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both old and “new” media. As our daily life

ever-expanding corpus of
on engaging with a proliferation of

becomes more and more dependent
different media, “understanding media,” as the dust jacket of this vol-
ume has it, “is key to understanding the dynamics of culture and society”
1 has been at the forefront of such developments in edit-

Marie-Laure Rya
on with other scholars, a number of volumes

ing, solely and in conjuncti
that expand the scope of narratological concepts to a range of different

media. After Narrative across Media (2004) and Intermediality and Sto-
rytelling (2010), the latter coedited with Marina Grishakova, the present
volume, Storyworlds across Media: Toward a Media-Conscious Narratology

(2014), coedited with Jan-Noél Thon, can indeed be seen, as the editors

suggest, in terms of a “sequel” to Ryan’s earlier publications—albeit with

some significant differences. Narrative across Media provides compara-
tive studies between the limitations and possibilities of different media,
thereby illustrating and bolstering Ryan's claim that “media are not hol-
low conduits for the transmission of messages but material supports of
information whose materiality, precisely, ‘matters’ for the type of mean-
ings that can be encoded” (“Introduction” 1-2). Storyworlds across Media
continues this work, showing that “the choice of medium makes a differ-
ence as to what stories can be told, how they are told, and why they are
told. By shaping narrative, media shape nothing less than human experi-
ence” (“Story/Worlds/Media” 25). Both the 2004 and the 2014 volumes
provide enlightening examples of how contemporary narrative theory
can be applied to different medial contexts, while also exploring, con-
versely, how case studies of particular media can contribute, bottom-up,
to the toolbox of narratological theory. This aim is even more explicit in
Storyworlds, in that the volume as a whole seeks to provide the founda-
tion for a media-conscious narratology.

The most obvious difference in the present volume is the shift from
“parrative” to “storyworld,” which, according to the editors, reflects the “new
directions that the study of the multiple medial incarnations of narrative
has taken in the meantime” as well as “the emergences of the concept of
‘world’ not only in narratology but also on the broader cultural scene” ().
Furthermore, the scope of the term “across” is expanded to include not only
the sense of comparing storytelling practices in different kinds of media
environments, as in the earlier volume, but also the notion of transmedial
storyworlds that are activated across different media environments (1~2).
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different media—for instance the primarily ludic mcbnaozm.EnoBﬁmn
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enuinely transmedial phenomenon” (67).
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Frank Zipfel, for his part, investigates whether the concept of fiction or

fictionality itself can be considered a transmedial concept and why the
notion of fictionality matters t0 audiences (103—25). He develops a mul-
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make-believe, and institutional practice—to show how fictionality can

indeed “be seen as a common feature belonging to different art forms or
media” while also “mak[ing] it possible to spell out the medium-specific
differences of these various kinds of fictional artworks’ (118). Although
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d need further elaboration, Zipfel's discussion of fiction-

life world, woul
ality hints at such important questions as “how and why fictional works

generate emotions” (107) and why audiences even “bother” with fictional

works in the first place (109). Furthermore, by distinguishing dmﬁinmn
ds and storyworlds, his account

(potentially non-narrative) fictional worl
arguably allows for “radically non-narrative accounts of fictionality” and

opens up the potential applicability of the concept of fiction to poetry and
painting (111)- What the “worldness” of these non-narrative fictional worlds
actually consists in,' and how it relates to other work on narrative worlds
d-making, requires further discussion.” Werner Wolf's
contribution on “Framings of Narrative in Literature and the Pictorial Arts”

(126-47) concludes this part of the volume. By investigating how the cog-
¢ is evoked in both literature and art, Wolf highlights
nitive “keyings” ot “framings”
£act in a narrative framewor ¢

and narrative worl

nitive frame “narrativ
the medium specificity of a number of cog

that lead recipients to “perceive a given arte

in the first place (126).

