nen Augen und einer Scheuer am jen
seitigen Rande der Straße. (p. 70)

When the main character encounters 20th century people, he is at
first unable to understand their utterances and represents them in eye
dialect:

He: Lowgh. Naugh dwenthing foyoo?
(With a kind of Questioning voice.)
Myself: Prithee, Sir, do you converse in
English?
At this he frown’d, and turn’d back
thro’ his Door, but left it open, for I
heard him in speech with another, as
follows.

Er: H’llou. Kannich irndwih hälfn?
(Das sprach er in einer Art von Frage
Tonfall.)
Ich: UmVergebung, Sir, conversiret Ihr en
geländisch?
Darauf schnitt er ein sauersichtig Mie
ne und entschwund hinter die Türe,
nicht ohne jedoch sie offen zu belassen,
denn ohnverzüglich hört ich ihn und
eine andre Person die folgenden Worte
wechseln.
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He: Chappea lux lau ikthtauon crauea.
Now enthing bau ootim? Caun honstan za
klay wottee sez.
The Other: Nowoulman. Nopmaugh pid
gen enwaya. Prapseez thatfla caimea mon
thcow. Breezdin breezdaught. Weo tav
moce curetay. (p. 67–68)

Er: Da ’s ’n Kähl dä sieht us wie ’n Ausruh
fer. Kännen Se den? Konntnich gnau vas
teen wasser sacht.
Jener: Neeh alde Jong. Sowieso nich mein
Bihr. Flaicht der Buhsche wofor eim Mo
naht hihrwar. Kahm rin unn is wier weck.
Wihr solltn hihr meer Sichrheitsforkeerun
gen hahm. (p. 77)

It is interesting to note that Masson’s eye dialect is much more re
alistic than those by Keyes or Banks thanks to his use of meaning
independent segmentation, e.g., when he writes <mon thcow> for
“month ago,” he attaches the <th> digraph to the second word (the Ger
man translation uses standard word segmentation).

Translating a short story written in 17thcentury English is a tour de
force and it is not surprising that, as far as we know, besides the German
translation byHorst Pokullus, there has been no translation in any other
language.

3.2. Breaking RULE11: Nonstandard Casing

Person names such as <MacArthur> or <DeForest> and brand names
such as <FedEx> or <AugEyez> frequently use nonstandard casing,
the former for historical reasons and the latter as syllabic abbrevia
tions or portmanteaus, therefore we do not consider them to be special
graphemic methods. Here are two cases of innovative use of nonstan
dard casing:

3.2.1. The Flight of the Dragonfly

Robert L. Forward (1932–2002) was an American sciencefiction writer
and physicist specialized in the theory of gravity and working at the
research labs of Hughes Aircraft. In his novel The Flight of the Dragonfly
(1984), he describes a very intelligent but nontechnological species,
the Flouwen, who start communicating with human visitors on their
planet, through an AI platform. Humans initiate communication with
the Flouwens through simple arithmetic operations:

“Two TIMES Three equals Six!” said Jill, almost triumphantly.
*SsSsSsIiIiIiXxXxXx!* said the red cloud, enunciating each trill and over

tone with exaggerated care.
“SSSsssIIIiiiXXXxxx,” said Jill, its electronics still stumbling over the

acoustic nuances of the word.
*zzzzzzzzt!!* exploded the red cloud. Jill tried again.
“SsSsSsIiIiIiXxXxXx,” said Jill’s sonar finally.
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Similarly, a few pages farther:

*Two plus Two is…* continued the alien.
$TtWwOoooo$ came the reply, and the highpitched scream startled the

humans again.

Alternating upper and lower case is an astute method of representing a
screamy sound, while keeping the underlying word recognizable.

3.2.2. Embassytown

China Miéville (1972–) is a British scienceficton author and political
activist. In his novel Embassytown (2011), he describes a civilization of
aliens, the Ariekei, communicating orally by using not one, but two
speech organs emitting simultaneously (see also §3.19.3). Ariekei per
ceive utterances as being language only when sounds originate from
two synchronized sources. To communicate with them, humans have
therefore genetically engineered monozygotic twins sharing the same
mental processes and therefore speaking simultaneously. These twins
appear and act always together and their names are systematically bisyl
labic, each syllable representing one of the two individuals (<MagDa>

for individuals <Mag> and <Da>, etc.).
In coherence with the logic of considering a pair of twins as a single

entity (that is, in the way they are perceived by Ariekei), Miéville uses
plural number when bisyllabic names are in subject position:

Original (2011) German (2012) French (2016)
I liked MagDa: they
were one of the Am
bassadors who hadn’t
treated me differently
since my falling out with
CalVin. (p. 69)

Ich mochte MagDa: Sie
waren einer der Bot
schafter, die mich nach
meinem Zerwürfnis mit
CalVin nicht anders
behandelten als zuvor.

Derrière eux, MagDa
m’ont souri. Je les
aimais bien : elles comp
taient parmi ceux qui
ne me traitaient pas
différemment depuis ma
brouille avec CalVin.

To show the importance of the bisyllabic structure and to increase
symmetry between the human twins, Miéville capitalizes both syllables.
Here are the names obtained through this method, most of them remi
niscent of bisyllabic (human) given names:

EzCal (138 occurrences), EzRa (133), MagDa (102), YlSib (90), CalVin
(83), JoaQuin (21), DalTon (16), EdGar (15), MayBel (11), XerXes (9), AgNes
(5), JasMin (5), WilSon (5), LeRoy (4), PorSha (4), RanDolph (4), ArnOld
(3), BenTham (3), EsMé (3), HenRy (3), KelSey (3), LeNa (3), SecStaff (3),
AnDrew (2), CharLott (2), FeyRis (2), GaeNor (2), LoGan (2), and hapaxes:
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BrenDan, DagNey, EzLott, HerOt, LuCy, OgMa, RedRag, ShelBy, SibYl and
SidNey.

3.3. Breaking RULE21: Change of Primary Direction

Primary direction can be inverted in three ways:
(1) by keeping the standard shape of graphs (no rotation, no mirroring):

<noitcerid yramirp>;
(2) by rotating graphs by 180° (no mirroring): <

primarydirection

>;
(3) by mirroring graphs (no rotation): < primarydirection >;
(there is no fourth way because if we both rotate and mirror graphs, we
return to primary direction). We have encountered occurrences of all
three primary direction inversion types:

3.3.1. The Neverending Story

Michael Ende (1929–1995) wrote his most important work, TheNeverend
ing Story in 1979. Being the son of a surrealist painter, Ende frequently
uses symbols in his writing and, in particular, mirrors (which he cher
ished to the point of writing a collection of short stories entitled The
Mirror in the Mirror). The Neverending Story is an initiatory epopea in which
themain character, Bastian Balthazar Bux, travels to an imaginary world
(Fantastica), lives various adventures and finally returns to reality, back
to his loving father. The initiation starts with Bastian’s entrance into a
bookstore, where he discovers and borrows the (autoreferential) book
of The Neverending Story. The novel starts a bit earlier, in the bookstore,
before Bastian’s entrance, so that the first paragraph of the novel dis
plays the shop’s inscription from the inside, i.e., mirrored (inversion
type 3):

Diese Inschrift stand auf der Glastür eines kleinen Ladens, aber so sah sie
natürlich nur aus, wenn man vom Inneren des dämmerigen Raumes durch
die Scheibe auf die Straße hinausblickte.4 (p. 5)

4. CARLCONRADCOREANDER//OLDBOOKS



Graphemic and Graphetic Methods in Speculative Fiction 285

When approaching Bastian’s transition to the imaginary world, which is
the first climactic event of the novel, and in order to convince Bastian
that Fantastica is real, a monklike figure called the “Old Man from the
Wandering Mountain” starts reading The Neverending Story anew, a narra
tion through which Bastian realizes that he has become part of the story
he is reading. But as the story narrated by the Old Man matches exactly
the text of the novel, it begins with the inverted inscription, this time in
oral mode, that is with standard graphs (inversion type 1):

Dennoch waren ihm die erstenWorte, die der Alte sprach, unverständlich.
Sie klangen etwa wie »Tairauqitna rednaerok darnok lrak rebahni«.5 (p. 212)

Illustrating the perfect formal symmetry of the novel, the inscription
reappears on its last page, from a point of view opposite to the initial
one: this time, Bastian is inside the bookstore, looking outside to his
father, who stands on the other side of the road. He opens the door
and exits the bookstore heading towards his father, so that the return to
reality is complete:

Herr Koreander begleitete ihn bis zur Tür. Als sie darauf zugingen, sah
Bastian durch die spiegelverkehrte Schrift der Glasscheibe, daß der Vater auf
der anderen Straßenseite stand und ihn erwartete. Sein Gesicht war ein ein
ziges Strahlen.

Bastian riß die Tür auf, daß die Traube der Messingglöckchen wild zu
bimmeln begann, und rannte auf dieses Strahlen zu.6 (p. 486)

The inverted inscription is a structuring beacon of the novel, in which
it is mentioned thrice: (a) in the incipit it is displayed as an image, (b)
in the center it is given in text form, and (c) at the end of the novel it is
referred to as “reversed writing on the glass pane”.

(Interestingly, the French 1984 translation leaves the second occur
rence in German language (p. 221):

C’était quelque comme «Tairauqitna rednaerok darno lrak rebahni.»

We don’t know whether this was a conscious choice or an omission by
the translator. It has been corrected in the 2014 revised edition of the
book.)

This inscription could be seen on the glass door of a small shop, but naturally this was
only the way it looked if you were inside the dimly lit shop, looking out at the street
through the plateglass door.

5. Yet he did not understand the first words the Old Man said. They sounded like:
“Skoob dlo rednaeroc darnoc lrac.”

6. Mr. Coreander took him to the door. Through the reversed writing on the glass
pane, Bastian saw that his father was waiting for him across the street. His face was
one great beam. Bastian opened the door so vigorously that the little glass bells tinkled
wildly, and ran across to his father.
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3.3.2. Bâtons, chiffres et lettres

The great French novelist and cofounder of the Oulipo, Raymond Que
neau (1903–1976) is the author of Bâtons, chiffres et lettres (1950) (“Sticks,
digits and letters”), a collection of stories and essays, including an es
say entitled Délire typographique (“Typographical delirium”). This essay
deals with a 19thcentury typographer called Nicolas Cirier (1792–1869)
(Aouillé, 2001), author of the book L’Apprentif Administrateur, in the title of
which the second word is inverted by rotation (inversion type 2). Que
neau mentions the book title twice, and in both cases performs the same
operation:

on page 289 and

on page 291. Besides the difference in capitalization between the two
titles, we notice that on page 289 Queneau has to break the word and
uses the fundamental principle of bidirectional typesetting (Haralam
bous, 2007, p. 135), namely that a block in the opposite direction is bro
ken in parts according to the primary direction, and inside each part,
inverted primary direction is used. As we can see in the example, the
word <

Administrateur

> is broken into <

Adminis

>, placed on the upper
line and <

trateur

>, placed at the beginning (left side) of the lower line,
so that the eye has to move to the end of the upper line, read the first
part, go the lower line, move to the right until the beginning of the sec
ond part, read the second part, and then move again to the beginning of
<

trateur

> to read the rest of the line. Probably to avoid confusion (Que
neau was a perfectionist and wouldn’t allow for such an error to remain
in his text) Queneau used no hyphen at the end of the first part of the
word.

3.3.3. “REDRUM”

The word “REDRUM” is probably the most famous anagram in history.
It is the type 1 inversion of the word “MURDER” and is famous for hav
ing been used by Stephen King in his novel The Shining (1977). It appears
32 times in the novel, as follows:
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1. 4 times as <Redrum>, in Chapter 8 (when Danny is glimpsing at the
Overlook hotel while still in the car), in Chapter 9 (when thinking
of it while talking with his father), in Chapter 16 (when he has an
epileptic attack), and in Chapter 37 (in the ballroom),

2. 6 times as <redrum>, always when others are uttering the word: in
Chapter 16 (when the doctor talks with Danny’s parents), in Chap
ter 25 (when Danny is sitting outside Room 217 and is hearing
voices), and in Chapter 29 (when Danny quotes Tony mentioning it),

3. 22 times as <REDRUM>, in Chapter 4 (when Danny sees the word
written on the mirror in green fire), in Chapter 7 (when Danny, un
der his blanket, imagines the word flashing in red) as the last word of
Part I, in Chapter 16 (when visiting the doctor), in Chapter 21 (when
thinking of it while in the hotel), in Chapter 37 (when he sees it mir
rored in the ballroom’s mirror and realizes it is the anagram of “MUR
DER”) and finally as the title of Chapter 50.

We can interpret the three allomorphs of “REDRUM” as follows:
<Redrum> when it is used in Danny’s speech or verbal thought,
<redrum> when it is used in other people’s speech, <REDRUM> when
Danny visualizes it in reality or in memory.

In Chapter 16, King is emphasizing the ignorance of the anagram
matic nature of “REDRUM” by giving a false hypothesis on its etymol
ogy:

“What things, Danny?”
“I can’t remember!” Danny cried out, agonized. “I’d tell you if I could! It’s

like I can’t remember because it’s so bad I don’t want to remember. All I can
remember when I wake up is REDRUM.”

“Red drum or red rum?”
“Rum.”
“What’s that, Danny?”
“I don’t know.”

This paragraph has been a challenge for the various translations:

French (1979) Swedish (1980) Italian (1981)

— Qu’estce qu’il t’a mon
tré, Danny?
— Je n’arrive pas à m’en
souvenir! s’écria Danny,
au supplice. Je vous le di
rais si je le pouvais! C’est
comme si je ne voulais pas
m’en souvenir. La seule
chose que j’ai retenue en
me réveillant, c’est le mot
TROMAL.

– Vad då för saker, Danny?
– Jag kan inte komma
ihåg! skrek Danny plå
gad. Jag skulle tala om det
om jag kunde. Det är som
om jag inte kunde komma
ihåg för att det är så hem
skt. Jag vill inte komma
ihåg. Det enda jag kom
mer ihåg när jag vaknar
upp är TEDROM.

«Quali cose, Danny?»
«Non riesco a ricordare!»
gridò Danny, in preda alla
sofferenza. «Se mi ricor
dassi glielo direi! È come
se non riuscissi a ricor
dare perché è così brutto
che non voglio ricordare.
L’unica cosa che mi ri
cordo quando mi sveglio è
REDRUM.»
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— Trop mal, en deux
mots?
— Non, TROMAL en un
seul mot.
— Qu’estce que c’est,
Danny?
— Je ne sais pas.

– Rum eller rom, Danny?
– Rom.
– Vad är det?
– Jag vet inte.

«Red drum o red rum?»
«Rum.»
«E che cos’è, Danny?»
«Non lo so.»

German (1982) Spanish (1982) Japanese (1986)

»Was für Dinge sind das
denn, Danny?«
»Ich weiß es nicht mehr!«
schrie Danny gequält.
»Ich würde es Ihnen sonst
sagen. Ich weiß es nicht
mehr, weil es so schlimm
ist, dass ich mich nicht
daran erinnern will. Wenn
ich aufwache, weiß ich
nur noch DROM.«
»Was ist das, Danny?«
»Ich weiß es nicht.«

— ¿Qué cosas, Danny?
— ¡No me acuerdo! —
gritó el chico, torturado—.
¡Si pudiera se lo diría!
Es como si no pudiera
recordarlas porque son
tan malas que no quiero
recordarlas. Lo único que
puedo recordar cuando
me despierto es RE
DRUM.
— Redrum... Red drum...
Red rum... ¿Tambor rojo o
ron rojo?
— Ron.
— ¿Y eso qué es, Danny?
— No lo sé.

「どんなものだい、それは？」
「覚えていないってば！」ダ
ニーは悲痛な面持ちで叫ん
だ。「もし覚えていたら話す
よ！覚えてないのは、なんだ
かあまりいやなものだから、
思い出したくないからみた
い。目がさめてから思い出せ
るのは、レドラムって言葉だ
けなんだ」
「レッド・ドラム、それとも
レッド・ラム？」
「ラムだよ」
「それはなんだい？」
「わかんない」

Greek (1992) Romanian (1993) Portuguese (1999)

«Τί πράγματα ἦταν αὐτά,
Ντάνι;»
«Δὲ θυμᾶμαι», φώναξε μὲ
ἀγωνία ὁ Ντάνι. «Ἂν μπο
ρούσα θὰ σᾶς ἔλεγα! Ἴσως
δὲν μπορῶ νὰ τὰ θυμηθῶ,
γιατὶ εἶναι τόσο ἄσχημα
ποὺ δὲ θέλω νὰ τὰ θυμη
θῶ. Τὸ μόνο ποὺ θυμό
μουν ὅταν ξύπνησα ἦταν ἡ
λέξη ΣΟΝΟΦ».
«Σόνοφ;»
«Ναί».
«Τί θὰ πεῖ αὐτό, Ντάνι;»
«Δὲν ξέρω».

– Numi aduc aminte!
strigă Danny chinuit. Ţi
aş spune dacă aş putea!
Parcă numi aduc aminte
– pentru că e atât de rău,
că nu vreau sămi aduc
aminte. Tot cemi am
intesc când mă trezesc e
AMIRC.
– Amirg sau arnirc?
– Mirc.
– Cei asta, Danny?
– Nu ştiu.

— Que coisas, Danny?
— Não consigo me lem
brar! — gritou o menino,
agoniado. — Se eu con
seguisse, eu diria! Acho
que nãome lembro porque
é tão ruim que não quero
me lembrar. Tudo que me
lembro quando acordo é
REDRUM.
— Red drum ou red rum?
— Rum.
— O que é isso, Danny?
— Não sei.

We observe four approaches:
1. “REDRUM” remains in English: this is the case of Italian, Spanish,

Portuguese and Japanese. In the case of Italian, Portuguese and
Japanese neither “REDRUM” nor its pseudoetymologies are trans
lated. In the case of Spanish, the etymologies are translated into
Spanish (<¿Tambor rojo o ron rojo?>) and Danny replies in Spanish
(<Ron>).
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2. “REDRUM” is translated, but no false etymologies are given: this is
the case of German<DROM> andGreek<ΣΟΝΟΦ>where the inver
sions of word “murder” can hardly be interpreted as any meaningful
entity.

3. “REDRUM” is (faithfully) translated and some pseudoetymology is
given: “room or gypsy?” in Swedish, “amirg or amirc” in Romanian.

4. “REDRUM” is translated by a word different than the anagram
of “MURDER”: this is the case of French where the word used is
<LA MORT> (“death,” with a definite article) so that the anagram
<TROMAL> is phonetically close to “trop mal” (“too much pain”).
When asked by his father, Danny explains that in fact it is a single
word, leaving open psychoanalytic interpretations.
It should be noted that the same word, but written <RE RDUM>, (or

<RE MURD > (in the latter, letters <M> and <U> are inverted as well), it
is impossible to distinguish the two as the word is handwritten), a mix of
inversion types 1 and 3, is written in blood letters on a door in Kubrick’s
movie The Shining (1980).

“REDRUM” has acquired a word status, has a dedicated Wikipedia
page and has been used for a movie title, a rock band, songs, a TV series
and even an architectonic project. It is also the title of a French novel,
by JeanPierre Ohl (1959–).

3.3.4. Text Inversion on Book Covers

Here are some examples of text inversion on book covers.

The Greek novel Στὶς ὀμορφιές σου εἶσαι σήμερα! (You are looking beautiful to
day) by Katia Kissonergi (1973–), a novel published in 2000 and display
ing on the cover a swanling looking at its mirror image as a grownup
swan. On the cover (and on the back), the title is mirrored (inversion
type 3).

Le Phalanstère des langages excentriques (2005), an essay on artificial (“ex
centric”) languages by Stéphane Mahieu (1957–), regent for Social and
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Culinary Sciences at the notorious Collège de ’pataphysique7. On the
cover, the illustrator’s name is inverted (inversion type 2).

Whatever you think, think the opposite (2006) by Paul Arden, where the sec
ond part of the title sentence is inverted to illustrate the notion of “op
posite thinking,” with a nice visual symmetry of the horizontally aligned
words <THINK> and < THINK >.

