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EPIC AND NOVEL

Toward a Methodology for the Study of the Novel

The study of the novel as a genre is distinguished by peculiar dif-
ficulties. This is due to the unique nature of the object itself: the
novel is the sole genre that continues to develop, that is as yet
uncompleted. The forces that define it as a genre are at work be-
fore our very eyes: the birth and development of the novel as a
genre takes place in the full light of the historical day. The ge-
neric skeleton of the novel is still far from having hardened, and
we cannot foresee all its plastic possibilities.

We know other genres, as genres, in their completed aspect,
that is, as more or less fixed pre-existing forms into which one
may then pour artistic experience. The primordial process of
their formation lies outside historically documented observation.
We encounter the epic as a genre that has not only long since
completed its development, but one that is already antiquated.
With certain reservations we can say the same for the other major
genres, even for tragedy. The life they have in history, the life
with which we are familiar, is the life they have lived as already
completed genres, with a hardened and no longer flexible skel-
eton. Each of them has developed its own canon that operates in
literature as an authentic historical force.

All these genres, or in any case their defining features, are con-
siderably older than written language and the book, and to the
present day they retain their ancient oral and auditory charac-
teristics. Of all the major genres only the novel is younger than
writing and the book: it alone is organically receptive to new
forms of mute perception, that is, to reading. But of critical im-
portance here is the fact that the novel has no canon of its own, as
do other genres; only individual examples of the novel are histor-
ically active, not a generic canon as such. Studying other genres is
analogous to studying dead languages; studying the novel, on the
other hand, is like studying languages that are not only alive, but
still young.
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This explains the extraordinary difficulty inherent in formulat-
ing a theory of the novel. For such a theory has at its heart an ob-
ject of study completely different from that which theory treats
in other genres. The novel is not merely one genre among other
genres. Among genres long since completed and in part already
dead, the novel is the @X_ggé‘gp\i_rlgw. It is the r.mly genre
that was born and nourished in a new era of world history and
therefore it is deeply akin to that era, whereas the other major
genres entered that era as already fixed forms, as an inheritance,
and only now are they adapting themselves—some better, some
worse—to the new conditions of their existence. Compared with
them, the novel appears to be a creature from an alien species. It
gets on poorly with other genres. It fights for its own hegemony in
literature; wherever it triumphs, the other older genres go into
decline. Significantly, the best book on the history of the ancient
novel—that by Erwin Rohde”—does not so much recount the his-
tory of the novel as it does illustrate the process of disintegration
that affected all major genres in antiquity.

The mutual interaction of genres within a single unified liter-
ary period is a problem of great interest and importance. In cer-
tain eras—the Greek classical period, the Golden Age of Roman
literature, the neoclassical period—all genres in “high” literature
{that is, the literature of ruling social groups) harmoniously rein-
force each other to a significant extent; the whole of literature,
conceived as a totality of genres, becomes an organic unity of the
highest order. But it is characteristic of the novel that it never en-
ters into this whole, it does not participate in any harmony of the
genres. In these eras the novel has an unofficial existence, outside
“high” literature. Only already completed genres, with fully
formed and well-defined generic contours, can enter into such a
literature as a hierarchically organized, organic whole. They can
mutually delimit and mutually complement each other, while
yet preserving their own generic natures. Each is a unit, and all
units are interrelated by virtue of certain features of deep struc-
ture that they all have in common.

a. Erwin Rohde (1845-1898], Der Griechesche Roman und seine Vorldufer
(1876, but many later editions, most recently that published by F. Olds [Hil-
desheim, 1960]), one of the greatest monuments of nineteenth-century classi-
cal scholarship in Germany. It has never really ever heen superseded. But sec:
Ben F. Perry, The Ancient Romances (Berkeley, 1967) and Arthur Heiserman,
The Novel before the Novel (Chicago, 1977).
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The great organic poetics of the past—thase of Aristotle,
Horace, Roileau—are permeated with a deep sense of the whole-
ness of literature and of th harmonim]q interaction of all genres
contained within this whale. It is as if they literally hear this har-
mony of the genres. In this is their strength—the inimitable, all-
ss and e haustlveness of such poetics. And they
onsequence, ignore the novel. Scholarly poetics of the

all, as a conseq , ig
nineteenth century lack th is integrity: they are eclectic, descrip-
tive; their aim is not a l-v;ng and nrgamc fullness but rather an

emselves with th actual pnqqlhlhty nf qpemﬁ(‘ genres co-
existing within the living whole of literature in a given era; they
are concerned rather h their coexistence in a maximally com-

ology. Of course these poetics can no longer ignare the
hey simply add it (albeit in a place of honor| to already
existing genres (and thus it enters the roster as merely one genre
among many; in literature conceived as a living whaole, an the
other hand, it would have to he included in a completely different
way|.