The volume's second part,
the different kinds of relationships betwee
of multimodality and intermediality. The essays i

the project of a media-conscious narratology by extrapo
novels, films, comics, and video games—t0

case studies—including multimodal

the larger theoretical questions that they raise. Wolfgang Hallet's essay (151-72)

Jays theoretical groundwork for analyzing the functions of different semiotic
of Reif Larsen's novel The

modes in multimodal novels. His in-depth case study

Selected Works of T. S. Spivet fleshes out the notion that multimodality in novels

«Multimodality and Intermediality,’ engages with
1 media suggested by the concepts
n this section contribute t
lating from individual



390 .w.wim

presents an approximation of the reader’s everyday experience and cognition

(163, 168) and that such multimodality therefore has a number of advantages

over purely verbal forms of narration,

Three of the other essays in this section draw on the worlds of video

games. Jesper Juul's investigation of the interplay between different levels
of abstraction in video games, including the game rules and the fictional
world of the game (173-92), argues that such levels of abstraction are not
(merely) a “by-product of technological limitations” but central to the game’s
genre (190). Marco Caracciolo’s comparison of experientiality in relation to
distorted experience in literature and video games (230-49) explores the
experiential engagement of Hmnmwmm:nml%m&mn&mw in the form of “empa-
thetic perspective taking” (231)—in these two medial contexts. Caracciolo
convincingly argues that “experientiality” is neither solely an attribute of a
character nor, conversely, of the impact a story has on its flesh-and-blood
reader (230), but “the tension that arises between the recipients’ experiential
background and the experiences that they attribute to characters based on
the basis of textual cues” (231). Jeff Thoss develops a comparative study of
the “performative media rivalry” between the comic book and screen version
of Scott Pilgrim, which has a strong video game “twist” to it, showing how the
storyworld of Scott Pilgrim draws heavily on video game conventions in the
first place (211-29).

The shared and often conflicted history of film and comics is the focus of
Jared Gardner’s contribution. Gardner provides an insightful and yet con-
cise history of these two modern multimodal narrative forms, while also
&mnzmmmbm the political implications (and limitations) of these storytelling
environments (193-210). Gardner sounds a cautionary note in the context

of “utopian visions of the future of new media convergence” (208), which

tend to see the latter, necessarily, as a “force for emancipation of narrative

and its readers” (209). Furthermore, Gardner convincingly argues that while
“media matter ... so does the institutional history of those media” (208)—a
point that is relevant to any consideration of the political implications of old
and new media alike.

The third part of the volume, “Transmedia Storytelling and Transmedial
Worlds,” focuses on the more recent phenomenon of “media convergence”
(Jenkins, Convergence Culture) in or across transmedial storyworlds as rep-
resented by such franchises as Doctor Who, Game of Thrones, and The Vam-
pire Diaries. This section contributes to an understanding of the theoretical
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mutually influence and complement each other, Finally, Van Leavenworth's
essay on “The Developing Storyworld of H. P. Lovecraft” (332-50) closes the
volume by investigating how media-specific limitations can actually “engen-
der central mythos themes” (334) as well as providing one final example of
“the powerful position that storyworlds may occupy in our contemporary
media ecology” (334).
The volume as a whole is a valuable resource to anyone interested in
questions of multimodality, intermediality, and transmediality. It will be
of interest to scholars in narratology, media studies, cultural studies, and
game studies alike as it expands the corpus of examples used in research,
taking as its focus the potential and limitation of different media for sto-
rytelling or world-making purposes. The shift in focus from “narrative” to
‘storyworld” opens up new research questions and allows for a number
of different case studies to be productively included under this heading.
While this inclusiveness is to be commended, further close analysis of
the overlap and the distinctions between storyworld, fictional world, and
transmedial world would add to the usefulness of these terms as analyti-
cal tools. As Ryan herself puts it in the context of defining “media” “It is
better to work with a large collection of sharp tools that fulfil precise tasks
than with a single blunt one” (27). Enlarging the required collection of tools
will necessitate the investigation of other storytelling environments, and
further research on storyworlds across media would benefit from a consid-
eration of the specific affordances of newspaper stories, radio productions,

documentaries, blogs, and social networking sites, among other kinds of
narrative practices.

NOTES

1. Klastrup and Tosca’s definition of transmed;

al worlds, for instance, includes the
dimension of “mythos” in what they term “the experience of ‘worldness” (296-97). As

“the establishing story, legend, or narration of the world, with the defini
mythos clearly includes the notion of “story”—primarily of the
which instantiations of other stories can take place.

2. Ryan, in this volume, defines “storyworld |
because it covers both factual and

ng struggles,”
:vmnrmﬁoau (297) against

as] a broader concept than fictional world
fictional stories, meaning stories told as true of the real
world and stories that create their own imaginary world, respectively” (33). Jesper Juul, in
this volume, however, subscribes to a similar definition as wammwmlm:oizm for fictional

worlds that lack a “narrative” or “story”—and makes excellent use of it in analyzing differ-
ent levels of abstraction in video games.
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