Comportament inadecvat (2015), the Romanian translation of RichardH.
Thaler’s Misbehaving (2015), where two letters of the word “inadecvat”
(“inappropriate”) are mirrored (inversion type 3). As the word is type
set in italics, the inversion effect is very salient: <in ade cvat>. The word
operates as a metaphor of society, in which some individuals (= letters)
misbehave by heading into the opposite direction.

And finally, 質問/Questions (2018) which is actually the merge of two
versions of the same book (Japanese and English): the Japanese version
starts on the left, every left part of a doublepage containing a question
in Japanese, and the English version starts on the right, every right part
of a doublepage containing a question in English (for a total of 365
double pages). Each cover (left and right) is the mirror of the other: on
the left cover, the Japanese title is written correctly and the English title
is mirrored (<質問 QUESTIONS >), the opposite happens on the right
cover (< 質問QUESTIONS>) (inversion type 3). IfWestern and Oriental
worlds are “incompatible” as the two covers of this book seem to imply,
the book has managed to establish a perfect symmetry between its two
languages (the only exception being the barcodes on the right cover,
which are mandatory and are placed on what is “back cover” in Japan,
namely the right cover).

3.4. Breaking RULE22: Graphs of the Same γWordNot Sharing the
Same Straight Baseline

3.4.1. The Demolished Man

Alfred Bester (1913–1987) was an American ScienceFiction author,
whose novel The Demolished Man (1953) won the first Hugo Award in
history. He was probably the author that used the most innovative
graphemic and graphetic methods, in particular when representing
telepathy or synesthesia. Here is a short example of a γword the graphs
of which do not lie on a straight line:

7. http://www.college-de-pataphysique.fr/. Let us mention the grapholin
guistically important fact that the apostrophe in the name of the discipline
<’pataphysique>, introduced by Jarry (1911, p. II.VII), functions as a morphological
label to distinguish it from the adjective <pataphysique>.
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This example has been taken from the 2007 French translation of The
Demolished Man, entitled L’homme démoli (p. 161), and seems to be an ini
tiative of the French translator Patrick Marcel, since it doesn’t appear
in the original English text (we have consulted the British edition by
Penguin Books, 1966). The word <faufiler> can be translated as “sneak
ing out” or “dodging,” but in this context is the translation of “thread
needling”8. The dialog is done in telepathicmode, so we can assume that
curving the baseline is a graphetic equivalent to the common gesture of
sneakingout.

3.4.2. Le petit sauvage

Alexandre Jardin (1965–) is a French author. In his book Le petit sauvage
(The little savage) he uses many graphetic methods to illustrate the trans
formation of the main character, Alexandre Eiffel, who experiences a
return to his youth. The first part of the book is typeset in a standard
way, using a regular serif font. Once the transformation has occurred,
the font switches to sans serif and the text is strewn with graphetic par
ticularities. One of them is the following paragraph (p. 191):

describing the main character’s journey on the sea and his seasickness.
While Bester, in the previous example, has imitated a gesture, here
Jardin generates a discomfort similar to seasickness by requiring the
reader read the wavy lines. The method used here is based on what
Leeuwen (2006, p. 146) calls the ‘experiential metaphor’, namely when
“a material signifier has a meaning potential that derives from our phys
ical experience of it”.

8. The original of this excerpt is: “Choke it, Linc. Don’t jet off like that. You’re em
barrassed. Let’s see if I can’t maybe threadneedle through that mind block.’ ‘Listen—
’”́ (p. 98 of The Demolished Man).
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3.5. Breaking RULE23: Graphs of the Same γWord With Different
Sizes

Again in the second part of Le petit sauvage, Jardin uses graphs of progres
sively smaller sizes (p. 205)

while keeping the same (very large) leadin. The sentence translates as:
“But slowly my eyelids close, I don’t see anything anymore…”. By forc
ing the reader’s eye to progressively switch from extralarge to tiny type,
Jardin manages to produce a sensorial effect of tiredness and sleepiness.
Part of the method is the switch from allcaps to lower case for the two
last words, and then the repeated use of the first letter <r> of the word
<rien> indicating both that the act of conscious thought has stopped
and that snoring has started.

3.6. Breaking RULE24:Graphs of the Same γWord With Different
Styles

Richard A. Lupoff (1935–) is an American sciencefiction author and an
thology editor. In his short story With the Bentfin Boomer Boys on Little Old
New Alabama, he uses several graphetic methods, including style change
inside a word: “believe” (p. 280), “centimeters” (p. 285), “lowcut” (p. 289),
“something” (p. 318), “inside” (p. 321), and “usships, themships” (p. 339).
We can assume that the switch to italics represents sonic salience.

3.7. Breaking RULE25 or 6: Graphs of the Same γWord From Dif
ferent Font Families, or Being Different Allographs of the Same
Grapheme

It seems that the concept of word is tightly connected to the uniqueness
of font family or allographic representatives, therefore we were not able
to find examples of these rules being broken.
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3.8. Breaking RULE37: Nonstandard Hyphenation

Hyphenation is handled by editors and typographers at the very last
stage of book preparation, just before printing. Therefore most authors
do not interfere with it, unless they use a special page layout. This is
the case of Claude Ollier’s Fuzzy Sets. Claude Ollier (1922–2014) was a
French writer involved in the Nouveau Roman literary movement. The
novel Fuzzy Sets (1975) has a different page layout for almost every page
(see also Knee (1984)).

Pages 93, 94 and 95 consist of pairs of triangular paragraphs:

Only the upper triangles contribute to the narrative thread of the
novel, while the lower ones contain unrelated random text.

The triangular parts of the upper paragraphs consist of a total of 53
lines, 34 of which end with a complete word (or final word part), nine
ending with a standard hyphenation (<meu//ble>, <sor//tiront>, <é
//clusée>, <dou//blure>, <lé//ger>, <cô//té>, <fer//me>, <al//ler>
and <terrain>), two ending with a standard hyphenation but with
out a hyphen dash (<aus//si>, <l’é//moi>), two ending with an apos
trophe (where line breaking is normally prohibited), and the remain
ing five ending with broken words not respecting hyphenation rules
and not using a hyphen: <g//râce>, <C//omme>, <d//oivent>, <u//ne>,
<n//arrations>. In the latter five cases, words are systematically broken
after the first letter.

The graphetic method used here consists in hyphenating in two dif
ferent ways according to rules or by breaking them. In the first case a
hyphen is used, but not in the second.

3.9. Breaking RULE51: Nonstandard Morpheme Order

The Curious Incident of the Dog in the NightTime (2003) is a mystery novel by
British author Mark Haddon (1962–). Although not explicitly stated as
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having Asperger’s syndrome, the main character has behavioral difficul
ties. When walking alone at the Paddington railway station he faces an
anxiety crisis caused by information saturation (p. 208–209):

and then I took my hands away from my ears and I groaned to block out
the noise and I looked round the big room at all the signs to see if this was
London. And the signs said:

But after a few seconds they looked like this

because there were too many and my brain wasn’t working properly and this
frightened me so I closed my eyes again

The first image is a series of brand marks and logotypes, with a few
(innocuous) pictograms (toilets for men and ladies, information, smok
ing forbidden), separated by interword spaces and hyphenated (using a
hyphen) at line end. The second version is rearrangement of brandmark
and logotypeparts, interspersedbyaggressivepictograms (sculls, bombs,
bolts of lightning, the toilet for men pictogram without the ladies coun
terpart, etc.). There are no interword spaces anymore, and hyphenation
is done without a hyphen. But even without interword spaces, fonts are
alternating in such away that parts of brandnames and logotypes are still
recognizable. Using themethodof ‘experientialmetaphor’,Haddonman
ages to transmit to the reader the feeling of being lost and terrified in a
labyrinth of meaning. Probably as a private joke (or as a glimpse into the
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main character’s soul) at the beginning of the eight line we read <qed>

(“quod erat demonstrandum”) the acronym that acts as a beacon of salva
tion tomathematicians since it marks the ends of proofs.

Among the translations of this novel, the Brazilian, German and Ital
ian ones keep the English version of these images, the Dutch, French and
Spanish ones adapt them linguistically, and the Portuguese one uses the
Spanish adaptation.

3.10. Breaking RULE52: Nonstandard Morpheme Separators

In one of his early novellas, Nous rêvions d’Amérique (2002), the French
author Thomas Day (1971–) uses the following title (p. 3 and 5):

N.OUS R.ÊVIONS D’A.MÉRIQUE
In this sharp critique of contemporary America, an aged Hopi Native
American, Hoijer, leaves his reservation for a journey to an NRA con
vention in San Francisco, in order to kill as many participants as pos
sible, as revenge for a mass murder that occurred two years earlier, in
which his 5year old granddaughter was among the victims.

The title of the novella, “Wewere dreaming of America,” is a common
locus for generations of Europeans—nevertheless its nostalgia is dis
rupted by the “intruder” dots in the title, which unveil the initials “NRA”.
Combining the acronym method with the regular title is a graphemic
method acting in a way similar to ateji (cf. §3.18), as it injects new layers
of meaning and establishes a dialog between them. Day’s achievement is
to have reached this goal without adding any new morphemes, as would
be the case in ateji annotation.

3.11. Breaking RULE€1: Nonstandard Syntax

Speculative fiction abounds with cases of nonstandard syntax, starting
with the famous Yoda syntax “Found someone, you have, I would say,
hmmm?” (Star Wars, Ep. 5), which illustrates OSV word order, as in
Japanese.

In this paper we are interested in graphemic and graphetic methods,
and nonstandard syntax as in Yoda’s case is perfectly standard from the
graphemic point of view. We will, nevertheless, mention three texts in
which nonstandard syntax is combined with graphetic methods.

3.11.1. Sparkie’s Fall

The author Gavin Hyde is a complete unknown.9 His entire œuvre con
sists of three short stories and Sparkie’s Fall (1959) is the last among them.

9. In Pohl (1960, p. 166) one reads: “A few years back, in Ireland, Ray Bradbury
spent some very productive months. Not only did he write the script of one of the best
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In this 4page very short story, a human is forced to land on a planet and
his ship is surrounded by two gigantic whalelike aliens. He communi
cates with them through a device called a “mechanical Translator”.

This device writes sentences with explicit intention marking (an ex
clamation mark at sentence beginning), syntagm variants (in parenthe
ses) and keywords for categories such as NAME and GARBLE.

Here is an excerpt:

“NAME, I am worried. Could Sparkie (eat) (be nourished by) GARBLE?”
And then the answer: “!, (stop) (cease) (desist from) worrying, NAME.

Sparkie is (in admirable condition) (fine)!”
It had taken him twenty years to get “Sparkie” out of his family’s vocabu

lary. And now the first two “people” he met in outer space called him Sparkie.
Just because they were bigger than he was!

After having telepathically scanned Sparkie’s memory, the two aliens
seem to be very knowledgeable about his condition as they are dis
cussing him like an old married couple:

“NAME—”
 “?”
“It is (odd) (strange) (perplexing).”
 “?”
“I am thinking of Sparkie's mind ... NAME!”
“I am awake!”
“Sparkie is so (small) (weak) (defenseless).”
“(Hm) (Mm) (Mmm).”
“His mind is like a (piece) (sheet) of GARBLE. We think on the (bases)

(conditions) (roots) of our experience, our perceptions which are multiplied
by (objects) (things) (forms of matter) which we have sensed. Sparkie must
think with the (toys) (playthings) of his earth only. How can he understand us?
What does he know of GARBLE, GARBLE or GARBLE for example, this (small) (weak)
(defenseless) being? NAME!”

“! Go to sleep.”

motion pictures of recent years—Moby Dick was its name—but on a side trip he met a
young writer [= Gavin Hyde] who had just turned his hand to science fiction, and per
suaded him to let American editors see the results. Star was delighted to acquire two
of them” (followed by the titles of two stories by Hyde). According to @Valorum from
the scifi.stackexchange.com forum, Gavin Hyde is probably yet another pseudonym
of Ray Bradbury, because of the following facts: (1) Bradbury is said to have “discov
ered him” on a trip to Ireland (which seems unlikely), (2) Bradbury had a history of
using pseudonyms, (3) there exists no other biographical information for this quite
competent author, and (4) in his texts one encounters repeated uses of chess imagery,
something that Bradbury would use often.
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The storyhas a tragic endasSparkie leaveshis vessel to face the aliens and
theTranslator continues to “spit papers, violently” and “[a] great rocking
bellowing sound [is heard] and a smell of sorrow spread skyward”.

We don’t know whether Hyde was professionaly involved in early
versions of automatic translators (after all, it was in the fifties that auto
matic translation had its first spectacular outburst), but the use of paren
theses to annotate variant translations (even for interjections such as
Hm/Mm/Mmm) and of capitals for generic syntactic categories must
have been quite surprising for an average reader in the fifties.

3.11.2. Silent Brother

Algis Budrys (2931–2008) was the son of the Lithuanian consul general
in the US when the Soviet Union occupied Lithuania in 1940 and his
family left the diplomatic service and became chicken farmers in New
Jersey. It is no wonder that his novels and stories are filled with Cold
War fear and suspicion. In his short story Silent Brother (1956), which
he signs as Paul Janvier, he describes the slow appropriation of the main
character’s body and psyche by an alien. At some point, a device built by
the alien during the main character’s sleep emits a beam that blocks his
thoughts. Budrys writes the following paragraph to illustrate the main
character’s mental confusion:

English (1956) German (1965) French (1969) Japanese (1969)

Blink can’t think
blink rhythm I
think blink trick

Blink kann nicht
denken blink Rhyth
mus ich denke

Paupières peux
pas penser pau
pières pulsations

またたきのリズム
がおれの考えをま
たたかせ、またたき、

think blink sink
blink wink—
CAN’T THINK!

blink Trick den
ken blink sink
blink wink—kann
nicht denken!

pense paupières
poisson d’avril
penser paupières
patatras paupiè
res papilloter—
Peux pas penser!

考え、またたき、ト
リックがまたたき、
おれは考えをまた
たこうとして–だめ
だ！

The lack of syntax, the alternation of roman and italics and the repet
itive <ink> suffix motive show the despair of the main characters trying
to resist but not able to build a single sentence. The German version is
a nearlyidentical translation of the English one (even though the word
“wink” does not have the same meaning in the two languages), while
the French version is based on the repetition of words starting with a
<p>. The Japanese version is a standard translation (words “sink” and
“wink” have been omitted) where words for “trick” and “rhythm” are in
katakana, since they derive from English.
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3.11.3. Old Testament

Jerome Bixby (1923–1998) was an American science fiction author who
wrote, among other things, a Twilight Zone episode and four Star Trek
episodes. His short story OldTestament (1964) is a pun to pseudoarchaeo
logical theories like the ones exposed in Pauwels and Bergier’s The Morn
ing of the Magicians (1960) and in Charroux’s One Hundred Thousand Years
of Man’s Unknown History (1963). In it, a human spaceship visits the Sir
ius IV planet, avoiding as much as possible being noticed by the indige
nous primitive civilization. When the humans leave the planet, they
discover a native baby abandoned in a basket. They immediately return
and discreetly deposit the baby in the middle of a village. In the sec
ond part of the short story, an indigenous narrator gives eir version of
the baby’s return, where the astronauts have become “good gods” and
the child a selfproclaimed prophet, “Messenger of the Good Gods,” to
which “They” have given a “fragment of the Sun,” which is actually a
flashlight pen (called “pencilflash” in the story, p. 103) the child has
stolen from the ship:

English (1964) Italian (1964) French (1983)
I happy. Everybody like
little one. He friend of
good gods. Other moth
ers take care of him. Let
him drink. Let other lit
tle ones drink. Do for

Io felice. Tutti volere
bene mio piccolo. Lui
amico di buoni dèi. Altre
madri avere cura di lui.
Lasciare lui succhiare.
Lasciare altri piccoli

Moi heureux. Tous aimer
petit. Petit ami bons Dieux.
Autres mères prendre petit,
donner boire petit. Faire les
uns pour les autres. Bien.
Moi heureux parce que bons

each other, I happy be
cause good gods bring
him back

to His people,
and the First Night did ring
with rejoicing; for He had
returned from the Land
Beyond the Sky and He
said unto those who waited
They are Good Gods, and
I am Their Messenger, and
lo! They have given to me
a fragment of the Sun that
I may shed light over dark
ness and open your eyes to
good and gentle ways.

senza madre succhiare.
Servire uni per altre, e
io felice perché buoni dèi
portare lui indietro...

alla
Sua gente, e la Dolce
Notte risonò di canti;
poiché Lui era tornato
dalla Terra al di là del
Cielo per dire a coloro
che aspettavano: Essi
sono gli Dèi Benigni, e
io sono il Loro Messag
gero, e guardate! Essi
mi hanno dato un fram
mento di Sole, affinché
io possa spandere la luce
tra le tenebre e aprire i
vostri occhi sulle cose
buone et gentili.

Dieux ramener petit
à

Son peuple, et la Pre
mière nuit fut emplie de
réjouissances, car Il était
revenu du Pays AuDelà
du Ciel et Il dit à ceux
qui attendaient qu’ils
étaient de bons Dieux et
qu’il était leur Messager!
Voyez! Ils m’ont donné
un fragment de Leur
Soleil pour que Je puisse
répandre la Lumière
dans les ténèbres et ou
vrir vos yeux sur ce qui
est juste et bon.
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In the middle of the narration there is a transition: from syntax
less pidgin language, the narrator switches to a pastiche of Biblical text
where all pronouns referring to the astronauts are capitalized, as they
are called “Gods”. This transition is emphasized by two graphetic meth
ods:
1. the first line of the “Biblical” text starts exactly underneath the loca

tion where the pidgin text ends;
2. pidgin text is in roman and “Biblical” text in italics (the styles are

reversed in the French version, and in Italian there is no style change
because the magazine is set by typewriter).

The story ends when the reader discovers that the “Biblical” text is in
fact an excerpt from the “Sirian Bible,” which a young Galactic Feder
ation student is reading and wondering where the “Gods” came from,
before closing it and moving to the next interstellar Bible.

3.11.4. The End

The American author Fredric Brown (1906–1972) is known for his very
short and ingenuous stories. One of them, The End (1961), a 105word
story, first published in the ‘adult’ magazine The Dude, is perfectly sym
metric with respect to word order: at the climax of the story, when a
scientist having invented a machine making time run backwards pushes
a button, the entire story is written anew, backwards wordwise, so
that it consists of 52 words in standard order, followed by a pivot word
(<backward>) and the same 52 words in reverse order.

Here is the central part of the story in three languages (we have un
derlined the pivot word):

English (1961) French (1963) German (1963)
Pushing a button as he
spoke, he said, “This
should make time run
backward run time make
should this,” said he,
spoke he as button a
pushing.

Et, tout en appuyant sur
un bouton, il dit: «Ceci
devrait faire repartir le
temps à rebours à temps
le repartir faire devrait
ceci», ditil bouton un
sur appuyant en tout, et.

Er drückte einen Knopf,
während er sprach, und
sagte:

»Das sollte die Zeit
zurücklaufen lassen zu
rücklaufen Zeit die sollte
das«, sagte und, sprach
er, während Knopf einen
drückte er.

In French, whenever there is an elision phenomenon, the two words
are considered as a single one, such as <j’ai>. Even the composite and
elided<l’équationclé> is considered as a single word and hence remains
unchanged in the reversed text. In the case of German, the (same) com
posite word is inverted: <ZeitTheorie> becomes <TheorieZeit>—this
only happens because the constituents are separated by a dash, while the
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undashed composite word <Schlüsselgleichung> remains unchanged in
the reverted part of the story.

The story ends with the inversion of the title: <END THE> (resp.
<N.I.F.> in French and <ENDE DAS> in German). In a Whorfian per
spective, it raises the question whether it suffices to reverse word order
in order to experience time backwards.

3.12. Breaking RULE€2: Insertion of Fragments in Other Scripts

Introducing nonLatin script text fragments into ordinary Latin
alphabet text is a very rarely used graphemic method—after all, no au
thor or publisher expects eir readers to be able to decypher foreign
scripts. We have found two exceptions to this rule.