We have already said that the novel gets on poarly with aothe
genres. There can be no talk of a harmony deriving from mutu
limitation and complementariness. The navel paradies other
genres (precisely in their role as genres); it Wanen-
tionality of their forms and their language; it squeezes out some
genres and incorparates otherg into its own peculiar structure, re-
formulating and re-accentuating_them. Historians of literature

saometimes tend to see in this merely the struggle of literary ten-

dencies and schools. Such struggles of course exist, but_ they

m
— |-(

are peripheral phenomena and historically insignificant. Behind
them one must be sensitive to the deeper and mare truly histor-
ical struggle of genres, the establishment and growth of a generic
skeleton of literature.

Of particular interest are those eras when the navel becomes
the dominant genre. All literature is then caught u p in t__he pro-

cess of ﬁg:_oa;gg and in a special kind of “generi
This occurred several times in the Hellenic periad, a ___p_ during
the late Middle Ages and the Renaissance, but with special force
and clarity beginning in the second half of the eighteenth century.
In an era when the novel reigns supreme, almost all the

ing genres are to a greater or lesser extent “novelized”:

example Ibsen, Hauptmann, the whole of Naturalist d

l-t

—
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poetry (for example, Childe Harold and especially Byron's Don
Juan), even lyric poetry (as an extreme example, Heine's lyrical
verse). Those genres that stubbarnly preserve their old canonic.
nature begin ta appear stylized. In general any strict adherence to

a genre hegins ta feel like a stylization, a stylization

.

paint of parady, despite the artistic intent of the author. In an en-
vironment where the novel is the dominant genre, the conven-
tional languages of stric S :

new ways, which are quite
in those eras when the navel was no

Paradic stylizations of canonized genres an

for the genre: parodie
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{1607-1627], a monstrous
langﬁage is parodied in Le Ber
protagonist ig a dyed-in-the-wg
cls; intoxicated by these, he att
it—with predictably comic results

¢. Johann Karl August Musdus (1735-1787], alang with Tieck and Bren-
tanc;'o. e of the great collectors of German folktales and author of several
Kunstmérchen of his own [translated into English by Carlyle]. Reference here
is to his Grandison der Zweite |1760-1762, rewritten as Der dentsche Gran-
discn, 1781~1782), a satire on Richardson
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ecome mare free and flexible, their

* layers of literary language, they hecome
i ughter, irony, humaor, elements of

the mast impartant thing—the
indeterminacy, a certain

1_1nf}_;r.1:ished_‘ Sti”;

still in the making; it is, all, \

world and in total affinity with it. In many res

anticipated, and continues to anticipate, the { e

of literature as 2 whale. In the process of becoming the dominant
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genre, the novel sparks the renovation of all other genres, it
infects them with its spirit of process and inconclusiveness. It
draws them ineluctably into its orbit precisely because this orbit

naovel, as an object of study for the t {
literature

Unfortunately, historians of literature usually reduce this
struggle between the novel and other already completed genres,
all these aspects of navelization, to the actual real-life struggle
among “schools” and “trends.” A novelized poem, for example,
they call a “romantic poem” (which of course it is| and believe
that in so doing they have exhausted the subject. They do not see
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('beneath the superficial hustle and hustle of literary process the
f - whose great he-

land “schaaols” are but secand- or third-rank protagonists.
~ The utter inadequacy of literary theary
forced ta deal with t}
theary warks caonfiden i
and already farmed abject e
serve their rigidity and canonic quality in all classical
development; variatia . e