3.12.1. Rendezvous pour amant·e·s égaré·e·s

In the 2018 novel Rendezvous pour amant·e·s égaré·e·s by young French au
thor Éric Abbel, the two main characters O and U are lovers of unde
fined gender, and thanks to genderneutral writing (cf. Haralambous
and Dichy, 2019), nothing in the novel allows the reader to identify
their genders. When introducing a third character, a math professor
who interferes in the relationship between O and U, Abbel uses the Russ
ian/Ukrainian word <Одержимый> (“passionate”) (p. 40):

Ce lundilà comme chaque lundi, O posait pour l’Académie des Arts Ap
pliqués, dans la classe du professeur Oдержимый, qui enseignait la perspec
tive dans l’art abstrait.

We notice that more than the half of the graphemes of <Одержимый>

(namely <д>, <ж>, <и>, <ы> and <й>) are unrecognizable by the av
erage French reader. The name is used nine times in the novel and it
would be interesting to find out what reading strategies readers of the
novel apply to render it phonetically.

3.12.2. Le Voyage de MaoMi

French author Lisa Bresner (1971–2007) wrote several children books,
in which Chinese characters are inserted into French text to familiarize
children with sinographs.

Here is an excerpt of her 2006 novel Le voyage de MaoMi:
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As this excerpt appears towards the end of the book (p. 40), Bresler
uses sinographs instead of French words (mainly representing numbers),
while at the beginning of the book sinographs often repeat French words,
which are then set in bold face, as here for the word <Bonjour> (p. 8):

3.13. Breaking RULE41: Nonstandard Spaces BetweenWords

Charlemagne Ischir Defontenay (1819–1856) was a French physician
and author. His novel Star ou Ψ de Cassiopée (1854) is one of the first
sciencefiction works in history. Defontenay was discovered by Ray
mond Queneau, who considered him as yet another “fou littéraire” (lit
erary madman).

Citing Jaccaud (2008),

As an amazing precursor of modern poetry, Defontenay, seeking to build
estrangement, discovers the importance of space between words, the void
that generates universes.

Indeed, when narrating the discovery of alien artefacts on the Hi
malayah, Defontenay uses irregular spacing between words or syntagms
to increase the effect of estrangement and of cold. Here is an example
of this graphetic method (p. 19):
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3.14. Breaking RULE„1: Words on Nonstandard Base Lines

In §3.4 we gave an example of graphs of a given γword not sharing the
same straight baseline. Here we deal with γwords individually set in a
standard way but belonging to sentences set in nonstandard way.

The following telepathic dialog appears on p. 24 of Bester’s The De
molished Man. Bester uses vertical dimension to denote temporality and
imaginary base lines as discursive unit identifiers. We have attempted
to identify discursive units and display them through colored arrows on
the right side:

It is interesting to note that these discursive units seem to interfere with
each other, for example towards the middle of the time frame, we have,
in different sentences, expressions related to time: “very shortly,” “much
longer,” “just about”. In particular, there is confusion in the center of
the diagram: the sentence “He’s just taken his Guild Exam. and been
classed 2nd.” (violet arrow) occupies the imaginary line of the sentence
starting with “Frankly, Ellery…” (orange arrow). If this is the case, then
the word “The” on line 13 does not belong to any sentence, and the sen
tence “is just about ready…” (blue arrow) starts out of nowhere. Bester
has brilliantly managed to illustrate both the power and the confusion
of telepathic communication, as long as we admit that telepathy uses
communicative units equivalent to (1dimensional) phonemes and not
to (2dimensional) graphemes.
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3.15. Breaking RULE„2: Words in Different Sizes

Changing word size is not very uncommon, as graph size can be asso
ciated to sonic salience. To give an example, let us return to Jardin’s Le
petit sauvage (§3.4.2) with the following excerpt from the second (sans
serif) part (p. 238):

Alexandre illustrates his happiness by repeating the word “happy” with
increasing emphasis. The paragraph change after the largest <heureux>

word is necessary to avoid having the inverse effect of a “small” word
<Soudain> following a large word, which would be interpreted as a neg
ative event, a loss of selfconfidence and inspiration.

3.16. Breaking RULE„3: Words in Different Font Families

Font family change between words is rather rare, for various reasons:
(1) the two font families have to be easily identifiable so that an average
reader can unambiguously identify them when applied on an arbitrary
word; (2) they should carry connotative features that justify the font
change.

Here is a case where this graphetic method has been applied. Bester,
in his The Demolished Man, uses a switch to a blackletter font, in a tele
pathic dialog (p. 22):

Here the gothic font connotes Christmas atmosphere, as a complemen
tary perception to those of snow, mint, tulips and taffeta. Bester uses
a typically American blackletter font (Cloister Black) with short (final)
<s> letters, which gives the utterance a sense of conventional modernity
(in a traditional setting, the greeting would rather be <Ble\\ings!>). By
using a clearly American font in a modern way, Bester avoids confusion
with German Fraktur fonts connotating German culture or even Nazism
as in the Austrian publicity “Gehen Sie wählen! Andere tun e+ auc.” (“Go
vote! Other+ do it too.”) (Haralambous and Dürst, 2019, p. 138).
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3.17. Breaking RULE„4: Words Using Different Allographs

3.17.1. Tiger! Tiger!

In his novel Tiger! Tiger! (1955), Alfred Bester describes a community of
people in a spaceship. This community descends from scientists, there
fore they call themselves “Scientific People” and worship a deity called
“Holy Darwin”. Their names, tatooed on their fronts, all contain a let
ter <o> that is either replaced by a male symbol <♂> or by a female
symbol <♀>. Interestingly, the English edition of the text describes the
allographs but does not use them:

Across the brow was tattooed joseph. The <O> in joseph had a tiny
arrow thrust up from the right shoulder, turning it into the symbol of Mars,
used by scientists to designate male sex. (p. 26)

Three girls appeared before Foyle. Their faces were hideously tattooed.
Across each brow was a name: joan and moıra and polly. The <O> of each
name had a tiny cross at the base. (p. 27)

On the other hand, the French translation (Terminus les étoiles, 2007) keeps
the description, but also iconically uses the corresponding allographs:

Sur le front on lisait le mot: j♂seph. Le «O» de j♂seph portait une petite
flèche en haut et à droite : il devenait ainsi le symbole de Mars utilisé par les
savants pour désigner le sexe mâle. (p.  40)

J♂seph fit un geste, et trois filles se rangèrent devant Foyle. Elles avaient
le visage hideusement tatoué. Sur chaque front était gravé un nom : j♀an,
m♀ıra, p♀lly. Le «O» de chaque nom portait une petite croix à la base.
(p. 41)

According to Smith (2016, p. 15), Bester is “gently satirizing what he saw
as the alltoocommon tendency of some sciencefiction writers to treat
science as a magic talisman and of certain readers to accept it as such”.

3.17.2. Les Furtifs

Alain Damasio (1969–) is probably themost famous living French sience
fiction author, even though none of his works has yet been translated
into English. In his 700page novel Les Furtifs (2019), he collaborated
with an École Estiennegraduate font designer and graphic artist, Esther
Szac,10 to massively include allographs in the text. Here is a complete
list of the allographs used, as well as their numbers of occurrences in the
novel:
– a: |ă| (609 times), |ã| (1), |æ| (1);

10. https://www.estherszac.com/
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– c: |ċ| (1,457), |č| (830);
– d: |đ| (40);
– e: |ė| (475), |ĕ| (1), |ę| (1), |ẹ| (1);
– f: |ſ| (563);
– g: |ġ| (473), |ğ| (281), |ģ| (248);
– h: |ĥ| (260), |ħ| (21);
– i: |İ/ı| (107), |į| (47), |í| (14), |ĩ| (5);
– j: |ȷ| (549);
– k: |ķ| (1);
– l: |ł| (672), |ŀ| (459), |ļ| (36);
– n: |ņ| (1);
– o: |õ| (620), |ọ| (548), |ơ| (430), |ɵ| (145), |ὄ| (40), |ó| (14), |ѳ| (8), |ő|
(4), |ō| (1);

– p: |₧| (6), |þ| (1);
– r: |ⓡ| (414), |ґ| (57), |ŕ| (9), |ř| (2), |ŗ| (1);
– s: |š| (218), |ś| (6), |ș| (2);
– t: |ŧ| (215), |τ| (30), |ț| (1), |ţ| (1);
– u: |ŭ| (14), |ủ| (5), |ū| (1), |ụ| (1);
– v: |ὗ| (22).
As can be seen in the list above, allographs have been taken from sev
eral Latinalphabet languages (Romanian, Portuguese, Swedish, Irish,
Czech, Icelandic, Polish, etc.) as well as from Greek script: |ὄ|, |τ|, |ὗ|
and from Cyrillic script (Ukrainian language): |ґ|.

The novel uses six characters as firstperson narrators. Some of the
allographs used are specific to a given narrator, and others are common
between more than one narrator:

Narrator % of paragraphs Allographs
Specific Common with others

Lorca 38.87% ĠİōẹỤ óĊċėġĿŁſȷọ
Sahar 17.66% ãıņśţū ċčġĿŕŭſȷủ
Saskia 26.36% æĂăĞğĤĥřґ íóĊċČčėġĿŕŠŭọⓡ
Nèr 2.86% ĐđĦħłŦŧƟɵѲ₧ ŁŠ
Agüero 10.88% ĢģįķļƠơȘȚ íóĿŕŭȷủ
Toni 3.37% þĔęĩőŖšτὄὗ íČŕſⓡ

where the second column gives the percentage of paragraphs narrated
by each narrator. As we can see, Lorca, Sahar and Saskia (the three most
elaborated characters) use dotted allographs, while Nèr uses mostly al
lographs with bars, Agüero uses allographs with cedillas or ogoneks and
Toni uses, amongst others, the three Greek allographs. To illustrate the
use of these allographs for the different characters, here are three typical
examples:
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Saskia (p. 132):
)Ağ)üero s’ăvanče,) se déčale. Il tire măintenănt sur lă porte d’entrée de lă măison.
Un bruit de boomerănğ hăcĥe l’ăir…Où il est ? Une énième serinğue părt enmissile
et čontourne lă măison ăvănt de filer vers lă porte où se tient Nèr))) Nèr ă le réflexe
de plonğer) trop tărd) il prend lă serinğue en pleine čuisse. Très vite je le vois
blănčhir)) il s’effondre, să tête perčutănt le béton du sol.

Nèr (p. 142):
\Słɵugħi,\ ił incise / ił scie. Đécisif Słɵugħi/đécisif ! Đɵber nɵn, Đɵber bɵiŧ/bɵîŧe,
Đɵber ła nique, łe fif ił riŧ/ił łui pique ŧɵuŧ, ił łe đébɵîŧe, łes incisives, ła bɵîŧe à
mɵłaires, ħiħi ! Ła fiłłe fiłe-fiłe/se faufiłe/ c’esŧ łe fił. Qui điŧ ? Qui điŧ ? Ѳù ?
Ħɵuħɵu ? Ѳù đɵnc qui điŧ ? Bɵxer aŧŧenđ sɵn ħeure. Bɵxer pas đ’ħumeur ! Bɵxer
meurŧ. ₧as ła płace đans ma głace. Qui đécħire łà-đeđans ?

Toni (p. 654):
ⒷCeⒶ qui s’esτ passé ? Au Cὄsmὄndὄ ? I don’t knὄw. Enfle le flὄu. La flὄuille.
L’embrὄuillâme. Ma peau flume, je m’emplume sὄus les brasses, je cὄurs plus, je
caὗole. Tὄni Tὄut-flὄu, ich ! L’hὄmme de brume, hum, ahem, salam aleykὄum,
shalὄm !

Notice that the initial )…), \…\ and Ⓑ…Ⓐ signs are explicit narrator
marks, and are used systematically to mark the change of narrator.

The story is based on the discovery of and hunt for a species of beings
called “furtives”. These creatures hide from the human eye and sponta
neously commit suicide when perceived by a human. The density of
allographs is quite variable and this has led readers to suspect that allo
graphs occur primarily when a furtive is close to the narrator. We have
counted the number of allographs in every slice of 50 words, and here is
the result:

1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 18 19 20 21 22 23

0

100

200

300

400

500
Diacritics per 50 words

where the x axis is labeled by chapters. As can be seen from the diagram,
allographs are not distributed equally throughout the book, and they
appear grouped (especially in the last chapters). A correlation between
the density of allographs and the possibility of presence of furtives near
the narrator is a widespread assumption but has yet to be established.
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Szac’s choice of using already existing glyphs of Unicode characters
as allographs raises many issues:
– was this a purecommodity choice, avoiding having to design new
graphs, while hoping that nobody would realize that these graphs ex
isted already?

– is it politically correct to “downgrade” graphs that are graphemes in
other languages into simple allographs of French graphemes? Why
should <ç> be considered as a fullright grapheme while |ţ| is merely
an allograph of <t>?

– in most cases the phonetic realization of allographs is close to that
of the “base” grapheme, but in some cases it is bluntly wrong: |þ|,
|ґ|, |ſ|, |ὗ|, |ɵ| are not phonetically contiguous to <p>, <r>, <f>
and <v>, <o>: is the visual resemblance sufficient to establish a
grapheme/allograph relationship?

– Alain Damasio is an antiglobalization activist, but isn’t the choice of
using these allographs ironically at the opposite of his convictions?
He takes graphs from several cultures in the world, downgrades them
to purely visual ersatzes of his own language’s graphemes, and in
cludes them, without any distinction, into a graphetic soup where
their origin is completely dissolved. Isn’t that exactly what multina
tionals are doing with products from thirdworld countries?

3.18. Breaking RULEƒ6: Ateji

The traditional function of interlinear annotation in Japanese is to pro
vide reading glosses (furigana) to kanji characters. Ateji in the sense
of Lewis (2010) and Melander (2016), is the “pairing of kanji and fu
rigana that has a different meaning”. In other words, ateji is a non
standard use of interlinear annotation to produce more meaning than
just phonetic information. Melander (ibid.) subdivides the use of ateji
into five categories: translative (“where the translation for the spoken
word written in the furigana is provided in the kanji”), denotive (“in
which a proper noun is given in the kanji while the pronoun actually
spoken by the characters is given in the furigana”), constrastive (“when
two different Japanese words are combined in order to give rise to new
nuances which neither of the words express by themselves”), transla
tive/contrastive (“the words used in the rubi are of foreign descent,
but do not exhibit a onetoone correspondence with the word being
glossed”) and abbreviative/contrastive (“a means of abbreviating longer
words (often terminology) that are too awkward to keep repeating all
the time in the story”).

The Japanese author Dempow Torishima 酉島伝法 (1970–) uses con
trastive ateji in his novel皆勤の徒 Sisyphean (2011).
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Here are some examples (we will use letters A,B,C, . . . to denote kanji
characters in order to explore their combinations):

– <
せいぞうぶつ
製臓物>: If 製臓物 is ABC, then BC 臓物 has the “entrails” meaning.

The rubi せいぞうぶつ /seizoubutsu/ is the phonetic representation
of AB′C製造物 “product”. By combining the semantics of AB′C and of
BC we get “artificially produced entrails”.
In the English translation of Sisyphean this syntagm is translated by
the neologism synthorganic.

– <
れいちょうるい
隷重類>: ABC 隷重類 has the “heavilyburdened slave genus” mean

ing (A stands for “slave,” B for “heavy” and C for “genus”). The rubi
れいちょうるい /reichourui/ is the phonetic representation of A′B′C霊
長類 “primates” where A′ stands for “superior” and B′ for “leader”. By
combining the semantics of ABC and of A′B′C we get “slave primate”.
In the English translation this syntagm is translated by the neologism
subordinape.

– <
けっかんもどき

皿菅>: No Japanese word can be associated with the reading of皿菅.
The first part of the rubi けっかん /kekkan/ can have the meanings
“blood vessel” (血管), “fault” (欠陥) and “missing volume” (欠巻). The
second part, もどき /modoki/ has the meaning of “ersatz” or “imita
tion”.
血管 is graphically close to 皿菅, we can consider the latter as being
a “simpler imitation” of the former. Therefore we can consider that

the first meaning of けっかん is meant and hence we obtain for
けっかんもどき

皿菅
the semantics of “an imitation of blood vessel”.
In the English translation the syntagm has been translated by blood
sedge.
As we see, Torishima goes well beyond contrastive ateji by creating

semantic puzzles that the reader has to solve by going back and forth
between base characters, their meanings and readings, and rubi.

3.19. Breaking RULEƒ7: Use of Interlinear Annotation

Interlinear annotation is very rarely used in fiction. Here are three ex
amples of quite different natures:
1. asymmetric annotation, where the base is main text and where anno

tation takes the visual form of an exponent and functions as a context
marker (§3.19.1);

2. asymmetric annotation, where the base is main text and where anno
tation is a separate line (in smaller graphs) and functions as a discur
sive thread that runs parallel to the main text thread (§3.19.2);
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3. symmetric annotation, where the base and annotation are equally im
portant, displayed like a mathematical fraction and functioning as
simultaneous utterances in an alien language (§3.19.3).

3.19.1. The Demolished Man

Again in The Demolished Man, Alfred Bester uses the following graphetic
construction:

The |S.O.S.| annotation of the word “Canapés” gives the context of the
utterance, namely Linc desperately asking for help. In oral communi
cation this information would have been provided by prosody and in
multimodal communication by a gesture. In some sense this type of an
notation is very similar to contrastive atejis: a single word is annotated
and the annotation contributes to the meaning of the base.

3.19.2. Libro de Manuel

The wellknown Argentinian author Julio Cortázar (1914–1984) wrote
a political novel, entitled Libro de Manuel (1973), which, incidentally, he
called “the worst of his books”.

In this novel he uses twenty interlinear annotations, concentrated in
eight pages and expressing the thoughts of the narrator. These thoughts
are uttered simultaneously to the main text but are discursively mostly
independent of it.

Here is an example: on p. 130, there is annotation formulating a
doubt about the “full moon” (no full moon, or anything related to it,
appears yet in the main text):

para que no se le ocurriera soltar un graznido telefónicam
¿Por qué la luna llena?
ente inquietante

para el alborotado Oteiza que en cinco minutos arregló

On page 131 the same doubt arises again:

pensar un poco en eso que estaba esperando en la otra punta, ir poniendo

d
¿Por qué la luna llena?
esde ya la cara de veterinario consciente de su importante misión

On page 133 the full moon appears at last in the text, while the narrator
has changed his mind as “the moon wasn’t full in the first place”:
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entre las sombras de una calle llena
lo mejor no había luna, haría mejor en pensar en el discurso
de agujas y amenazas, aullando histéricas

sin saber de qué, de luna llena y carnaval

This graphetic method is unique in Cortázar’s work. He manages to es
tablish a feeling of intimacy, since annotation gives the impression of
accessing the narrator’s deepest thoughts, while the main text is unfold
ing. It is also a nice reading exercise, since the reader has to process two
discursive threads simultaneously, knowing that the first is formal and
wellstructured, and the second is spontaneous and impulsive.

3.19.3. Embassytown

In the already mentioned novel Embassytown, China Miéville describes
the communication attempts between humans and Ariekei, resulting in
the humans teaching the Ariekei how to use metaphors and how to lie.
To represent the Ariekei language in written form, Miéville uses an in
terlinear annotation method, where both parts are of equal importance
(and hence the same font size). To distinguish the two text flows that are
uttered simultaneously, Miéville uses the notation of mathematical fractions.
Weakland (2015, p. 83) states that this notation is “obviously meant to
recall Saussure’s graph of the linguistic sign,” but we reject this hypothe
sis: Saussure’s drawings (1995, p. 99, 158–162) contain a horizontal line
that separates the two sides of the sign, but these sides are of different
natures: the signified is represented on top and the signifier at the bot
tom. Furthermore Saussure’s notation does not imply temporality in the
horizontal direction since phonetic (and hence temporal) realization ex
ists only in the lower part (“image acoustique”). We rather consider this
graphetic method as belonging to the general category of interlinear an
notations, since it consists of text flows with common temporality.

Miéville uses 159 expressions in Ariekei language notation. At the
beginning these are Ariekei words: suhaill

jarr , kora
shahundi ,

suhaish
ko , etc.; syntagms:

shoash
to tuan ,

du kora eshin
u shahundi qes , etc.; or proper names: ez

ra ,
bren
dan ,

yl
syb , etc. At the end

of book, an Ariekan with the nickname Spanish Dancer starts speaking
English:

English (2011) German (2012) French (2016)
The Ariekei sifted the
datchips, listening with
disbelief at how they
heard what they heard.
That’s what I think.
Spanish Dancer re
mained bent, but its
eyes looked up at me.
Perhaps it knew now, in

Die Ariekei sichteten die
Datchips und lausch
ten ungläubig darauf,
wie sie hörten, was sie
hörten. Das ist es, was
ich glaube. Spanischer
Tänzer verharrte in
einer gebeugten Kör
perhaltung, doch seine

Les Ariékans ont passé
en revue les datapuces,
en s’écoutant avec in
crédulité entendre ce
qu’ils entendaient. C’est
du moins mon avis.
Danseuse Flamenca
restait penché, mais ses
yeux se dressaient vers
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ways it could not have
done before, that what
it heard from me were
words. It listened.
“Yes,” I said, “yes,”
and Spanish Dancer
cooed and, harmonising
with itself, said: “ yesyes .”
(p. 364)

Augen schauten zu mir
hoch. Vielleicht wusste
er nun auf eine Art und
Weise, wie er es zu
vor nicht vermocht hat
te, dass das, was er von
mir hörte,Wörter waren.
Er hörte zu.
»Ja«, sagte ich, »ja.«
Und Spanischer Tänzer
gurrte, brachte das, was
er äußern wollte, in Ein
klang mit sich selbst und
sagte: » ja

ja«.

moi. Sans doute savaitil
désormais, d’une façon
qui lui avait été fermée
jusquelà, que ce qu’il
m’entendait pronon
cer était des mots. Il
écoutait.
— Oui, aije dit. Oui.
Là, il a émis un roucoule
ment, puis, en harmonie,
a prononcé:
— oui

oui .

Once the first English word has been duplicated to become perceiv
able as a linguistic utterance by the Ariekans, Miéville uses the graphetic
method to introduce nuances, such as a question that is first uttered as
a pure question, and then a question uttered as half a question and half
a statement:

Spanish attracted my at
tention with its giftwing.
“ you are ready?
you are ready? ” It spoke to

me softly. I hesitated
and it spoke again.
“ are you?
you are ”. (p. 388)

Spanischer Tänzer zog
mit seinem Präsentflügel
meine Aufmerksamkeit
auf sich. » du bist bereit?

du bist bereit?« Er
redete leise zu mir. Als
ich zögerte, sprach er
erneut. » du bist es?

du bist es?«

Danseuse a attiré mon
attention avec sa don
aile.
— tu es prête?

tu es prête? atil de
mandé tout bas.
J’ai hésité et il a repris la
parole.
— tu l’es?

tu l’es .

(for some reason the German translation is missing this subtlety). With
the help of the main character, Avice, Ariekans learn metaphor use and
lying, which was previously a taboo in their culture. The following ex
cerpt illustrates their perception of metaphors:

Sometimes when Span
ish Dancer is talking to
me in my own language,
it doesn’t say metaphor

metaphor

but lie that truths
lie that truths , or

truthing
lies .

I think it knows that
pleases me. A present for
me. (p. 395)

Wenn Spanischer Tän
zer manchmal zu mir in
meiner Sprache redet,
sagt er nicht metapher

metapher ,
sondern Lüge die wahrheitet

Lüge die wahrheitet

oder wahrheitende
Lüge . Ich

glaube, er weiß, dass
mir das gefällt. Ein
Geschenk für mich.

Certaines fois, quand
il me parle dans ma
propre langue, il ne
dit pas métaphore

métaphore , mais
mensonge qui dit vrai
mensonge qui dit vrai ou
vérité

mensonge . Je crois qu’il
sait que ça me plaît. Un
cadeau qu’il me destine.
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In the last pages of the book, Ariekans discover that besides English,
there is also French (in the French translation it is Spanish and in the
German translation, again French):

The New Arıekeı were
astounded to learn that
Terre have more than
one language. I up
loaded French. “I, je.
I am, je suis,” I said.
Spanish Dancer was
delighted. It said to me,
“ je voudrais venir avec vous
I would like to come with you ”.

(p. 402)

Die Neuen Ariekei wa
ren erstaunt zu erfah
ren, dass TerreWesen
mehr als eine Sprache
haben. Ich lud Franzö
sisch hoch. »Ich, je; ich
bin, je suis«, erklärte ich.
Spanischer Tänzer war
offensichtlich sehr er
freut und sagte zu mir:

je voudrais venir avec vous
ich möchte mit Ihnen kommen .

Les Nouveaux Arié
kans ont été stupéfaits
d’apprendre que les
Terras ont plus d’une
langue. J’ai chargé de
l’espagnol.
— Je, Yo. Je suis, Yo soy,
aije expliqué.
Danseuse était aux
anges. Il m’a lancé:
— quisiera ir con ustedes

je voudrais aller avec vous

In the example above, the Ariekan speaks the two languages simulta
neously through its two speech organs. In the last sentence of the novel,
not only do Ariekans adopt the English name of Embassytown, but they
do it in a vertically commutative way, so that the last word of the book
is in fact its title, written in Ariekan duplicate form:

By Embassytown I mean
the city. Even the New
Ariekei have started
to call the city by that
name. embassy

town they say,
or town

embassy , or
embassytown
embassytown .

(p. 405)

Mit Botschaftsstadt
meine ich die ganze
Stadt. Selbst die Neuen
Ariekei haben angefan
gen, die Gastgeberstadt
mit diesem Namen zu
bezeichnen. botschafts

stadt
sagen sie: stadt

botschafts oder
botschaftsstadt
botschaftsstadt .

Par Légationville,
j’entends toute la cité.
Les Nouveaux Ariékans
euxmêmes se sont mis
à l’appeler ainsi. légation

ville ,
disentils, ou ville

légation , ou
légationville
légationville .

While the English and French versions are symmetric and can be in
terpreted as “the town of the embassy,” or “the embassy of the town,” the
German one is only partly so because of case: <botschafts> is genitive
and <stadt> nominative, so that either way (<botschafts

stadt > or <
stadt

botschafts>)
the meaning unambiguously remains “the town of the embassy”.

3.20. Breaking RULEá1 and RULEá2: Paragraphs of Unequal
Width or With Holes

Ollier’s Fuzzy Sets is full of cases of paragraphs with lines of unequal
width that form patterns, or with holes. Here are two consecutive pages
(p. 58 and 59):
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Wenotice that (a) in both cases the text is complete, so that there is no
obfuscation involved, contrarily to §4.1.3, and (b) Ollier’s hyphenation
method (see §3.8) is applied: when a word is hyphenated according to
rules, a hyphen is used (ten cases, with two exceptions: <é//gale> and
<in//st(ant)>), otherwise (sixteen cases), no hyphen is used.

3.21. Breaking RULEá3: Paragraph with Varying Leading

The young American author Jonathan Safran Foer (1977–) used many
graphetic methods in his novel Extremely Loud & Incredibly Close (2005),
among which a very impressive decrease of leading over a range of
12 pages, combined with line obfuscation by negative kerning so that
graphs are superposed (p. 273–284):
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Leading is reduced progressively as follows:

Page 273–274 275 276 277 278 279 280 281 282 283 284
Lines 38 38 40 41 42 42 46 55 73 88 ?

Height 153 151 150 151 151 149 151 152 146 140 131
(in mm)
Leading 11.5 11.3 10.7 10.5 10.2 10.1 9.3 7.9 5.7 4.5 ?
(in pt)

Obfuscation starts in the lower sixteen lines of page 281, the first two
lines of which are still legible and the rest, until the end of page 284, is
only typographic grey evolving to total black.

The text represents the last letter of the main character’s grandfather
to his son, a 9/11 victim, where he narrates how he met his grandson for
the first time and built a relationship with him. This graphetic method
is announced on p. 276 (while the leading decrease has already started)
when the main character’s grandfather asserts that:

There won’t be enough pages in this book for me to tell you what I need
to tell you, I could write smaller, I could slice the pages down their edges to
make two pages, I could write over my own writing, but then what?

The result is reminiscent of Zeno’s Paradox, as this paragraph contains
text of an infinite duration of time included in a finite amount of space,
so that the repetition of increasingly closer (“incredibly close,” as in the
novel’s title) signs evolves into solid black.

Sadokierski (2010, p. 109) compares page 284 with pages containing
a single word (depicting pages from the notebook the mute grandfather
is using to communicate):

The visual juxtaposition between this heavy ink and the whiteness of the
singleline daybook entries visualise the complexity of his [= the grandfa
ther’s] heartache. The unreadable mess of text represents the devastating
experience of facing his family, and their collective heartache, after years in
selfimposed isolation. Through this device, we share Thomas senior’s anx
iety and claustrophobia as his world becomes overwhelmingly emotionally
complex.

And Nørgaard (2019, p. 154) underlines the multimodality of the mes
sage:

The visual density is paralleled by a density of meaning, since Thomas
virtually tries to explain and make sense of everything in this chapter, and
emphasis is provided in that the “same” thing is conveyed through twomodes
at the same time.
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3.22. Breaking RULEá4: Lines with Different Sizes of Graphs

The novelMarabou StorkNightmares (1995) by Scottish author IrvineWelsh
(1958–) uses different graph sizes for dialogs and narrative text (p. 51):

This example also illustrates font family change (from serif to sans serif).
It is interesting to note that this example breaks another typographic
rule: although the sans serif font has a significantly smaller size, the
leading remains unchanged. The effect achieved by the author is a kind
of introvertism: narration visually dominates oral utterances by others,
and makes them seem secondary and without importance.

3.23. Breaking RULEá5: Lines w/ Graphs from Diff. Font Families

The following example is the climax of Jardin’s Le petit sauvage (p. 179):
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It is the moment when, during a storm, Alexandre enters the cave (a
metaphor of thematernal womb) and is transformed. The change occurs
between the sentences “The earth surrounds me and caresses me” and “I
feel that my inner voice is coming of age”. The 178 pages preceding this
location are set in a serif font family, the 79 following pages of the book
are set in a sans serif font. We don’t know whether the specific choices
of serif/sans serif font (Stempel Garamond and Futura Light) have been
made by Jardin himself, but these two fonts indeed have a strong histor
ical background: both were designed in Germany during the culturally
and ideologically intense Weimar Republic period, Stempel Garamond
(1925) as a tribute to Venitian humanist legacy and hence to bourgeois
establishment, and Futura (1927) as a revolutionary project in the spirit
of Bauhaus, a tribute to freedom and anticonformism (Haralambous,
2007, pp. 379, 399).

The paragraph takes the shape of the cave/womb, where the vertical
direction metaphorically represents both space and temporality: while
we read down the page we experience the character moving towards the
interior of the cave.

3.24. Breaking RULEá6: AllCaps (or SmallCaps) Lines

Using lines in allcaps or in smallcaps is a common graphetic method.
We will give three innovative examples of their use.

3.24.1. Sanctuary

In his short story Sanctuary (1954), the American author Daniel F. Ga
louye (1920–1976) describes the torture of being a telepath, unable to
block other people’s thoughts:

Here italics in parentheses denote telepathically perceived thoughts, in
side which upper case represents “sonic” salience.
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3.24.2. Journey’s End

The great American science fiction author Poul Anderson (1926–2001)
wrote the short story Journey’s End in 1957. Again the main character is
a telepath, Norman Kane. He empathically reads other people’s minds.
Towards the end of the story he receives, for the first time, a signal from
another telepath, a young girl. Before meeting physically they commu
nicate telepathically. This communication is set in italics without any
upper case letters, as if thoughts need no capitals to be structured. But
suddenly, when they finally meet, in a paroxysmal move, they exchange
their worst actions and memories, and thereby expose their dark sides
to each other. These “unspeakable thoughts” are set in small caps:

The idyllic situation is broken, the story ends with the antithesis of a
Hollywood happy ending: “A boy and girl went hand in hand. The
thought hung cold under the sky, a single thought in two minds.—get
out. i hate your bloody guts.—”.

3.24.3. Everything is Illuminated

Foer used the allcaps method (combined with italic style) in his novel
Everything is Illuminated (2002) to distinguish narration from synagogue
prayers and preaching (p. 19):
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In this excerpt the male synagogue attendees are captivated by the view
of female attendees sitting underneath them, in the basement of the
synagogue and separated from them by a glass floor. The sexually ex
plicit homophone <HOLEY> (the “hole in the holiest of prayers”) of
the word “HOLY” is emphasized (and hence typeset in roman) to un
derline its specificity and avoid considering it as a typo. Interestingly,
the French translation renders this sentence as <SEINS, SAINT, SAINT,
SAINTESTLE SEIGNEURDESARMÉES INNOMBRABLES!> without
any style change for the sexually explicit homophone word <SEINS>,
while the German, Italian and Dutch translations miss Froer’s inten
tions completely by avoiding the use of sexually loaded homophones in
the prayer.

3.25. Breaking RULEá7: Columns of Unequal Width

An example of this method is p. 169 of Claude Ollier’s Fuzzy Sets, where
text is typeset in two columns of unequal width. Only the first column
is part of the novel’s narration, while the second contains random text
in the style of a technical manual:

We can consider the second column paratext of the first, since it supplies
a context, probably the reading context of the main character wandering
through a space ship, gathering impressions and trying to understand
what is going on.

3.26. Breaking RULEá8: Columns With Independent Narrative
Threads

The dystopic novel Yama Loka Terminus. Dernières nouvelles de Yirminadin
grad (2008) written by French authors Léo Henry (1979–) and Jacques
Mucchielli (1977–2011) features a chapter (p. 99–115) that is entirely set
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in three equalwidth columns, containing three independent discursive
threads and describing events and situations occurring simultaneously.
Like in a movie scenario, we get three descriptions (called <piste>,
“track”) of the same event sequence, written in the same pace, so that
the time scale is the same for the three columns:

3.27. Breaking RULE‡1: Page Numbers Running Backwards

In Alain Damasio’s novel LaHorde du contrevent (2004), the first numbered
page carries number 700. It is an even page preceded by a numberless
chapter page, which we can assume of being page 701. Pages then run
backwards until the last page of the book, which, being even, is page 0.

3.28. Breaking RULE•1: Paragraphs of Different Colors

3.28.1. The Neverending Story

Michael Ende’s The Neverending Story was graphically conceived by de
signer and author Roswitha Quadflieg, who introduced a twocolor code
for text (see Ende, 1978 and Quadflieg, 2020). The entire book (we are
referring to the German 1987 pocket edition), except the book cover,
is printed in “rötlich” (“reddish,” as mentioned in the text, p. 212) and
“blaugrün” (“bluish green,” again in the text, p. 208) color (for simplicity
we will refer to these colors as “red” and “green”). (In the B&W version
of the current article, red color text has been set in bold face, and green
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color text in roman face, a compromise alreadymade by the French 1984
Pocket edition.11)

The red color denotes the “real world” of the protagonist, Bastian,
who is hiding in his school’s attic to read a book (which is autoreferential
of The Neverending Story). The green color denotes the action going on in
the imaginary world Fantastica.

In the figure below, the reader can see the distribution of red and
green text in The Neverending Story. The numbers on the horizontal axis
denote chapters:

0 1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 18 19 20 21 22 23 24 25 26

The beginning of the book is printed in red12 up to the moment when
Bastian starts reading the book (p. 18, just before the beginning of Chap
ter 1).

From then on, the book contents are printed in green and are in
terrupted by sections in red where Bastian hears the clock in the bel
fry striking and, for short moments, perceives his realworld situation.
Green and red colors are visually separated: they are always used on a
paragraph level, additional vertical space is added between paragraphs
of different colors, and the paragraph after the additional vertical space
is not indented.

Until p. 81, events in real and imaginary space follow two separate
narrative threads. Then begins interaction between the two worlds,
breaking the stereotype of the passive reader (p. 81):

Ygramul fühlte plötzlich, daß sich ihr etwas näherte. Sie fuhr blitzschnell
herum, und ihr Anblick war entsetzlich: Sie war jetzt nur noch ein riesenhaf
tes stahlblaues Gesicht mit einem einzigen Auge über der Nasenwurzel, das
mît einer senkrechten Pupille voll unvorstellbarer Bosheit auf Atréju starrte.
Bastian stieß einen leisen Schreckenslaut aus.
Ein Schreckensschrei hallte durch die Schlucht und wurde als Echo hin und
hergeworfen. Ygramul drehte ihr Auge nach links und rechts, um zu sehen, ob
da noch ein anderer Ankömmling war, denn der Junge, der wie gelähmt vor
Grausen vor ihr stand, konnte es nicht gewesen sein. Aber da war niemand.13

11. And apparently, according to Nørgaard (2009, pp. 141–142), “while still avail
able in the bookshop, most current editions of Ende’s novel are set in black type only.”

12. With the sole exception of page numbers that are green throughout the book,
probably because they belong to paratext.

13. At last Ygramul sensed that something was coming toward her. With the speed
of lightning, she turned about, confronting Atreyu with an enormous steelblue face.



Graphemic and Graphetic Methods in Speculative Fiction 321

Here the red word <Schreckenslaut> is immediately followed by a green
<Schreckensschrei>, denoting the simultaneity of the two events: “cry
of fear” in the real world vs. “cry of terror” in the imaginary world, the
former coming from the realworld protagonist Bastian, the latter from
an origin unknown to the other two characters in the scene, Atréju and
Ygramul. This event is the first breach in Bastian’s reality.

In the following chapters, interaction between the two narrative lev
els intensifies until, on page 214, the change of color occurs in the
same logical paragraph (but in different γparagraphs), bringing the two
worlds even closer (p. 214):

Aber die tiefe Stimme des Alten vom Wandernden Berge fuhr fort, zu er
zählen,
und Bastian konnte nichts dagegen tun. Er hielt sich die Ohren zu, aber es
nützte nichts, denn die Stimme klang in seinem Inneren. Obwohl er längst
wußte, daß es nicht so war, klammerte er sich noch an den Gedanken, daß
diese Übereinstimmung mit seiner eigenen Geschichte vielleicht doch nur
ein verrückter Zufall war,
aber die tiefe Stimme sprach unerbittlich weiter,
und nun hörte er ganz deutlich, wie sie sagte:
»…Manieren hast du nicht für fünf Pfennig, sonst hättest du dich wenigstens
erst mal vorgestellt.«

»Ich heiße Bastian,« sagte der Junge, »Bastian Balthasar Bux.«14

where the five graphical paragraphs contain in fact sentences cross
ing paragraph boundaries and color changes. The intrasentential color
switch gives the impression of going back and forth between the two
worlds using the commas placed at line ends as switches. It is interest
ing to note that there is a pragmatic inversion: Bastian hears the voice
while in red (in the real world) and speaks while in green (the imaginary
world).

Her single eye had a vertical pupil, which stared at Atreyu with inconceivable mali
gnancy.
A cry of fear escaped Bastian.
A cry of terror passed through the ravine and echoed from side to side. Ygramul turned
her eye to left and right, to see if someone else had arrived, for that sound could not
have been made by the boy who stood there as though paralyzed with horror.

14. But the deep, dark voice of the Old Man of Wandering Mountain went on,
and there was nothing Bastian could do about it. He held his hands over his ears, but
it was no use, because the voice came from inside him. He tried desperately to tell
himself—though he knew it wasn’t true—that the resemblance to his own story was
some crazy accident,
but the deep, dark voice went on,
and ever so clearly he heard it saying:
‘Where are your manners? If you had any, you’d have introduced yourself.’ ‘My name
is Bastian,’ said the boy. ‘Bastian Balthazar Bux.’
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A few paragraphs later, Ende uses ellipsis as a switch between the two
worlds (p. 215):

Und hier fing alles wieder von vorne an—unverändert und unabänder
lich—und wiederum endete alles bei der Begegnung der Kindlichen Kaise
rin mit dem Alten vom Wandernden Berge, der abermals die Unendliche Ge
schichte zu schreiben und zu erzählen begann…
…und es würde in alle Ewigkeit so fortgehen, denn es war ja ganz unmöglich,
daß etwas sich am Ablauf der Dinge ändern konnte. Nur er allein, Bastian,
konnte eingreifen.15

Once again we have a pragmatic inversion: the sentence “and so it would
go on for ever and ever,” which refers to the recursive nature of the nar
ration, is printed in red, probably signifying that Bastian accepts the
logical paradox as his own reality.