schaal ta schaal are peripheral and do not affect their ossified
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land’s foreword to Agathon, and the most essential link in the se-
ries is Blankenburg’s Versuch iiber den Roman.' By the end of
this series we have, in fact, that theory of the novel later formu-
lated by Hegel. In all these statements, each reflecting the novel
in one of its critical stages (Tom Jones, Agathon, Wilhelm Meis-
ter), the following prerequisites for the novel are characteristic: (1)
the novel should not be “poetic,” as the word “poetic” is used in
other genres of imaginative literature; (2) the hero of a novel
should not be “heroic” in either the epic or the tragic sense of the
word: he should combine in himself negative as. well as poeitive
hera shou]d not be portrayed as an already completed and un-
changing person but as one who is evolving and developing, a per-
son who learns from life; (4] the novel should become for.the con-
temporary world ‘what the epic was for the ancient world {an idea
that Blankenburg expressed very precisely, and that was later re-
peated by Hegel|.

All these positive prerequisites have their substantial and pro-
ductive side—taken together, they constitute a criticism (from
the novel’s point of view) of other genres and of the relationship
these genres bear to reality: their stilted heroizing, their narrow
and unlifelike poeticalness, their monotony and abstractness, the
pre-packaged and unchanging nature of their heroes. We have
here, in fact, a rigorous_critique of the literariness and pgetical-
ness inherent in other genres and also in the predecessors of_the
contemparary novel (the heroic Baroque novel and the Sentimen-
tal novels of Richardson). These statements are reinforced sig-
nificantly by the practice of these novelists themselves. Here
the novel—its texts as well as the theory connected with it—
merges consciously and unambiguously as a genre that is\,hqm
ritical and self-critical, one fated to revise the fundamental con:
epts of literariness._and. poencalness dommant _at_the time. On
the ane hand, the cantrast of novel with epic (and the novel’s op-

[g’]

g

{

o)

iedrich van Blankenburg (1744-1796), Versuch iiber der Roman
_ , an enarmous work (over 500 pages) that attempts to define the novel
in terms of a rndimentary psychaolagy, a concern for Tugend in the herocs. A

ile cdition was published hy Metzler {Stuttgart] in 1965. Little is
known ahout Blankenhurg, who is alsa the author of an unfinished novel
with the imposing title Beytrage zur Geschichte deutschen Reichs und
deutschen Sitten, the first part of which appeared a year after the Versuch
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PP__S_i.ELOILto_Ehe.Ep\fc] is but one moment in the criticism of other
literary genres (in particular, a criticism of epic heroization|; but
on the other hand, this contrast aims to elevate the significance
of the novel, making of it the dominant genre in contemporary
literature.

The positive prerequisites mentioned above constitute one of
the high-points in the novel’s coming to self-consciousness. They
do not yet of course provide a theory of the novel. These state-
ments are also not distinguished by any great philosophical
depth. They do however illustrate the nature of the novel as a
genre no less—if perhaps no more—than do other existing theo-
ries of the novel.

I will attempt below to approach the novel precisely as a genre:
in-the-making, one in the vanguard of all maodern literary devel-
opment. Tam not constructing here a functional definition of the
novelistic canon in literary history, that is, a definition that
would make of it a system of fixed generic characteristics. Rather,
I am trying to grope my way toward the basic structural charac-

teristics of this;ost Huid of genres;)characteristics that might &
NP ANt g1 g S8 s

determine the direction of its peaﬂ-i;r capacity for change and of
its influence and effect on the rest of literature.

I find three basic characteristics that fundamentally distin-

guish the novel in principle from other genres: (1] its_stylistic_
three-dimensionality, which is linked with the multi-languaged
consciousness. realized in the novel; (2] the radical change it
effects in the temporal coordinates of the literary image; (3) the
new zone opened by the novel for structuring Titerary images,
namely, The zone of maximal contact with the present (with con-
temporary reality| in all its openendedpess.
" These three characteristics of the novel are all arganically in-
terrelated and have all been powerfully affected by a very specific
rupture in the history of European civilization: its emergence
from a socially isolated and culturally deaf semipatriarchal so-
ciety, and its entrance into international and interlingual g()_fga\cts
and relationships. A multitude of different languages, cultures
and times became available to Europe, and this became a decisive
factor in its life and thought.