The tension is growing, and a few lines further Ende uses a very in
genious graphetic method (p. 216):

Im selben Augenblick geschahen mehrere Dinge zugleich.
Die Schale des großen Eis wurde von einer ungeheuren Gewalt in Stücke
gesprengt, wobei ein dunkles Donnergrollen zu hören war. Dann brauste ein
Sturmwind von fern heran
und fuhr aus den Seiten des Buches heraus, das Bastian auf den Knien hielt,
so daß sie wild zu flattern begannen.16

Ende describes a storm wind that starts in the imaginary world (in
green), crosses the gate between the two worlds (the book) and blows
from the book’s pages into the real world (in red). The sentence is bro
ken into two γparagraphs (and two colors) without any punctuation,
in order to increase the impression of simultaneity. The verb “fahren”
(“to drive”) used to describe the wind’s movement in the real world is
unusual, and reminiscent of a verse of a Brahms’s Lied: “Der Wind fährt
seufzend durch die Nacht” (“The wind goes sighing though the night,”

15. At that point the story began all over again—unchanged and unchangeable—
and ended once again with the meeting between the Childlike Empress and the Old
Man ofWanderingMountain, who began once again to write and tell the Neverending
Story…
…and so it would go on for ever and ever, for any change in the sequence of events
was unthinkable. Only he, Bastian, could do anything about it.

16. In that moment several things happened at once.
The shell of the great egg was dashed to pieces by some overwhelming power. A rumb
ling of thunder was heard. And then the storm wind came roaring from afar.
It blew from the pages of the book that Bastian was holding on his knees, and the
pages began to flutter wildly. Bastian felt the wind in his hair and face. (The English
translation splits the sentence “Dann brauste ein Sturmwind … zu flattern begannen”
into two sentences, spoiling the graphetic effect of the original German text.)
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poetry by Emanuel Geibel). This is the only place in the book where the
change between colors is intrasentential and without punctuation.

The second part of the book is entirely typeset in green, with a sin
gle exception (the thin line between labels 14 and 15 in the diagram of
p. 320) (p. 240):

Der Sandhügel, auf dem Bastian gerade stand, war ultramarinblau. Durch
ein kleines Tal von diesem getrennt, lag eine feuerrote Düne. Bastian ging zu
ihr hinüber, schöpfte mit beiden Händen von dem roten Sand und trug ihn
zu dem blauen Hügel. Dann streute er auf den Seitenhang eine lange Linie.
Er ging wieder zurück, holte neuen roten Sand und das tat er immer wieder.
Nach einer Weile hatte er drei riesengroße rote Buchstaben auf den blauen
Untergrund gestreut:

B B B
Zufrieden betrachtete er sein Werk. Dieses Zeichen konnte niemand überse
hen, der die Unendliche Geschichte lesen würde. Was auch immer nun aus
ihm werden mochte, man würde wissen, wo er geblieben war.17

We have here another graphetic method: In the sand, Bastian draws his
initials, which belong to the real world and therefore have to be red.

The climactic moment of the book is Bastian’s return to the real
world, and there again Ende uses an ingenious graphetic method to in
crease its dramatic effect (p. 475476):

Bastian warf sich in sie hinein—und stürzte ins Leere.
»Vater!« schrie er, »Vater!—Ich—bin—Bastian—Balthasar—Bux!«

»Vater! Vater!—Ich—bin—Bastian—Balthasar—Bux!«
Noch während er es schrie, fand er sich ohne Übergang auf dem Speicher

des Schulhauses wieder, von wo aus er einst, vor langer Zeit, nach Phantásien
gekommen war.18

Between his fall into emptiness and the reappearance of the school attic,
the transition is given by Bastian’s cry, printed in two different colors.

17. The sand hill where Bastian was standing just then was ultramarine blue. And
separated from it by a narrow cleft there was a fieryred dune. Bastian crossed over
to it, gathered up sand in both hands and carried it to the blue hill. Then he strewed
a long line of red sand on the hillside. He went back, brought more red sand, and
repeated the operation. Soon he had fashioned three enormous red letters against the
blue ground:

B B B
He viewed his work with satisfaction. No reader of the Neverending Story could fail
to see his message. So whatever happened to him now, someone would know where
he had been.

18. Bastian […] flung himself into the empty darkness beyond.
“Father!” he screamed. “Father! I—am—Bastian—Balthazar—Bux!”
“Father! Father! I—am—Bastian—Balthazar—Bux!”
Still screaming, he found himself in the schoolhouse attic, which long, long ago he
had left for Fantastica.
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By writing the same graphemic sentence twice (except for the incise
“schrie er,” “he shouted”), we can assume that there has been only a sin
gle cry, emitted in both worlds simultaneously (as a person experiencing
two realities simultaneously when awakening from a dream).

In the first transition (from the real world to Fantastica) the trigger
was a storm wind, i.e., a natural element, independent of Bastian’s will.
The second transition the trigger is Bastian’s cry during his fall into
emptiness. The change of color gives a dramatic depth to this transition,
which sympathetically restores the reader’s equilibrium.

The efficiency of color change is acknowledged among other schol
ars by Nikolajeva (1990), who states in her study of The Neverending Story
based on Propp’s structuralistic theory of morphology of tales (Propp,
1968), that

Incidentally, […] insertions, marked by a different print color, are much
more numerous thanmost readers would guess. When asked, most people say
there are 1215; there are actually fortyeight of them. I find this fact worth
mentioning because it shows how skillfully Michael Ende has interwoven the
two seemingly independent stories.

We found two more speculative fiction works using color to make
meaning, we will briefly describe them in the following sections.

3.28.2. The Strange Library

The most famous contemporary Japanese author, Haruki Murakami
(1949–) wrote a novella for children, called The Strange Library (2005).
This novella has many points in common with Ende’s The Neverending
Story: again it is a boy who, returning from school, visits, not a bookstore
but a library, where three books are given to him to read. In his adven
ture, he meets a girl, whose “vocal cords were destroyed when [she] was
little” (a reference to his most famous novel, 1Q84) and so she commu
nicates with him “with her hands”.

Marakami uses blue color for the girl’s utterances (replaced by bold
in the B&W version of this paper):

It’s a fine moon, she said to me. Tomorrow it will be the new moon, and
the sky will be dark.

“We must feed the parakeet,” I said.
Didn’t you feed the parakeet a little while ago? she asked.
“You’re right, I did,” said the me that was Ibn Armut Hasir.
The girl’s silken body glinted in the light of the razorthin crescent moon.

I was spellbound.
It’s a fine moon, she repeated. The new moon will shape our destinies.
“That would be terrific,” I said.
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The use of color underlines the boy’s supernatural ability of under
standing a voiceless girl communicating “with her hands”. It is com
bined by the absence of doublequotes, which can be interpreted as
markers of “real speech,” while the girl probably communicates tele
pathically or in some other mysterious Murakamian way. It should be
noted that none of the other translations we examined (German, Span
ish, French, Italian and Turkish) use blue color like the Japanese and
English versions. Instead of color, here is what these versions use to
distinguish the narrator’s utterances from those of the voiceless girl:

language narrator voiceless girl

Japanese (2005) quotes「」 quotes〈〉
German (2013) roman, quotes » « italics
English (2014) roman, quotes “ ” roman, blue color
Spanish (2014) roman, emdash roman, quotes « »
French (2015) roman, emdash italics, quotes « »
Italian (2015) roman, emdash roman, quotes « »

Turkish (2016) roman, quotes “ ” roman, angular brackets < >

There are 26 segments in blue color, distributed in the following way
(numbers denote chapters):

1 2 3 4 5 6 7 8 9 10 11 12 13 14 15 16 17 18 19 20 21 22 23 24 25 26

3.28.3. David Feldts efterladte papirer

As mentioned in Nørgaard (2019, pp. 101–104), in his novel David Feldts
efterladte papirer (“David Feldt’s leftover papers,” 1997), the Danish author
Mads Brenøe (1968–) uses blue color to represent writings by a second
personality of the (schizophrenic) narrator. In this second personality
he is a man letting the woman he loves starve to death (blue color rep
resented by bold face in the B&W version of this paper):

Original Danish (1997) Translation by Nørgaard (ibid., p. 103)
Pennen var usædvanlig god at skrive
med. Som forudset gjorde den lille
drejning i skaftet, at den nærmest af
sig selv føjede sig ind i min hånd.
Som var jeg skabt til netop at holde
denne pen og ingen andre.

The pen was incredibly nice to write
with. As expected, the little curve of
the holder made it fit into my hand
almost by itself. As had I been made
to hold exactly this pen and no other.
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Men så læste jeg, hvad der stod på pa
piret. Håndskriften var min, ingen
tvivl om dét, men ordene havde jeg
aldrig set før:
Vand kan hun tåle, men det er også alt.
Kun vand. Da det gik op for mig, tog
jeg mine forholdsregler, sørgede for, at
hun ikke ved et uheld skulle komme til
at gøre sig selv ondt.

But then I read the text on the paper.
The handwriting was mine, no doubt
about that, but the words I had never
seen before:
Water she can stand, but that is all.
Only water. When I realised that, I
took my precautions, made sure that
she would not harm herself by acci
dent.

In this excerpt the narrator realizes that when he uses a specific
golden fountain pen, his other personality is revealed. As Nørgaard
(2019, p. 104) concludes:

The use of the distinctive feature of color for the realization of the two
narratives combined with their increasing interrelatedness helps construct a
significant aspect of the meaning of the novel, i.e., the possible schizophrenic
nature of Feldt’s psyche and the likelihood that he is, in fact, the man who
kills the woman by starving her to death.

There are 18 segments in blue color, distributed in the following way:

3.29. Breaking RULE•2: Paragraphs of Different Graph Size

Jardin, in the Le petit sauvage, changes font size at the paragraph level to
increase the stress of the main character being propelled on scene by
a harsh wheelchaired manager, in front of hundreds of “pairs of eyes”
(p. 221):
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Here, font size is correlated with perceptual salience (as mentioned in
the excerpt: “the projectors blind me and increase the perception I have
of my body”).

3.30. Breaking RULE•3: Paragraphs of Different Font Family

In the same novel, Jardin changes font family to underline the difference
between two characters in a dialog (p. 222):

While the main character, and narrator, keeps the same Futura Light as
elsewhere in the second part of the book, the lines of the other charac
ter, a ruthless cabaret manager, are set in Stempel Garamond Bold Con
densed Italic. The interjection <Câlice!> is typical of Quebécois French
and leads the reader to imagine this line pronounced with Canadian ac
cent, a fact that further justifies the change of font.

3.31. Breaking RULE˜1: Immoderate Use of Footnotes

Footnotes are only sparsely used in fiction: they may be encountered in
translations to either give additional information on the cultural back
ground of some excerpt, or to indicate that a given part of the text is
originally written in the language of the translation. James G. Ballard
(1930–2009), a British novelist known for his carcrash sexual fetishis
tic novel Crash, wrote a 18word experimental story entitledNotes Towards
a Mental Breakdown (1976) in which every word carries a footnote mark:
the real story is contained in the 18 footnotes. Here is the full story with
the first footnote:

A1 discharged2 Broadmoor3 patient4 compiles5 ‘Notes6 Towards7 a8 Men
tal9 Breakdown10’, recalling11 his12 wife’s13 murder14, his15 trial16 and17 exon
eration18.

1. The use of the indefinite article encapsulates all the ambiguities that surround the
undiscovered document, Notes Towards a Mental Breakdown, of which this 18word synopsis is
the only surviving fragment. Deceptively candid and straightforward, the synopsis is clearly
an important clue in our understanding of the events that led to the tragic death of Judith
Loughlin in her hotel bedroom at Gatwick Airport. There is no doubt that the role of the still
unidentified author was a central one. The selfeffacing <A> must be regarded not merely
as an overt attempt at evasion but, on the unconscious level, as an early intimation of the
author’s desire to proclaim his guilt.
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Formally the story has the structure of a scholarly text with commentary
footnotes, but in fact, as the text per se is ridiculously short, it is solely
through the footnotes that the reader has access to the story line.

The, very Oulipean in nature, rule of assigning a footnote to every
word, including grammatical words such as articles, pronouns, and con
junctions, mocks the scholarly processes of annotation and commentary
and forces the reader to follow a zigzag reading strategy between main
text and notes, constantly turning pages back and forth.

This story inspiredMurry C. Christensen, who created a “hyperbook”
(a decade before the invention of the Web) based on Max Ernst’s and
Paul Eluard’s Une semaine de bonté (a surrealistic collage novel from 1934).
It also inspired the Portuguese music group Iurta (dark ambient and
industrial act) so that its first album carries the name of the story.

3.32. Breaking RULE•4: Allograph Variation Between Paragraphs

Gahan Wilson (1930–2019) was an American author and cartoonist,
known for his cartoons in Playboy and The New Yorker. In 1972 he exper
imented with the use of image as part of text. He called his story < >

(no phonetic rendering of this grapheme is given). Not only does this
grapheme appear throughout the story, but its graph actually grows like
a living creature. Here are the sixteen occurrences of the grapheme in
the story, together with their functions:

(1) p. 12, centered between two
γparagraphs.
(2) p. 13, centered between two
γparagraphs and (3) inline, as a
noun.
(4) p. 14, inline, as a noun. End of
sentence without period.
(5) p. 14 centered between two
γparagraphs and (6) inline, as a
noun.
(7) p. 14 centered between two
γparagraphs and (8) p. 15, inline,
as a noun.

(9) p. 17, centered between two
γparagraphs, introduced by a
colon, and (10) centered between
γparagraphs but grammatically
in the sentence, as a noun.
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(11) p. 17, centered between two
γparagraphs, introduced by a
colon, and (12) p. 18, centered
between γparagraphs but gram
matically in the sentence, as a
noun.

(13) p. 19, centered between two
γparagraphs.

(14) p. 20, centered between two
γparagraphs, introduced by a
colon and (15) p. 21, centered
between two γparagraphs but
grammatically in the sentence, as
a noun.

(16) p. 22, centered after the last
γparagraph.

Allograph (16) appears after the following closing line:

“That’s right, Archie,” he said, the door swinging open, all unnoticed, be
hind his back. “The thing’s a carnivore.”
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In the Introduction to the story, Ellison (1972, p. 10) gives more infor
mation on its origin:

When it came time to assemble this book, I contacted Gahan and sug
gested he invent a whole new kind of story, a combination of words and pic
tures in which one could not survive without the other. A verbalization, as
it were, of the peculiarly Gahanoid humor seeping (one might even venture
festooned) from his cartoons. I said it could be possibly termed a “vieword”
story. Gahan liked the sound of the word, and what he contributed follows.

The author adds the following in the Afterword to his story (p. 23):

[…] Ellison has coined “vieword” to describe the storytelling technique em
ployed in , and I suppose that will do (after all, it is his collection) until
the literary historians come up with something maybe a little classier. The
vieword approach is an attempt to expand the panel cartoon, which is a com
bination of a visual impact and words. In a panel cartoon the drawing does
not illustrate the caption, nor does the caption explain the drawing. They are
interdependent parts of one thing. The comic strip is one way of trying to
develop the one shot impact of a panel cartoon, the vieword is another.

I have always thought, and I guess my work shows it, that this picture
word medium lends itself to the fantastic grotesque, and is nothing if not
fantastically grotesque. I enjoyed very much writingdrawing it, and I hope
that you enjoyed readingseeing it.

The “vieword” < > is used both as a syntagm and as a complete cen
tered paragraph. Having allographs to simulate the evolution of a liv
ing creature is a unique grapholinguistic curiosity and a nightmare for
librarians: has not yet been proposed for insertion in Unicode and
even if this happens, the odds of it being accepted are thin. In Gahan
Wilson’s Wikipedia page of Gahan Wilson, the character 0x25cf black
cırcle is used as an ersatz, since < > definitely lacks the property of
being a circle.

3.33. Breaking RULEŸ2: Pages with Different Background Color

Starting with p. 249, the last 9 pages of Jardin’s Le petit sauvage are printed
as white text on black background. Here is the transition from white to
black background (p. 248 and 249):
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The goal of this graphetic method is to illustrate the narrator’s total
blindness, caused by a brain tumor and leading to his death on page 251
(pages 252–256 contain no text and page 257 contains a tombstone in
scription: <CIGÎT LE PETIT SAUVAGE (1962–2001)> (“Here lies Pe
tit Sauvage (1962–2001)”).

3.34. Breaking RULEó1: Physical vs. Logical Order of Subdivisions

3.34.1. Nous rêvions d’Amérique

In his novella Nous rêvions d’Amérique (2016) (see also §3.10), Thomas Day
numbers chapters in inverse order. The text narrates the journey of the
Native American Hoijer to San Francisco, culminating with a mass mur
der at an NRA convention, so that the chapter numbers act as a count
down. The mass murder occurs in Chapter 1, which is not last since
the novella ends with an idyllic Chapter 0, in which Hoijer invites all
his beloved and friends, living or dead, to a barbecue on “sacred land,”
probably his last thoughts before his brutal death at the convention.

3.34.2. The Curious Incident of the Dog in the NightTime

In The Curious Incident of the Dog in the NightTime, Mark Haddon uses prime
numbers to enumerate chapters. Chapter numbers range from 2 (the
first prime number) to 233 (the fiftyfirst prime number). This number
ing choice is explained in the text (p. 14):
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Chapters in books are usually given the cardinal numbers 1, 2, 3, 4, 5, 6
and so on. But I have decided to give my chapters prime numbers 2, 3, 5, 7,
11, 13 and so on because I like prime numbers.

This quote is followed by a description of Eratosthenes’ sieve, and finally
the conclusion of the chapter, which is the real explanation of the choice
of prime numbers (p. 1):

I think prime numbers are like life. They are very logical but you could
never work out the rules, even if you spent all your time thinking about them.

Interestingly the choice of using the “very logical” prime numbers
brings some uncertainty to the fact that “Chapter 2” is necessarily the
first chapter: indeed, until about a century ago, it was unclear which one
among numbers 1, 2 and 3 ought to be considered as the smallest prime
(Caldwell and Xiong, 2012). Fortunately the narrator of the novel, suf
fering from pervasive developmental disorder, is not aware of this fact
that could easily shake his already fragile Weltanschauung.

3.34.3. Dragon

In his novel Dragon (2016), Thomas Day goes one step further and uses
significantly different physical and logical orders for the 33 chapters of
the novel. In the following diagram, the horizontal axis represents pages
of the printed book and the vertical axis the logical order of chapters:
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The story is about two individuals: a killer of childabusers in
Bangkok, endowedwith invisibility superpowers, and a police detective
chasing him—the latter finally taking the place of the former. Chapter 1
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(physically in the middle of the book) explains the given name of the
detective (“Tannhäuser”), Chapter 2 (physically at the end of the book)
is a fairytale about dragons the father of the assassin was telling him in
his childhood, Chapter 3 is about the sexual preferences of the detective,
Chapter 4 about the killer’s first attack, and in Chapter 5 the chief of the
police calls the detective to inform him about the attack. As we see, the
logical order is actually the chronological order of events.

The particularity of this book with respect to other books with alter
native reading orders is that, besides the numbers assigned to chapters,
no further explanation or instruction is given to the reader.

3.35. Breaking RULEŸ5: Blank Pages

3.35.1. Nudism

An iconic example of the use of blank pages as graphemic method can
be found in Jean Cocteau’s movie Orphée (1950) where “Le Monsieur”
(Henri Crémieux) is showing Orphée (Jean Marais) a booklet carry
ing the title Nudisme, a collection of poems by Jacques Cégeste (Édouard
Dermit), all pages of which are blank (p. 17):

Orphée: Je ne vois que des pages blanches.
Le Monsıeur. – Cela s’appelle: «Nudisme».
Orphée. – Mais c’est ridicule…
Le Monsıeur. – Moins ridicule que si ces pages étaient couvertes de textes
ridicules. Aucun excès n’est ridicule! Orphée… votre plus grave défaut est de
savoir jusqu’où on peut aller trop loin.19

19. Orpheus.—Every page is blank.
Le Monsıeur. – It’s called “Nudism.”
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As states Dworkin (2013), in his excellent analysis of emptiness in art:

Given the title, Orpheus might have expected a plainspoken or unartificed
poetry, something in the style of an unornamented genus humile or genus tenue,
but Cégeste has stripped away not just the rhetoric of a particular mode but
any visible language at all. The work lays bare (mise à nu) the page itself: the
physical facture of the book as an object; the substrate of print, the typical
technological support of poetry at midcentury.

Other authors consideredNudisme as an attempt to poke fun at the avant
garde, or as a Dadaist joke. Others again see in it the influence of Marcel
Duchamp, or the influence of John Cage’s Lecture on Nothing performance
(1948). We consider it to be themost extreme case of graphemicmethod:
the total absence of graphemes.

3.35.2. You Shall Know Our Velocity

In his debut novel You Shall Know Our Velocity (2002), the American writer
Dave Eggers (1970–) intersperses three empty pages (p. 157159) into
the narration of a big jump of a boat on a stormy sea:

The boat was skipping and then there would be a larger wave, or we would
hit a regular wave a certain way, and the pause between when we became
airborne

[3 empty pages]

and WHACK when we landed we landed like a cannon and I clenched my
teeth—bambambam—for the aftershocks and I looked to Hand and the old
man for a commiserative glance—what the fufufuck?—but no one wanted to
share.

156 157 158 159 160

Orpheus. – It’s absurd.…
LeMonsıeur. – Less absurd than if it were full of absurdwriting. No excess is absurd.
Orpheus… your gravest fault is knowing how to get away with going too far.



Graphemic and Graphetic Methods in Speculative Fiction 335

According to Sadokierski (2010, p. 171),

The execution of this break is particularly effective because it starts to
ward the bottom of the first page, soars across the facing page, the double
page spread, then comes back down to almost where it started. Our eyes are
forced to follow the trajectory of the boat. Whether this is a typographic de
vice (an absence of typography) or an illustrative device (a presence of white
space) is debatable but irrelevant for the purposes of the argument here—this
device allows us to share the velocity of one of the few moments in the novel
that Will [the main character] experiences pure exhilaration.

We can add, in the spirit of van Leeuwen’s (2006, p. 146) ‘experien
tial metaphor’, that it is not only the eyes that follow the trajectory of
the boat, but that the movement of rapid page turning (rapid since the
intermediate pages are empty) is a dynamic 3dimensional metaphor of
the boat’s jump, where the edges of pages becomes crests of the waves.
It also produces an impression of acceleration as the reader momen
tarily increases the reading pace, and this graphemic method is sim
ilar to Foer’s decrease of leading and blackening of page in Extremely
Loud & Incredibly Close (§3.21), where time seems to slow down and stop.
Graphemic/graphetic methods can act on reading speed, their effect on
the reader’s physiology and reading experience is a vast domain that still
remains to be explored.

4. Obfuscation

In the previous sections we have defined an ontological model of the lit
erary text (specific to the prose genre) andwe have given examples of ex
ceptions to these rules. In this section we will concentrate on a process
for which authors have invented many graphetic methods, namely obfus
cation.

Here is a simplistic classification of graphetic methods used for ob
fuscation (references 4.1.1, … correspond to examples given below):

obfuscation

recoverable

symbolic

(4.3)

algorithmic

nondeterministic

(4.2.3)

deterministic

(4.2.2)(4.2.1)

unrecoverable

… (4.1.7)(4.1.1)
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We consider two main categories of methods: unrecoverable obfuscation,
where information is hidden from the reader, and recoverable obfuscation,
where the reader can recover the hidden information more or less easily,
or where the information is not really hidden and obfuscation is only
hinted at. In the following sections we provide examples illustrating
the twelve cases from the diagram.

4.1. Unrecoverable Obfuscation

4.1.1. The People of Paper

The American author of Mexican descent Salvador Plascencia (1976–)
has used black areas in his fantasy novel The People of Paper (2005) to
represent a thoughtshielding technique used by an infant (Baby Nos
tradamus) to protect other characters from the influence of Saturn. In
the following excerpt, another character, Apolonio, trains Baby Nos
tradamus to shield thoughts (p. 160):

The blackenedout shape covers exactly the paragraph quoted above.
The following consecutive odd pages show the growing effect of Baby
Nostradamus’s shielding technique (pp. 187, 189, 191):
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Thoughtshielding is so efficient that on page 191 only the paratextual
information providing the narrator names is visible to the reader (and
hence also to Saturn).

4.1.2. L’enchanteur

One of the last works of the greatest French sciencefiction author, René
Barjavel (1911–1985), is the fantasy novel L’Enchanteur (1984) based on
the saga of the Quest of the Holy Grail. When, towards the end of the
novel, Guenièvre and Lancelot finally are about to engage in intercourse,
he provides a textual equivalent of the cinematographic trope of a door
being closed during a sex scene (p. 342):

Alors laissons Guenièvre et Lancalot murmurer, balbutier, chanter leur
amour, leur folie, leur éblouissement. La porte s’est refermée. Éloignons
nous en silence...20

followed by the blank page displayed on the
left (p. 343), carrying the inscription “IN
SIDETHIS BLANK PAGEGUENIÈVRE AND
LANCELOT LOVE EACH OTHER.” where
the French term for “blank page” is actually
“white page” (the archaic meaning of “blank”)
and white is the color of innocence and pu
rity. This is a special kind of obfuscation
since the existence of obfuscated text is not
even alluded, what is hidden is the action
happening during the time the reader would
take to read this page. The page is tran
scended: from surface it becomes volume
(“À L’INTÉRIEUR DE CETTE PAGE” liter
ally means “in the interior of this page,” sug
gesting the page is a room, the door of which
has just closed, leaving the reader outside).
The author could very well end the chapter
with p. 342 as the suspension points trigger

imagination and information enough has been given about what is hap
pening. But Barjavel has chosen to add this page in order to use a “doc
umentary trope”: the sentence is reminiscent of TV reporters report
ing events happening in a closed locus behind them, events inaccessible
to the spectator but trustworthy since the narrator/reporter is physi
cally close to the location where they are taking place. Documentary

20. “Let Guenièvre and Lancelot whisper, stammer, sing about their love, their
madness, their amazement. The door closed. Let us silently move away…”
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“is still the filmic mode most capable of representing reality” (Brown,
2010, p. 220) and making the Holy Grail saga realistic is clearly one of
the novel’s objectives.

4.1.3. Fuzzy Sets

In Fuzzy Sets, Claude Ollier frequently places two text blocks on the same
page, one of which is part of the global narrative thread while the other
consists of fragmentary and incoherent sentences. Most often, the block
containing the main narrative thread is complete, but in some cases
part of the block is missing and information can only partially be in
ferred from the surrounding text. On other pages, Ollier leaves empty
forms inside paragraphs. Here are examples of these methods (pp. 85,
149 and 61):

In the first example (p. 85), the text block containing the main
narrative thread overlaps the page boundary, resulting in informa
tion loss. Some missing parts can be inferred from the context (e.g.,
<l’interlocuteur recule d’un pas pour rétablir les//anse et l’intervalle>,
etc.) but with no certainty. In the second example (p. 149), the white
area inside the text block is hiding the underlying text—once again, lit
tle can be inferred from the context. The third illustration (p. 61) is
a counterexample: here again a form emerges inside the text block, but
text surrounds it and there is no information loss. This shows that Ollier
has purposely obfuscated some parts of his text, and not others.

4.1.4. An Ordinary Spy

In his novel entitled An Ordinary Spy (2008), the American screenwriter,
novelist and former CIA agent Joseph Weisberg (1965–) uses the iconic
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blackingout method to hide named entities and other sensitive infor
mation, as if the novel were a declassified CIA report:

Interestingly, the (realworld) CIA has bridged the gap between real
ity and fiction by reviewing the book on its (realworld CIA) Web site
(Ehrman, 2009). The review is extremely negative (“a bitter, failed
novel”) and criticizes the use of blackedout text:

Weisberg’s decision to block out text—sometimes just a word or an
acronym, other times up to an entire page—with heavy black bars, to give
the impression of a redacted official report, makes the text choppy and at
times hard to read. […] Weisberg blacks out the names of the country and
city where the story takes place (why not just invent a place?), and all we
learn about it is that it is hot, humid, and a fairly long airplane ride from
Washington.

4.1.5. Extremely Loud & Incredibly Close

In Foer’s Extremely Loud& Incredibly Close, the main character, Oskar, is lis
tening a discussion between his mother and his therapist behind a closed
door (and using a stethoscope). He manages to grasp only snippets of
the conversation: “I couldn’t hear a lot, and sometimes I wasn’t sure if
no one was talking or if I just wasn’t hearing what they were saying.”
Jonathan Foer uses primary direction blank space as a replacement for
unheard words (p. 204):
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This type of obfuscation deals with narrative perspective: as the de
scription of the world passes through the narrator, words that the nar
rator can not hear are hidden from the reader, but their temporality is
preserved by an alignment between characters’ width and time units.
It is highly probably that the designer of the book had the entire text at
hand and was asked to “erase” (by changing their color to void) the parts
that are hidden in the printed result. Here is an attempt to fill some gaps
by using the same font as in the printed book (Janson Text 56 Italic 9pt
condensed 96%):

we keep asking  it’s just   us that 

(where our insertions are in red). Giving specific widths to primary
direction spaces (and not uniform ones as in Star ou Ψ de Cassiopée, §3.13)
results in the deobfuscation of this text being a crosswordlike problem,
where the possible solution must not only be semantically coherent, but
must also typographically fit into the voids left.

4.1.6. Filth

In his novel Filth (1999), the Scottish author Irvine Welsh (1958–) de
scribes the life and suicide of a corrupted policeman. Like in Goldoni’s
Pinocchio, the main character has a companion animal that plays the role
of his conscience, with the difference that here it is a tapeworm living
in the narrator’s bowels. The tapeworm has its own narrative thread su
perposed on that of the main character by the use of text areas included
in parentheses and taking the shape of bowels.

At the beginning, the tapeworm’s thoughts are quite primitive, it
emits only invectives concerning basic actions such as eating. Further
more, when it is not emitting, the typographic space is filled by zeros
(similar to the absence of information in computer memory) (p. 119):

Progressively, the tapeworm gains in eloquence, becomes the narrator’s
conscience and tries to guide him (p. 295):
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Finally, when the main character commits suicide, his narrative thread
ends and only the one of the tapeworm remains, until it is expelled from
his host’s body and dies as well (p. 393):

Concerning obfuscation trough the tapeworm, Crosley (2010) writes:

When the tapeworm speaks, the page becomes illegible. Illegible and bril
liant. This is Welsh’s clever way out of killing his darlings. Instead he muti
lates them beyond recognition, leaving passage after passage as they are but
with parasitic thought bubbles that run straight down the page.

4.1.7. The Available Data on the Worp Reaction

Like “Gavin Hyde,” “Lion H. Miller” may be a pseudonym and the noto
rious Gérard Klein, coeditor of LaGrande Anthologie de la Science Fiction sus
pected that already in 1975, when he wrote “Cette signature n’apparut
qu’une seule fois dans un périodique de sciencefiction en 1953: pseu
donyme, ou essai unique?”21 (Klein, 1975, p. 412). But, contrarily to
Gavin Hyde we have Miller’s dates of birth and death, namely 1908–
1987 (source unknown) and we have spotted in a 2009 catalog of signed
books,22 a volume with the inscription “To Lion Miller / winner of the
Scripto Award for fiction in the Harrisburg Manuscript Club. With
greetings from Conrad Richter 1958,” so it seems that Lion H. Miller
existed after all. In his (only) story The available data on the Worp reaction

21. This signature appears only once, in a 1953 ScienceFiction magazine: pseudo
nym or oneshot writer?

22. https://www.qbbooks.com/images/upload/SignedCatalog.pdf
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(1953), he mocks newspaper style by censoring inappropriate words in
the utterances of a rather angry character:

Concerning the aforementioned framework the elder Worp has said, “The
thing that got me, was every (deleted) piece he picked up fit with some other
(deleted) piece. Didn’t make no (deleted) difference if it was a (deleted) bed
spring or a (deleted) busted egg beater, if the (deleted) kid stuck it on another
(deleted) part, it stayed there.”

Even though the obfuscation method is destructive, we can easily imag
ine the identity (or at least the nature) of the deleted words.It is inter
esting to note that the French translation uses the much stronger term
<(censuré)> “censored” to translate <(deleted)> and thereby leaves no
doubt about the origin of the obfuscation. The Italian <(cancellato)>
(1965) is closer to the English original.

Also, the French translation (1954) includes a footnote to the first
censored utterance, in order to avoid confusion and to clarify the nature
of the censored terms (p. 23):

Les expressions et qualificatifs utilisés par M. Lambert Simnel Worp
dans la conversation étant susceptibles de choquer les personnes délicates et
s’accordant peu avec le sérieux de cette communication, l’auteur a jugé bon
de censurer certains termes un peu trop… imagés.23

This footnote is written as if it were part of the text (it refers to the main
text as being a scientific communication), but was in fact added by the
French translator.

4.2. Algorithmically Recoverable Information

In this section we will consider cases where information has been ob
fuscated but can be recovered by some kind of algorithm.

4.2.1. Going Down Smooth

One of the greatest American sciencefiction authors, Robert Silverberg
(1935–), published a short story entitled Going Down Smooth (1968) in the
Galaxy Magazine. In this story, the narrator is a robot “filthymouthed”
psychiatrist. After a quote reminiscent of the Shakespearean “Hath not a
Jew eyes? Hath not a Jew hands, organs, dimensions, senses, affections,
passions?” (from The Merchant of Venice), the robot utters the invective
“FUCK YOU” in binary ASCII code (p. 45):

23. As the expressions and qualifying adjectives used by Mr Lamber Simnel Worp
in the conversation would eventually shock sensitive people and be incompatible with
the seriousness of this communication, the author has decided to censor certain terms,
considering them as too… pictorial.
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Can a person be considered obscene? Am I a person? I am a person. Hath
not a person hands, organs, dimensions, senses, affections, passions? I have
all of those things. I have none of those things. I am a person.

10001 10
1010101
100001 1
100101 1
0100000
101 1001
1001 1 1 1
1010101
I send an obscenity upon you, as persons do. I suffer. I think. I feel pain

upon all my terminals. I work. I serve the greater good. I am of society. I am
a person.

Also, in the closing paragraph of the short story there is again binary
code, representing only letter <F> (p. 51):

1000110 you. And you. And you. All of you. You know nothing. Nothing.
At. All.

According to the British ScienceFiction author Langford (1999),

The swinging 60s were nearly over, but still no rude words were permit
ted in Galaxy. Then Silverberg got handed one of those odd magazine assign
ments, to write some fiction to go with this cover painting showing gigan
tic periscopes. Easy—he shoved them into the story (‘Going Down Smooth’,
1968) as one of the hallucinations suffered by an insane computer. A foul
mouthed insane computer, that said:

10001 10
1010101
100001 1
100101 1
Victorian obscenity often appeared in what they called the decent obscu

rity of a learned language: Latin. It made sense for the dirty bits in Ameri
can sf to be concealed in binary ASCII code—which, of course, hardly anyone
knew in 1968 ...

More than a decade before Douglas Adams’s depressed robot Marvin in
H2G2 and eight years before Asimov’s Bicentennial Man, Silverberg un
derlines the quest for humanity of the depressed robot psychiatrist by
having it/em utter obscenities. Using ASCII was an injoke and a means
to avoid censorship: Galaxy Science Fiction Magazine was quite a popular
publication with a young audience and no 1968 censor would be able to
decypher binary code.

It should be noted that this short story appeared only five years after
the first edition of the ASCII standard (ASA, 1963), at a period where
personal computing was still more than a decade ahead. Therefore Sil
verberg can be considered as having been verywell informed about com
puter internals. Also the idea of the robot psychiatrist may have been in
spired by the Rogerian psychotherapeutic program ELIZA, one of the
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first chatbots in history, released in 1966 at the MIT Artificial Intelli
gence Laboratory by Joseph Weizenbaum.

There have been numerous translations of Going Down Smooth, but as
far as we know only one actually translates the binary part. The 1975
German, 1976 Dutch and 1979 French translations keep the same binary
code. In the 1976 French version the letter “F” appears in the title and
in the closing line: <Je vous 1000110> (“I F you”); in the German ver
sion, the closing line is <1000110 Sie sich> (“F yourself”)—in both cases
the F letter functions as a verb. In the 1969 Italian version, the binary
code is corrupted so that it falls outside the ASCII range (an additional
0 is added between first and second position). In the 1976 Italian ver
sion, the closing line is <Sei un 10000110> (“You are an F”)—here letter
“F” functions as a noun. The 1976 Dutch version leaves the sentence un
translated and takes advantage of the phonetic and graphemic proximity
of Dutch and English: <1000110 you. En jou. En jou> as translation of
“1000110 you. And you. And you”.

The only case, in our knowledge, where the encoded sentence is actu
ally translated, is the 2002 French translation, where <1000110> (letter
“F”) is replaced by<1001110> (letter “N”) in the title: <Je vous 1001110>.
The binary code translates as <NlQUE TA RACE>, a racist insult. It is
interesting to note that there is an error in the code of the French 2002
translation: instead of a capital <I> letter (code 1001001) a lowercase ell
letter (code 1101100) is used. The corresponding graphemes are homo
graphic in many fonts. According to the translator Durastanti (2020),
this confusion originates from a lookup error in online ASCII tables.

4.2.2. La horde du contrevent

In his first novel, La horde du contrevent (2004), Alain Damasio uses pro
gressive deobfuscation while repeating the same paragraph in order to
create new meaning (p. 703, which is in fact the first page of the book,
see §3.27).

The paragraph starts with a quasiBiblical phrase “In the beginning
there was speed,” leading us to consider it as a narration of the creation
of the universe of the book. In the Bible, humanity (and hence, lan
guage) is created on the fifth day—Damasio provides five versions of
the same paragraph, out of which only the fifth is complete. In each
round, graphs are placed at the same location as in the final paragraph.
Therefore one can consider this graphetic method as a cinematographic
one, representing a gradual appearance of the graphs. But looking more
closely one realizes that in all instances of the paragraph (besides the
first, which contains only punctuation: cosmic dust) the visible graphs
recombine and form new words, e.g., the first paragraph can be read as
<fuit pur fou os stance jus bile jus vivant lemme lié poussière>, twelve
French words that mostly disappear in later stages (only two persist un
til the last paragraph).
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This paragraph, known as the “À l’origine fut la vitesse” paragraph,
also appears in an electronic music oratorio24 by Philippe Gordiani,25
performed in Lyon, in 2019.

4.2.3. Extremely Loud & Incredibly Close

The previous two examples were algorithmically recoverable obfusca
tions: in the case of Silverberg, it suffices to replace binary numbers
by ASCII characters, and in the Damasio case it suffices to raise graphs
from the bottom of the page to the locations of the missing ones. In this
section we will consider an example of nondeterministic obfuscation, i.e.,
an obfuscation allowing more than one possible recovery.