In another work' I have already investigated the first stylistic

1. Cf. the article “From the Prehistary of Novelistic Discourse” in the
present volume.

i

¥
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1 m nly the basic points.,
ient t n pluire

n m ncient than pure

epochs of language, for the various Greek literary dialects (trag-
t i ss was realized

edy is a polyglot genre|, but creative CONSCiousness w

in closed, pure languages (although in actual fact they were

mixed]. Polyglossia was appropriated and canonized among all

e genres,
Tf\e new _cultural and creative canscigusness lives in an ac-
tively palyglot waorld. Thé/woxlé becomes pglyglot, once and for
all and irreversibly. Theperiod of national languages, coexisting
to each other, comes to an end. Languages'
ch other: one language can, after all, see itself
only in the light of another language. The naive and stubborn co-

existence of “languages” within a given national language also

comes to an end—that is, there is no more peaceful co-existenc

ly polyglot world, completely new relationships
ed between language and its ahject [that is, the real
this is fraught with enormous cansequences for all

pleted genres that had heen farmed during eras of
i Q

ntrast ta ather major genres,
ed and matured precisely when intense_activi-.
al and internal polyglassia was at the peak of its
i ive element. The navel could therefore as-

developing and renewing litera-
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e novel, which is derermmed hy its con-

to the two other characteristics, both con-

structure in the novel as a
out and clarified

- 1T
=
&
5
-

: national epic
ller's terminology the “ahsolute
st ect e ) 1 armnn] _tradition
(not_ perqn_nal exgeme d the free thought tha 1t grows out - of it)
serves as the source for the epic; (3) an absolute epic distance sep-
arates t the epic world . fmm contemparary reathat is, from the

time in which the qmger (the author and his audience) lives.

We will deal in more detail with each of these constituttive fea-
tures of the epic.

The warld of the epic is the natinnnl heroic past: it is a warld of

”begmnmgs and ’ peak times” in the national h 0 y a world of

N
fathers and of founders of families, a world of Fn sts” and “bests.”
The important point here is not that the past constitutes the con-

tent of the epic. The formally constitutive featn f the epic as a
genre is rather the transferral of a represented wn,ld into the past,
and the degree to which this world participates in_the past. The
epic was never a poem ahout the present, about its own time (one
that became a poem ahout the past only for those who came
later). The epic, as the specific genre known to us taday, has heen
from the beginning a poem about the past, and the authorial posi-

tion immanent in the €] epic and constitutive for it ({that is, the posi-

1l s LI1

tion of the one who utters the epic word) is the environment of a

man speaking about a past that is to him inaccessible, the rever-

ent point of view of a descendent. In its style, tone and manner of

expression, epic-discourse is infinitely far removed from dis-
course of a contemparary about a.contempgrary addressed to con-

g. Reference here is to “Uber epische und dramatische Dichtung,” co-
signed by Schiller and Goethe, but probably written hy the latter in 1797, al-
though not published until 1827. The actual term used by Goethe for what
Bakhtin is calling “absolute past” is vollknmmen vergangen, which is op-
posed not to the novel, but to drama, which is defined as vallkommen gegen-
wartig. The essay can be found in Goethe's Sdmtliche Werke (Jubiliums-
Ausgabe, Stuttgart and Berlin [1902—1907]), vol. 36, pp. 149-152.
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tempaoraries (“Onegin, my goad friend, was born on the banks of
the Neva, where perhaps you were also born, or once shone, my
reader ..."). Both the ﬁmger and fh_e li S tener, immanent in the

1€ an e same ev
uative (hlerarchlca]) p]ane hut the represented world of the h
roes stands on an utterly different and le ti

time-and-value plane as nneself and aone’s contemporaries (and an
event that is therefore based an personal experience and thought]

is to undertake a radical revolutign, and to step out of the world
of epic_into the wnrld_/af \tlmel

It is poqqlble of course, to canceive even “my time” as heroic,
epic time, when it is seen as historically significant; one can dis-
tance it, look at it as if from afar (not from one’s own vantage
point but from some point in the future], one can relate to the
past in a familiar way (as if relating to “my” present). But in so
doing we ignore the presentness of the present and the pastness of
the past; we are removing ourselves from the zone of “my time,”
from the zone of familiar contact with me.