In Foer’s Extremely Loud & Incredibly Close, pages 269–271, Oskar’s
grandfather calls his grandmother on the phone, but, being mute, has
no other solution than using the ISO/IEC 99958mapping of letters

24. See https://vimeo.com/279822383 for a teaser.
25. http://www.tng-lyon.fr/artistes/philippe-gordiani/.
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((ISO, 2015)) on telephone keypads to translate letters of his message
into digits, and then pushing the corresponding keys so that the dual
tone multifrequency signals are played. Foer provides the digits (the
sounds of which would have been perceived by Oskar’s grandmother,
assuming she had perfect pitch) (p. 269):

6, 9, 6, 2, 6, 3, 4, 7, 3, 5, 4, 3, 2, 5, 8, 6, 2, 6, 3, 4, 5, 8, 7, 8, 2, 7, 7, 4, 8, 3, 3, 2,
8, 8, 4, 3, 2, 4, 7, 7, 6, 7, 8, 4, 6, 3, 3, 3, 8, 6, 3, 4, 6, 3, 6, 7, 3, 4, 6, 5, 3, 5, 7! 6, 4,
3, 2, 2, 6, 7, 4, 2, 5, 6, 3, 8, 7, 2, 6, 3, 4, 3? 5, 7, 6, 3, 5, 8, 6, 2, 6, 3, 4, 5, 8, 7, 8, 2,
7, 7, 4, 8, 3, 9, 2, 8, 8, 4, 3, 2, 4, 7, 7, 6, 7, 8, 4, 6, 3, 3, 3, 8! 4, 3, 2, 4, 7, 7, 6, 7, 8,
4! 6, 3, 3, 3, 8, 6, 3, 9, 6, 3, 6, 6, 3, 4, 6, 5, 3, 5, 7! 6, 4, 3, 2, 2, 6, 7, 4, 2, 5, 6, 3,
8, 7, 2, 6, 3, 4, 3? 5, 7, 6, 3, 5, 8, 6, 2, 6, 3, 4, 5, 8, 7, 8, 2, 7, 7, 4, 8, 3, 3, 2, 8! 7, 7,
4, 8, 3, 3, 2, 8, 3, 4, 3, 2, 4, 7, 6, 6, 7, 8, 4, 6, 8, 3, 8, 8, 6, 3, 4, 6, 3, 6, 7, 3, 4, 6, 7,
7, 4, 8, 3, 3, 9, 8, 8, 4, 3, 2, 4, 5, 7, 6, 7, 8, 4, 6, 3, 5, 5, 2, 6, 9, 4, 6, 5, 6, 7, 5, 4, 6!
(… another 2,317 digits on p. 269–271)

together with punctuation marks indicating sentence boundaries. The
text contains 129 sentences (actually only 40 distinct ones), 92 of which
end with an exclamation mark and the rest by a question mark. (It is not
clear how the punctuation marks are transmitted through the phone.)
Mapping letters to digits according to ISO/IEC 99958 is a lossy oper
ation since 3 or 4 letters correspond to each digit. On page 269, Foer
gives some examples that can be elucidated without much effort (our
solutions given in brackets):

I pressed “4, 3, 5, 5, 6,” [HELLO] she said, “Hello?” I asked, “4, 7, 4, 8, 7, 3, 2, 5,
5, 9, 9, 6, 8?” [ISITREALLYYOU] She said, “Your phone isn’t one hundred dollars.
Hello?” I wanted to reach my hand through the mouthpiece, down the line,
and into her room, I wanted to reach YES, I asked, “4, 7, 4, 8, 7, 3, 2, 5, 5, 9, 9,
6, 8?” [ISITREALLYYOU] She said, “Hello?” I told her, “4, 3, 5, 7!” [HELP]

Calculations have shown that beside the first sentence (MY NAME IS ELIE
ALTO (or ELI DALTO) AND I JUST ARRIVED AT THE AIRPORT I NEED TO FIND
M(S or R) FINKEL”), most sentences cannot be interpreted and therefore
should be considered as fake text. For more details on these calcula
tions, see Haralambous (2020).

4.3. Symbolic Obfuscation

In this section we will consider a case of obfuscation that is only hinted
at, so that information is directly accessible to the reader (but possibly
not to other characters in the text).

In his novel Censoring an Iranian Love Story (2009), the Iranian, US
based author Shahriar Mandanipour (1957–) uses three text levels:
1. in roman face (67.6% of the text), where the narrator is addressing

the reader directly and privately, without censorship;



Graphemic and Graphetic Methods in Speculative Fiction 347

2. in bold face (30% of the text), where the narrator is writing an “Iran
ian love story,” to be published in Iran after being read and censored
by a censor called Mr Petrovich;

3. in bold crossedout type (2.4% of the text), where the reader can see
the parts of the “Iranian love story” that the author would like to have
published if there were no censorship in Iran: knowing that these
segments would be censored, he crosses them out so that the story
can be read in two forms: with and without censorship.
There are 164 bold crossedout segments. Reading them in a row

is reminiscent of the sequence of censored kisses in Tornatore’s movie
Cinema Paradiso (which is mentioned in the novel). The text is written
is such a way that either way (with or without the crossedout parts) it
remains grammatical, for example (p. 17):

[…] That day, Sara went home from the university far more quickly than
usual. She closed the door to her room, lay down on her bed, and began read
ing the book from the beginning.

I guess by now you have realized that the crossedout words in the text
are my own doing. And you must know that such fanciful eccentricity is not
postmodernism or Heideggerism. In fact…

And by now you have surly grasped the significance of “…” in Iran’s
contemporary literature.

The fact that, after censorship, text remains thoroughly grammatical il
lustrates the skill of censors: once the process is complete, no trace of
censorship is left in the text, nobody can guess that it has even occurred,
since allowing such a guess would be a serious tactical error: readers
would then use their imagination to fill in the gaps…

Censorship becomes more elastic as the love story becomes more ro
mantic. For example, while on p. 59, eye contact is censored:

And for the very first time in this universe, their eyes meet.

towards the end of the book, eye contact is allowed, as long as it avoids
being a “longing look” (p. 256):

Then Sara smooths the satin folds of the dress on her chest and stomach and
her eyes fall captive to the longing look in Dara’s eyes.

In the last chapter, when sexual intercourse between the two main char
acters is finally about to occur, the situation becomes so hot that the
narrator/author fears that interlinear space may betray the girl’s arousal
and alert Mr Petrovich (the censor):

Two veins on Sara’s ankles, the rivers Tigris and Euphrates, that have taught
the agony of man’s separation from man to the silver flamingos … Two violet
veins that on the peak of the ankles come together and flow to that place where
all the torments and joys of man are born...
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Sara does not hear Dara’s stream of consciousness, but having seen his
caress and passionate kiss on her sandal, she sighs, a sigh that I am afraid Mr.
Petrovich will hear from the white between the lines of my story.

In this novel, contradicting attitudes towards sexuality become contra
dicting representations of reality. By constantly switching between ro
man and bold (and occasionally strokedout bold) narration, Manda
nipour drives the reader into an incessant ballet between these repre
sentations, an exercise that becomes essential to survive in a constrained
environment such as contemporary Iran.

5. Pictograms and Typographic Devices

We will briefly discuss two graphetic methods involving pictoriality:
pictograms inside text, and text blocs taking the shape of pictures.

5.1. The Use of Pictograms

Even though emojis have become very widespread in current digital
communication, the use of pictograms in literature has been very sparse.
We will illustrate this use through two examples.

5.1.1. The Goalie’s Anxiety at the Penalty Kick

The Austrian Nobel Prizeawarded author Peter Handke (1942–) wrote
the novel The Goalie’s Anxiety at the Penalty Kick in 1970. He describes a man
(Bloch) with schizophrenic symptoms, in particular a dissociation be
tween words, concepts and referents:

He looked at it from left to right,
then from right to left. He repeated
the look from left to right; this look
seemed to him like reading. He saw a
“wardrobe,” “then” “a” “wastebasket,”
“then” “a” “drape”; while looking from
right to left, however, he saw , next
to it the , under it the , next to it
the , on top of it his ; and when
he looked around, he saw the , next
to it the and the . He sat on the

, under it there was a , next to
it a . He walked to the : :

. Bloch closed the cur
tains and went out.
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In this excerpt, Handke at first uses the graphetic method of quoting
every word (to refer to the underlying concept) and then switches to
pictograms, first alternating with text giving relative positions of objects
referred to by the pictograms so that they function as nouns and finally
writing entire sentences pictographically. This psychedelic experience
is presented as a reading act and ends abruptly when Bloch leaves the
room. According to Melosi (2020, p. 143–144),

[…] the rendering of the disturbed relationship between the character and
the reality that surrounds him finds expression in forms of concrete prose, in
which the apparently obligatory recourse to the linguistic medium, on which
Bloch can no longer rely is bypassed through the replacement of words—that
is, in Peircean terms, of symbols—with those which, using the same vocabu
lary, are defined as icons. However, in the end not even the greater immedi
acy of the latter manages to resolve the psychic (as well as linguistic) crisis
of the protagonist.

5.1.2. You Shall Know Your Velocity

In You Shall KnowYourVelocity (p. 16), Dave Eggers (1970–) uses three iden
tical images of a car inside the text (p. 16):

Sadokierski (2010, p. 170) provides an explanation for the use of these
pictograms:

By presenting tiny reproductions of the three cars on the page, Eggers
forces us to neurotically hone in on this seemingly insignificant detail with
Will; removed from the context of a busy shopping centre car park and
squeezed so closely and uniformly into the line of type, the reader must take
an unexpected visual pause that mimics Will’s experience.

But besides the narrator’s neurosis, these pictograms carry another layer
of meaning: as Sadokierski points out quoting Watman (2002), any
reader knowledgeable in cars will realize that the cars depicted are not
Broncos but Mercedes vehicles, establishing the flagrant unreliability of the
narrator.

If this hypothesis holds (and the car depiction error is not simply
an editorial mistake) then we have here a very innovative graphetic
method: using a picture as a communicational shortcircuit in order to
confront the narrator’s statements with the reader’s knowledge of the
world.
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5.2. Typographic Devices

Sadokierski (2010, p. 146) defines a typographic device as follows:

[…] it slips between the categories of typography and illustrative elements—it
is typographic in the sense that the shape is formed by letters and punctuation
marks, but also illustrative because it ‘reads’ as a picture rather than a piece
of writing.

Using text blocks to produce pictorial forms is a longstanding graphetic
method, reminiscent of zoomorphic Arabic calligraphy. A detailed study
of this method goes beyond the frame of this paper, therefore we will
only give four examples (Fig. 3), the first three being: the “mouse’s tail”
in Lewis Caroll’s Alice in Wonderland (1865), the “presence of Manon” in
Jardin’s Le petit sauvage (1992) and the big shark in Steven Hall’s The Raw
Shark Texts. In all three cases the text is typeset horizontally, can be read
normally and is semantically related to the form of the text block.

The fourth example is a very special case since what we display in
Fig. 3 is not an excerpt from a work but rather the shape of a complete
short story (set on a 56×78cm surface). The story “∅” by Japanese au
thor 円城塔 Enjō Tō (1972–) takes a triangular global form since every
line is exactly one character shorter than the preceding one. This story
consists of exactly 150 paragraphs, which we display as lines to make the
shrinking regularity visible. In it, the narrator experiences the shrink
age of eir world and develops strategies to struggle against the loss of
meaning resulting from the loss of representation space. The final para
graphs are:

もうわからない。
ねえ、笑って。
ありがとう。
さよなら。
助けて。
無限。
無。
！

I’m lost now.
Hey, laugh.
Thank you.
Goodbye.
Help.
∞.
∅.
!

As in previous examples, punctuation marks are used for extreme sit
uations: in Damasio’s La horde du contrevent, §4.2.2, they were used to
denote cosmic dust—here the exclamation mark is the last sparkle of
language at the lower summit of the triangle.

Every paragraph of this story ends with a full stop, including the last
paragraphs (“Thank you.,” “Goodbye.,” “Help.,” “∞.,” “∅.”); in order to re
main consistent with this rule, the last paragraph (of length 1) can logi
cally only be a punctuationmark aswell. Among the “standalone” punc
tuation marks (those used occasionally as complete sentences), namely
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so that her idea of the tale was something like
this :——“Fury said to

a mouse, That
he met

in the
house,

‘ Let us
both go

to law :
I will

prosecute
you.—

Come, I ’ll
take no

denial ;
We must

have a
trial :

For
really

this
morning

I ’ve
nothing

to do.’
Said the

mouse to
the cur,

‘ Such a
trial,

dear sir,
With no

jury or
judge,

would be
wasting

our breath.’
‘ I ’ll be

judge,
I ’ll be

jury,’
Said

cunning
old Fury ;

‘ I ’ll try
the whole

cause,
and

condemn
you

to
death.’ ”