We speak of the epic as a genre that has come down to us al-
ready well defined and real. We come upon it when it is already
completely finished, a congealed and half-moribund genre. Its
completedness, its consistency and its absolute lack of artistic
naiveté bespeak its old age as a genre and its lengthy past. We can
only conjetture about this past, and we must admit that so far our
conjectures have been rather poor. Those hypothetical primordial
songs that preceded both the epic and the creation of a generic
epic tradition, songs about contemporaries that directly echoed
events that had just occurred—such songs we do not know, al-
though we must presume they existed. We can only guess at the
nature of those original aédonic songs, or of the cantilenas. And
we have no reason to assume that they are any more closely re-
lated to the later and better-known epic songs than to our topical
feuilletons or popular ditties. Those heroicized epic songs about
contemporaries that are available to us and that we du know ex-
isted arose only after the epic was already an established forim,
and arose on the basis of an already ancient and powerful epic tra-
dition. These songs transfer to contemporary events and contem-
poraries the ready-made epic form; that is, they transfer to these
events the time-and-value contour of the past, thus attaching
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to explain the origin of the epic as is, say,
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: ig a_speciﬁcally evaluating (hierarchical| category. In the

epic world view, “beginning,” “first,” “founder,” “ancestor,” *
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enre, epistemology becomes the dominant discipline
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The epic past is called the “
v

T ‘
tivity, that is, any gradual, purely temporal progressions that
might connect it with the present. It is walled off absclutely from

hath monoch;onic and valorized |hierarchical; it lacks any rela- "
1 ions
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singer and his listeners are lacated. This ba
is immanent in the form aof the epic itself a
its every word.

To destroy this boundary is to destray the farm of the epic as a
genre. But precisely because it is walled off fram all subsequent
times, the epic past is absolute and complete. Tt is as clased
circle; inside it everything is finished, already aver. Ther
place in the epic world for any openendedness, ipdec1sinn i
terminacy. There are no loopholes in it through Whl_(_‘h we
gllmpse the future; it suffices unto itself, neither supposing any
continuation nor requiring it. Temporal and valorized definitions
are here fused into a single inseparable whaole (as they are also
fused in the semantic layers of ancient languages). Everything in-
corporated into this past was simultaneously incorporated into a
condition of authentic essence and significance, but therefare
also took on conclusiveness and finality, depriving itself, so to
speak, of all rights and potential for a real continuation. Absolute
conclusiveness and clgsedness is the outstanding feature_of the
temporally valorized epic past.

“Let us move on to tradition. The epic past, walled off from all
subsequent times by an impenetrable boundary, is preserved and
revealed only in the form of national tradition. The epic relies en-
tirely on this tradition. Important here is not the fact that tradi-
tion is the factual source for the epic—what matters rather is that
areliance on tradition is immanent in the very form of the epic,
just as the absolute past is immanent in it. Epic discourse is a dis-
course handed down by tradition. By its very nature the epic
world of the absolute past is inaccessible to personal experience
and does not permit an individual, personal point of view or eval-

pat1q_n. One cannot glimpse it, grope for it, touch it; one cannot

look at it from just any point of view; it is impossible to experi-
ence it, analyze it, take it apart, penetrate into its core. It is given
solely as_tradition, sacred and sacrosanct, evaluated in the same
way by all and demanding a pious attitude toward itself. Let us
repeat: the important thing is not the factual sources of the epic,
not the content of its historical events, nor the declarations of its
authors—the important thing is this formal constitutive charac-
teristic of the epic as a genre (to be more precise, the formal-sub-

stantive characteristic): its reliance on impersonal and $4CIosanct

R e s, e

tradition, on a commonly held evaluation and point o Jiew—
‘which excludes any possibility of another approach—and which

M
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erefare displays a profound piety toward the subject_described

d toward‘ﬁTE‘languag"&H to descnbe it, the language._of
trad1t1_p_p

The absalute past as the subject for epic and sacrosanct tradi-
tion as its sale source alsa determine the nature of epic dis-
tance—that is, the third constitutive characteristic of the epic as
a genre. As we have already pointed out, the epic past is locked
inta itself and walled off fram all subsequent times by an impen-
etrable houndary, isolated (and this is most important| from that
eternal present of children and descendents in which the epic
singer and his listeners are located, which figures in as an event
in their lives and becomes the epic performance. On the other
hand, tradition isalates the warld of the epic from personal expe-
rience, fraom any new insights, from any personal initiative in un-
derstanding and interpreting, from new paoints of view and eval-
uations. The epic world is an utterly finished thing, not only as an
authentic event of the distant past but also on its own terms and
hy its own standards; it is impossible tg change, to re:think, to_re-
evaluate anything in it. It is completed, conclusive and immuta-
hle, as"#Tact, anidea and a value. This defines absalute epic dis-
tance. One can only accept the epic world with reverence; it is
impaossible to really touch it, for it is beyond the realm of human
activity, the realm in which everything humans touch is altered
and re-thought. This distance exists not only in the epic material,
that is, in the events and the heroes described, but also in the
paint of view and evaluation one assumes toward them; point of
view and evaluation are fused with the subject into one insepara-
ble whole. Epic language is not separable from its subject, for an
absolute fusion of subject matter and spatial-temporal aspects
with valorized (hierarchical] ones is characteristic of semantics in
the epic. This absolute fusion and the consequent unfreedom of
the subject was first overcome only with the arrival on the scene
of an active polyglossia and interillumination_of languages (and
then the epic became a semiconventional, semimoribund genre).

Thanks to this epic distance, which excludes any passibility of
activity and change, the epic world achieves a radical degree of
completedness not only in its content but in its meaning and its
values as well. The epic world is constructed in the zone of an
absolute distanced image, beyond the sphere of passible contact
with the developing, incomplete and therefore re-thinking and re-
evaluating present.
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The three characteristics of the epic posited by us abhove are, to

a greater or lesser extent, also fundamental to ti i

genres of classical antiquity and the Middle Ages. At the heart of
1

of time, the same role for tradition, an

d ar
distance. Contemporary reality as such does not figure in as an
available object of representation in any of these high genres.

Contemporary reality may enter into the high genres
hierarchically highest levels, already distanc
to reality itself. But the events, victors and heroe:

temporary reality are,

. d
enter into these high genres (for example, Pindar’s
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served in the memaory of descendents; an image is created for de-
nden tq and this image is projected an ta their sublime and dis-
horizon. Contemparaneity for its own sake {that is to say, a
emporaneity that makes no claim on future memory) i
_____ _ed in clay; cantemporaneity for the future (for deqcendentq]
is molded in marhle or bronze.
 in terrelatmnﬁlp of times is impartant here. The valorized
emphasis is not on the future and does not serve the future, no
favars are heing done it {such favars face an eternity nutmde
time|; what is served here is the future memaory of a past, a hroad-

f the world of the absolute past, an enriching of it with

o
images (at the expense of cantemparaneity|—a warld that is

1ple ta any merely transitory past.
ed high genres, tradition alsa retains its

inder conditions of open and persona

es mare conventionalized than in the

|

rn':j

epic.
In general, the world of high literature in the classical era was 2

rld
warld projected inta th qt on to the distanced plane of mem

ary, hut nat into areal, r I ive past tied to the present hy unintey-
rnipted temporal transitions; it was projected mther into a val-

rup ANtQ & va'-
orized past of hegmn and peak times. This past is distanced,

finished and clased hk a circle. This does not mean

that there is no mnvernenr within it. On the contrary, the relative
temporal categories within it are richly and suhtly worked out
nuances of “earlier,” “later,” sequences of moments, speeds, du-
rations, etc.); there is evidence of a high level of artis t1c technique
in matters of time. But within this time, completed and lacked
inta a circle, all pmntq are equidistant from the real, dynamic
time of the present; insofar as this time is whaole, it is not local-
ized in an actual hlsr rical sequence; it is not relative to the pres-
ent ar to the future; it cantains within itself, as it were, the entire
fullness of time. As a cansequence all high genres of the classical
era, that is, its entire high literature, are structured in the zone of
the distanced image, a zone outside any possible contact with the
present in all its apen nd dness.