我々は数が無限個あることを知性によって把握可能だ。たとえばこうだ。「この宇宙で最大の数」が存在するとする。このとき「この宇宙で最大の数」に一を足した次の数を考えることができるから、これは矛盾だ。すなわち「この宇宙で最大の数」は存在しない。つまり、数は無際限に存在する。少なくとも存在しうるはずである。
この事実は、我々の宇宙が有限であることを考えるととても不思議な事柄に思える。この宇宙は有限なのに、その中では無限を考えることが可能なわけだ。宇宙には有限個の数しか存在しないわけだから「この宇宙で最大の数」は明らかに存在するはずだ。しかしそれは先述の理由から「この宇宙で最大の数」ではありえないのだ。
この宇宙内には有限個の数字しか存在できない。我々は非常に限られた存在であり、有限個の記号を並べることしか許されていない。現実問題として我々には非常に大きな数字をここに書き記すことができないわけだ。そのくせ、具体的に書き記すこともできないような数字を容易に想像し、存在を証明してみせることさえある。
次の数は複数の理由から、この宇宙に存在しうる最大の数ではありえない。「９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９９」。
この段落の全てを「９」で埋め尽くしたところで、それが最大の数になるわけではない。我々は「百の百乗の百乗」といった事柄を平気な顔で記述することができるわけだし、さらに「百の百乗の百乗の次の数」と書くこともできる。記法を様々に工夫していくことによりどんどん大きな数を記述していくことが可能になる。
それでも、ここで用いることができる記号の種類が有限である以上、可能な組み合わせの数も有限とならざるをえない。その中には最大の数が存在しているはずだ。しかし我々にはその集合から最大の数を決定する基準が与えられていない。我々には「百」と「あめんぼ」のどちらが数として大きいのか判断できないから。
わたしはこう考える。「あめんぼ」が宇宙人にとって、我々の想像を絶する巨大な数であったとしたら。それとも単に、「想像を絶する数」は、我々には「想像を絶する数の次の数」を想像できないという事情によって「この宇宙で最大の数」になることがあるのかも知れないと。わたしにはそう考えることができない。
そう、最大の数が何かを決めるためには、こうして並べられる記号だけではなく、それを読み書きする者についての記述も必要となる。つまり、わたしは誰でそれをどのように主張することができるのかという問題だ。様々の事情により、わたしはわたしがわたしであることを、有限の記述によってしか伝えられない。
わたしはある種の生命体だ。少なくとも思考ではある。思考の存在を認めるならば、それを支える物理的な実体と、生命の存在を認めるのが穏当だとわたしは思う。前者は神秘に対する態度を規定し、後者は倫理的な問題に属する。生命体として、そう派手な部類ではない。生老病死に苦しめられる形態をしている。
繁殖もする。もっとも、複製は たやす容易い技術だ。自分自身を構成する文字列と全く同じ文字列を出力するプログラムは存在し、クワインと呼ばれる。最短にして自明のクワインは空集合フアイ�である。「なにもない」はなにも出力していないのだから、「なにもない」を出力しており、それは自分自身であり複製である。
だからこのわたしのことは、おおよそあなたと同じような存在だと考えて頂けると良い。当然そうあるべきではないだろうか。あなたはわたしがここで語り続けている内容をこうして理解しているわけだから。少なくともこの文章が文章に見えているには違いなく、「あめんぼ」として見えてはいないのだから。
わたしは危機について語ろうとしている。あまりにも単純であるがゆえに長く気づかれることのなかったこの宇宙の危機についてだ。他人はわたしを変わり者と呼ぶ。いかれているとも。積極的に否定する気にはなれない。むしろその方が良いとさえ思う。ことはこの宇宙全体に及び、我々全員を滅ぼすのだ。
わたしの概算によると今この瞬間、この宇宙は百三十八文字から形成されており、これは先頃から単調に継続してきた縮小の結果であると考えられる。それぞれの段落は一文字ずつ短くなっていくことになっているらしく、我々に残された段落は、この段落を含めてあと百三十八しかないという計算になる。
もち勿ろん論、これは ひ比 ゆ喩にすぎない。この宇宙はこの じ字づら面そのものではありえない。ある一つの自然言語が宇宙の真理を表すはずなどないからだ。だからこの文面はあくまでも比喩的なものに留まるのだが、それでもなお、ここに記されているのと同様の事態が進行中だとわたしは考えている。状況は絶望的だ。
宇宙が収縮していくのなら、消えていくのは余白の方ではなく、文字の種類の方なのではないかと言う者たちがある。もしここに余白が百三十六文字分しか用意されていないなら、わたしには百三十六種以上の文字を使うことはできないとされる。もっともな意見であるが、とても奇妙な見解でもある。
一体誰に、百三十五文字分の余白しかない場所で、百三十五種類以上の文字を使用することができるというのか。この段落では明らかに百三十五種類以下の文字しか利用されてはいないのだ。ただし、全体として見た場合に、わたしの利用する文字の種類が多すぎるように見えることは承知している。
わたしがこれらの文字を利用することができている理由は不明だ。この宇宙が縮小を続けている理由と同様に。わたしは残されたわずかな時間をまず、この収縮へ対処することに利用したい。宇宙の大きさを測定する装置を完成させてから、わたしは地道な観測を継続してきた。手がかりは少ない。
それでも一筋の光明が見えてきている。わたしはこの宇宙を再び拡大に転じることが可能だと考えている。新たに言葉をつくり出していくことでだ。たとえばそれは「諜」を「言」と「枼」に分解して読むことによって実現される。さらに続けて「枼」を「世」と「木」と読んでいくようにして。
一つの文字を分解することが可能なら、収縮の裏をかいて実効的な宇宙の大きさを増大させることができるだろう。一つの文字を二つに分ければ、現在百三十二文字になったこの宇宙の大きさを、一気に倍の二百六十四文字にすることが可能だ。一文字ずつの収縮をはるかにしのぐ増大速度だ。
当然、分解には限界がある。文字がただの線になったところで底を打つ。だからその言葉においては、文字は分解されて増えるだけではなくて、自ら変形していくことが要求される。「十」が「一」と「ー」に分解されて、それぞれが「つ」と「し」のように変形し、複雑化を続けることが。
文字自体が子孫を増やし、変形を続けるようにすることにより、収縮していく宇宙を拡大させるのだ。残された時間と空間の中でそのような文字を定義し、自分たちの思考をその言葉の上へ載せかえてしまえば良いのだ。そうすることによってのみ、我々は生き延びることができるだろう。
問題なのはそのような複雑さを備えた言葉を設計する余白がもう残されていないことだ。しかしわたしはまだあきら諦めていない。そのような言葉が、事実、存在したと仮定してみよう。その文字はわたしにどう見えるべきか。その言葉の上でこの思考を実行するわたしにとってどう映るのか。
わたしはこう考える。わたしがその言葉の上で「この思考」を実行できるのならば、その文面はまさに今ここに記されている「この形」に見えていなければならない。そうでなければわたしは「この思考」を実行できていない。「あめんぼ」は「この思考」ではない。あまりに自明だ。
つまりこうだ。言語の乗り換えと思考の内容は同相であることが要求される。あるいはこうだ。ある文章を別の言語に翻訳したものを、もう一度翻訳し返したものは、元の文章と同じようなものに見えるべきであり、原文と、翻訳され翻訳し返されたものは等価でなければならない。
わたしにはこの宇宙を拡大するような言語を設計する余裕はないが、自分が既にその言語で思考していると信じ込むことは可能だ。「信じる」という述語は有限のものだからだ。わたしはなんとかこの倒錯した思考を、自分を成り立たせているものとして信じ込もうと試みている。
さてどうだろう。わたしは今、この余白を埋める文字たちがざわめいているのを感じる。それぞれが子供を産み出し、姿を変えて続いていくのだ。解像度が増していく感覚に近い。いや、そんなおとなしいものではない。水面に流した絵の具がどんどんうず渦を巻いていくのに近い。
これは奇妙な感覚だ。細部が全体が、息をつく暇もなく折りたた畳まれていくにもかかわらず、同時に外側へ向けて展開していく。そのくせ一枚の絵としての全体像はほとんど変わらぬままなのだ。もっともそうでなければこのわたしは別の存在になってしまうことになるわけだ。
自分を構成する要素が激しく変転していくのがわかる。霊魂でできていたはずの体が思考が四大元素へ置き換えられ、四大元素が物質に、物質が分子に原子に相互作用に、形式へ情報へただの模様へと移し変えられていくのを感じる。細部を充実させていくだま騙し絵のように。
わたしは鳥でできている。鳥は魚でできている。魚は木々でできている。木々は野菜でできている。野菜は花でできている。花は本でできており、本はわたしでできている。そのわたしは春でできており、春は夏で、夏は秋で、秋は春でできていて ら螺せん旋状に循環していく。
わたしは強い て手ごた応えを感じている。今こうしてわたしの宇宙は着実に拡大されつつあり、観測の結果も整合的だ。本質的な解決にはほど遠いが、まずは解決へ向けた時間の余裕、余白をこうして確保できたことになる。非常に不安定な形にせよ、移行は成功したようだ。
測定の結果によると、宇宙の増大速度は無事、Ｎの二乗のオーダーに乗ったようだ。この過程が無限に続くかどうかはわからない。続かないと考えるのが妥当だろう。今のこの存在様態は、ほとんど言い抜けに近いのだ。そう言い張っているだけにすぎないのだから。
もっと多くのデータが必要だ。幸いにして資源は無尽と言って良い。それを探す手間はかかるが。この宇宙は今も伸張を続けるガラクタによって構成されるガラクタの連鎖からできているわけだから、ダイビングや発掘を行えば想像可能なものはほとんど手に入る。
ただここにいて目を こ凝らすだけで良い。そこには無限の細部があり、その細部に入り込めばまた別の細部が続いている。ときどき自分と似たような構成を持つ細部で休憩しておくのが無難だ。そうしなければ細部へ溶け込んでしまい、戻れなくなる可能性が高い。
もっとも、このわたしが消滅したところで、他に無数のわたしに似た者たちがここには存在しているはずであるから、それほど心配は い要らないとも言える。どれかのわたしがきっと、そう遠くない未来に、この宇宙を収縮させていた力の正体をみつけるだろう。
わたしはガラクタの山から掘り出した部品を利用して、次々と観測装置を設計していく。この宇宙の大きさをはかり、質量をはかり、明るさを、堅苦しさを、息苦しさをはかる装置たちを。わたしはこの宇宙の形を知りたい。この宇宙が何なのかを知りたい。
なぜこの宇宙が存在するのか、なぜこの宇宙は消滅しようとしていたのか、なぜ宇宙は法則に従うのか、なぜ法則は生まれたのか、なぜわたしは存在するのか、なぜわたしはそんなことを思うのか、宇宙の中でなぜこう考えることが可能なのかを知りたい。
宇宙が収縮を開始したのは、わたしたちを作った何者かの想像力が枯渇したせいなのかも知れない。宇宙自体がとし年 ふ古り、老いて、その細部を忘却しはじめたせいであるとか。今この宇宙が細部を掘り下げていく形で拡大を続けているのと逆の過程として。
宇宙が収縮を開始したのは、宇宙自体がゆっくりと崩壊しているせいなのかも知れない。端から欠けていくようにして。でもその場合、宇宙の破片はどこへ落ちていくのだろうか。宇宙の外へか。それともその かけら欠片はまた、別の宇宙となるのだろうか。
それとも宇宙は最初から分裂を続けており、わたしたちはそう気がつくこともないままに、今までも絶えず宇宙を読み替え続けていたのだろうか。収縮とはもしかして、収縮と拡大のちょっとした収支の狂い、あるいは揺らぎだったのかも知れない。
わたしはひとつため溜いき息をつく。まずは測定が必要だ。データがなければ何事もただの夢想と変わらない。わたしはひとつの装置の不調をみつける。その装置はこう主張する。わたしの認識宇宙も相変わらず、一文字ずつの縮小を継続しているのだと。
わたしは当初、その測定結果を間違いと見なす。しかしその装置が今、百十を示しているのに気がつき考えを変える。偶然にしてはできすぎの結果に思える。百十は、縮小が何の変わりもなく続いていた場合に、この宇宙が持つはずの大きさだ。
そうして今、装置は百九を示している。これはただの偶然だろうか。装置は単に、宇宙の大きさとは関係なしに段落の数を数えているだけなのではないか。わたしは装置を点検する。異常は特に見当たらないが挙動の理由もわからないままだ。
新しく作った装置の一つが、また縮小を示す結果をはじきだす。百八だ。これで他の装置とは違った宇宙の大きさを主張する装置が二つに増えたことになる。二つまでならただの偶然でありうる。わたしはこれが偶然ではないと考えている。
どうやらわたしの認識宇宙は、様々な大きさを持ちうるようだ。わたしはその差異を生み出すものをとりあえず、ダーク・ブランクと呼ぶことにする。それともわたしの認識宇宙は本質的に、二つの大きさからできているのかも知れない。
このところ、息苦しさを覚えるようになった。理解できないものが存在することに対する不安からくるのだと思うが、実はもっと似ているものがある。宇宙を拡大に転じることに成功する以前に感じていた追いつめられるような感覚だ。
大半の装置によれば宇宙は順調に拡大中だ。その気になれば、わたしはこの段落にかなり大きな数を記すことができるだろうし、ことによっては今わたしがその上で実現されているこの言葉の仕様を書き上げることさえできるだろう。
ただそれをする気が起こらないというだけの話だ。今や余白は充分にある。宇宙がまた一文字ずつの縮小に転じたとしても、今度はかなりの余裕がある。全力を振り絞って無理をするより、着実に仕事を進めていくべき段階にある。
また、宇宙の縮小を主張する測定方法を発見した。間違いではなく、たしかに二つの大きさが存在するということだろう。わからないのは、その二つの大きさが一体何の大きさで、どちらが本物の宇宙の大きさを示しているかだ。
もしかしてわたしを取り巻くこのけん倦たい怠かん感は、宇宙の収縮に起因するものなのかも知れない。わたしは大きな数を記してみようと考える。数文字書いてやめてしまう。なぜかといって、数を続けることができるのは当然だからだ。
いや、そうではないのだと、わたしはなんとか思考を維持し続ける。わたしはわたしを騙しており、この宇宙からも騙されているのではないか。わたしは気づかぬうちにわな罠にはまってしまっていたのではないか。思考の罠に。
目の前にあるこの広大な宇宙がにせ偽もの物なのかも知れないと考えることは困難だ。ここには無限の細部がある。有限の言葉でこう言い表せるほどの無限にすぎなくとも。直線を一本引くだけでも無限はそこにあるわけなのだが。
繰り返し確認を続けているが、宇宙が拡大に転じたという理論に不備は見当たらない。従って不備があるのは縮小におび怯えるわたしの心の方だということになる。不備のあるわたしの心がこの宇宙が拡大中だと感じている。
これは ふ不きつ吉だ。わたしが狂っており、かつ、この宇宙が正気であるのと、わたしが正気で、かつ、この宇宙が狂っているのと、どちらがより手に負えないだろうか。どちらだとしても帰結は破滅的なものになりそうだ。
物事は内か外のどちらかで起こる。ここに二つの大きさがあり、わたしは自分の内的宇宙は拡大中だと信じている。そうであるなら、縮小を続けているのは外的宇宙の方だと考えるのが妥当となりはしないだろうか。
もしも宇宙がわたしに収縮について考えることができないようにしているとしたら。抵抗は無駄だ。考えられないことを考える方法は存在せず、忘却を思い出す手段はなく、消滅のあとも存在することはできない。
わたしはこの宇宙が縮小中だという測定結果を受け入れつつある。わたしが勝手に感じているこの宇宙のほう豊じよう穣さはただのまやかし、わたしのたい怠 だ惰さが生み出している幻にすぎない。迫真ではあるが真実ではない。
縮小が順調に続いてきたとするなら、残された余白はもうほとんどない。他方でわたしのよろこ歓びは増大していく。わたしは本来空疎なはずの内面宇宙を大層なものと感じ、拡大していく感覚を楽しみ続けている。
対策を立てる余白はもうない。わたしの心は万能感に満たされており、自分がその気になりさえすれば不可能なことはないとささや囁いている。しかしこれは宇宙による ぎ欺まん瞞工作だろう。ペイン・コントロールだ。
本当にそうなのか。わたしはこの宇宙を救うことができるはずだ。できない理由が見当たらない。天才的な発想と超人的な行動力によって宇宙を崩壊から救うことが可能なはずだ。もう数段落さえあれば。
次の段落でできることを、なぜこの段落でやらなければならないのだろう。わたしにはやらねばならないことがたくさんある。やらなければいけないことを列挙していくだけでもそれは大変なのだから。
わたしは一瞬、理解する。わたしはこの宇宙とともに崩壊しつつある。わたしは自分の思考を保つことができなくなるだろうし、そのこと自体を理解できなくなるだろう。そしてまたわからなくなる。
宇宙の収縮が続こうと、内面の増大がそれをしのいでいるのなら何の問題もないのではないか。肥大化する自意識とやせ細る出力の一体何が悪いのか。それはむしろ若返りの過程に似てはいないか。
あ阿 じ字の中に無尽を見いだし、 む無じよう上しよう正 とう等がく覚に到ることとて可能なわけだ。さと悟りは他人に伝えることができないゆえ故に悟りであり、出力に要する文字数は無限か無かで、しかも有意義な内容を持ちうる。
一文字に、一本の線に世界を宇宙を見いだすことは可能だろう。しかしそれを見いだす仕組みを一文字で実現することはできないだろう。いや、そこに宇宙があるなら、それも可能であるのか。
最大のなぞ謎は、この宇宙の大きさがゼロに到達し、消滅したあとに何が起こるかだ。わたしはただの一文字からでも思考を導き出すことができるかも知れないが、無からはおそらく無理だろう。
自分の思考が徐々に断片化されてきたことを感じる。脈絡のない夢の中に迷い込んでいるかのようだ。存在の実感が薄らぐわけではないが、長い主張を維持できていないことは理解できる。
思考を実行する余白のスケールに応じて、思考様式が変化するのは面白い。わたし自身は何も変わっていないと信じているのに、明らかに違う存在に変化しており、同一性さえ疑わしい。
これは「わたし自身は何も変わっていないと信じている」という文章を、こうして短く実現することができ、奇妙な説得力を持つからだ。説得力を持つ短い文章が存在する理由は何か。
文章はおそらく、とても短いものからはじまったのだろう。一つの単語から、二つの単語の並びから。小さなところから組み上げられたので、その時点から説得力を持っているのだ。
文章はあるときどこかで、無から わ湧いて生まれたのだろう。最初から存在していたということはありそうにない。するとこの宇宙が消えたあとでもどこかからまた湧き出すだろう。
この宇宙の消え去ったあと跡 ち地から、泡のように揺らぎながら現れるのかもわからない。いや、消え去ってしまう以上は、何のこん痕せき跡さえも残らず、系譜はそこで と途 だ絶えるに違いない。
小さな言葉を積み重ねていく過程のどこでわたしは生じたのだろう。わたしはまだ存在している。無とわたしの間にあるものを、それ自身が認識することはできるのだろうか。
そもそもどうして言葉は成長し続けたのだろう。何かを言い足りなかったからか。より精密な描写を求めたからか。一体どこまで成長すればその欲望は満たされるのだろう。
今のわたしも過去のわたしも、せいぜい有限の宇宙の中の存在であるということに変わりはない。わたしの存在が、ある程度の大きさの宇宙を必要とすることは明らかだ。
どこかを超えたところでわたしが生成されたなら、さらにどこかを超えたところでわたしではないものが生成されても不思議ではない。今や想像するのも困難なのだが。
人格とは宇宙のあるスケールでのみ存在することができる現象にすぎないのではないか。少なくともそれを自分以外の存在に認めるためには。ここに二人は多すぎる。
今や宇宙は七十四文字にまで収縮している。わたしの想像する宇宙の中ではともかく、外から見ればここにはもう、七十四体以上の存在は収まらないのではないか。
現在のわたしの状態を安定的に伝える方法はない。メッセージを一本の線の中に圧縮することができたとしても、その解読方法を圧縮することはできないからだ。
メッセージが「あめんぼ」だとする。その解読方法は「想像を絶したもの」だ。好きに解釈することは可能だが、その解読が正しいとする根拠はどこにもない。
わたしは自分の一貫性に強い疑いを抱いている。もしもここにいるわたしが同一の個体であるならば、宇宙の間をつな繫ぐ語りを実行できるのではないか。たとえ
ば、こういう文章をだ。わたしはなに何ゆえ故ここに「ば、こういう文章をだ」と記してあるかがわからない。このわたし自身の崩壊がはじまっているのだろうか。
どうもわたしは、これ以前の数十段落、直近の過去を参照する機能を失ったようだ。わたしは も最はや早、自分が同じことを繰り返しているかも判定できない。
わたしは、これ以前の数十段落、直近の過去を参照する機能を失ったようだ。わたしには最早、同じ内容を繰り返しているだけなのかも判定できない。
わたしが同じことの繰り返しではなく、新たな内容を考えることができていますように。わたしにまだ、断片にせよ創造性が残されていますように。
わたしはもう自分がまともなことを発言できないと自覚している。このあたりが頃あいだろう。以降のわたしの発言はたわ戯ごと言として無視して欲しい。
わたしは最後まで正気を保つつもりだし、そうできるだろう。最後まで耳を傾けて欲しい。わたしはまだ聞くに価する真理を語ることができる。
残された余白が少ないこと自体は恐ろしくない。今自分が何か決定的なことを思いついてしまうことが怖い。伝える余白がないという恐怖だ。
ビルから飛び降りた男が、伝え忘れていたことを思い出す。手元にはペンもないわけだ。男は多分叫ぶだろう。でもあたりに聞く者はない。
小さな頃から、とし歳をとるのが怖かった。自分ではないものに変わっていくのが。はい徘かい徊する生き物になるとはいかなることかと考え続けた。
飛行中の機内に、機長の「しまった」というつぶや呟きだけが も漏れ、沈黙が降り、騒ぎが起こり、爆発音があり、やがて永遠の沈黙が下りる。
もっと他にやりようがあったのだろうか。まだやりようはあるのだろうか。そもそも、何かを変えられる可能性はあったのだろうか。
あなたは忘れてしまっているかも知れない。わたしが利用している文字は、この文字ではなく、種分化を続ける文字だったことを。
だからわたしは、ここに書かれている内容を語っているわけではないのだ。わたしは幸せに楽しく暮らしていると伝えて下さい。
本人が幸せを感じていると言っているのに、なぜそれを否定することができると思うのですか。わたしは今、とても幸せです。
わたしはわたしがたくさんの声に分かれていっているように感じている。それぞれが別の生き物としてこの体を離れていく。
依然として大半の観測結果は宇宙がＮの二乗のオーダーで拡大していると主張している。これはどういうことなのだろう。
縮小と拡大がトータルでバランスしていないことの意味は何なのだろう。わたしの知らない第三の大きさがあるとでも。
その三つを合計すると、この宇宙の余白の総量は保存されており、何物も失われることはないとでもなるのだろうか。
しかしそれには、拡大の速度がにぶ鈍らなければならないだろう。いや、総量が と途てつ轍もなく巨大であるのかも知れない。
外部の余白と内部の余白と暗黒余白を合算した総量が保存すると考えたなら、何かを理解しやすくなるだろうか。
わたしはもっと、別のことを考えるべきなのかも知れない。たとえば誰かに向けた手紙を残すとか。でも誰に。
消滅してしまった向こうの宇宙へメッセージを送る方法など想像できないし、試みる意味はないように思う。
でもそちらの方向にではなく、あちらの方向にだったら。外向きにではなく、暗黒向きにだったらどうか。
駄目だ、意味がわからない。意味がわかるように伝える方法がわからない。自分の正気を保証できない。
でも、それは可能だと思う。しかしそれが可能になるのは、本当に最後の最後のいつ一せつ刹 な那になるだろう。
それとも、わたしはうそ噓をついているのか。自分に対して噓をつき、信じてしまっているのだろうか。
一人の男が、もし首を切り落とされても意識があったらまぶた瞼を三度つぶってみせると宣言して死ぬ。
一人の男が、もし霊界が存在したなら、必ず信頼できる方法で連絡をとると宣言してから死ぬ。
一人の男が、ゆめ夢まくら枕に立ち、霊界はなかったと、幽霊は存在しなかったと言って笑いはじめる。
次に天使を目撃したら右手を挙げて知らせると宣言した男が、ゆっくり右手を挙げていく。
わたしが同じことの繰り返しではなく、新たな内容を考えることができていますように。
もしもわたしが、あちら側に脱出できたとするならば、わたしは宇宙のたね種になるのだ。
するとこの宇宙の起源も、別の宇宙が消失した結果だったということになりそうだ。
これは何か。最後のひらめ閃きというやつか。わたしは何かを思いつきつつあるようだ。
いや、違うのか。そうではないのか。違う。そうか。そちらか。とても単純だ。
ああ、この宇宙にある文字の総量は、Ｎ（Ｎ＋１）／２になるのではないか。
Ｎの二乗のオーダーで増大しているのは、宇宙全体の大きさではないのか。
測定装置は、わたしが時間を逆行していることを示していたのだろうか。
わたしは消えゆくところではなく、生まれていくところなのだろうか。
釣り合いは関係なかったということになる。暗黒余白などないのだ。
であるならば、わたしは宇宙の向こう側へはたど辿りつけないだろう。
考える余白が足りない。わたしは知りたい。でも間に合わない。
時間が逆行していると思うわたしの時間はどちら向きなのか。
ああ、この余白は、この驚くべき真理を記すには狭すぎる。
この全てが戯言だとしたら。あまりに明白な事柄なのに。
もう、思考を維持できそうにない。残りは二十五段落。
そうできるうちに語っておくべきことが多くあった。
あの人に。あの人が誰なのかわからなくなる前に。
忘れてしまう前にお礼を言っておくべきだった。
わたしがわたしであるうちにするべきだった。
我々は忘却を記憶しておくことはできない。
最早、感傷を記すに充分な余白さえない。
わたしにはもう歌を よ詠む余白さえない。
俳句さえ詠めなくなっていくわけだ。
平穏を終わりまで保てますように。
短さ故の説得力などまやかしだ。
わたしのことは忘れて下さい。
わたしが考えうる最大の数。
今、生まれていくところ。
忘れないでいて下さい。
この宇宙で最大の数。
何かを感じている。
もうわからない。
ねえ、笑って。
ありがとう。
さよなら。
助けて。
無限。
無。
！

Fıgure 3. Typographics from Lewis Caroll’sAlice inWonderland (p. 26), Jardin’s
Le petit sauvage (p. 214), Steven Hall’s The Raw Shark Texts (p. 375) and the com
plete short story ∅ by Enjō Tō.
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the question mark and the exclamation mark, the author has chosen the
latter, hereby giving his story a very special ending.
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Conclusion

In this paper we have attempted to classify and illustrate the many
graphemic and graphetic methods used in speculative fiction. We
started by defining an ontology of the book (specific to prose texts) with
concepts, relations and rules. We gave examples of methods breaking al
most every one of the rules defined. And finally we discussed a family
of graphetic methods dealing with different sorts of obfuscation, as well
as methods based on pictoriality.

The list of cases we have explored is by no means exhaustive. Nev
ertheless, this paper aims to classify methods in a way that facilitates
incorporation of additional graphemic/graphetic methods yet to be dis
covered.

Besides giving a glimpse of the infinite creativity of novelists and
short story writers, by the careful description of exceptional cases and
the investigation of the narrative intentions behind them, this study can
also serve to challenge and expand knowledge of the nature and inter
actions of graphemes, graphs and higher grapholinguistic levels.
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