As we have said, contemparaneity as such (that is, one that pre-
serves its own living cantemparary profile| cannot become an ob-
ject of rEpreqentatin for the high genres. Contemporaneity was
reality of a “lower’ order in comparison with the epxc ngf Least

of all could it serve as the s
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= (D

evaluation. The focus for such an idea of evaluation could anly h
found in the absolute past. The present is something transitary, i

is flow, it is an eternal continuation without heginning ar end; it
is denied an authentic conclusiveness'and consequently lacks an
essence as.well. The future as well is perceived either as an essen-
tially indifferent continuation of the present, or as an end, a final
destruction, a catastrophe. The temporally valorized categories of
absolute beginning and absolute end are extremely significant in
our sense of time and in the ideologies of past times. The hegin.
ning is idealized, the end is darkened (catastrophe, “the twilight
of the gods”). This sense of time and the hierarchy of times de-
scribed by us here permeate all the high genres of antiquity and
the Middle Ages. They permeated so deeply into the basic founda-
tion of these genres that they continue to live in them in subse-
quent eras—up to the nineteenth century, and even further.

This idealization of the past in high genres has something of an
official air. All external expressions of the dominant force and
truth {the expression of everything conclusive) were formulated
in the valorized-hierarchical category of the past, in a distanced
and distant image (everything from gesture and clothing to liter-
ary style, for all are symbols of authority). The novel, however, is
associated with the eternally living element of unofficial lan-
guage and unofficial thought (holiday forms, familiar speech,
profanation).

The dead are loved in a different way. They are removed from
the sphere of contact, one can and indeed must speak of them in a
different style. Language about the dead is stylistically quite dis-
tinct from language about the living.

In the high genres all authority and privilege, all lofty signifi-
cance and grandeur, abandon the zone of familiar contact for the
distanced plane (clothing, etiquette, the style of a hero’s speech
and the style of speech about him)|. It is in this orientation toward
completeness that the classicism of all non-novel genres is
expressed. =

Contemporaneity, flowing and transitory, “low,” present—this
“life without beginning or end” was a subject of representation
only in the low genres. Most importantly, it was the basic subject
matter in that broadest and richest of realms, the commou peg:
ple's creative culture of laughter. In the aforementioned work
I tried to indicate the enormous influence exercised by this
realm—in the ancient world as well as the Middle Ages—on the
birth and formation of novelistic language. It was equally signifi-
cant for all other historical factors in the novelistic genre, during
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1eir emergence and early formation. Precisely here, in popular
aughter, the authentic falkloric roots of the nove] are to be
ou ght. The present, contemparary life as such, “I myself” and

my cantemporaries,” “my time”—all these concepts were origi-

lly the ohjects of ambivalent laughter, at the same time cheer-
f_ﬂ_ and annihilating. It is precisely here that a fundamentally new
attitude toward language and toward the word is generated.
A_,QngsLde_dlr_cgthgresentatlon—L_ghlng at living reality—
“there flourish parody apd _travesty_of all high genres and of all
!gf;xmodels embodied in national myth “The “absaluté past” of
gads, demigads and heraes is here, in paradies and even more so
in travesties, “contemparized”: it is hrought low, represented an a
plane equal with cantemparary life, in an everyday environment,
in the law language of contemparaneity.

In classical times this elemental popular laughter gave rise di-
rectly to a broad and varied field of ancient literature, one that the
ancients themselves expressive]y laheled spoudogeloion, that is,
the ﬁe]d of “serio-comical.” The weakly plotted mimes of Soph-
ran, Fall the bucalic paems, the fahble, early memair literature (the
Emdennm of Ian of Chias,’ the Hnmﬂae of Critias), pamphlets
all belong ta this field; here the ancients themselves included the
“Socratic dialogues” |as a genre|, here helong Raman satire {Lu-
cilius,* Horace, Persius,' Juvenal], the extensive literature of the

f—

> tn

h. Scphron (fl. sth century s.c.! was prohahbly the first writer to give liter-
ary form tc the mime. He was greatly admired hy Plata. The mimes were
written in thythmic prose and took as their subject matter events of everyday
life.

i. lon of Chias (490—421 B.C.}, a Greek paet who, when he won first for
tragedy in the Great Dionysia, made a present of Chian wine to every Athe-
nian. His memoirs have not come down ta us, but Athenaeus (q.v.] gives lang
quotes, including the description of an evening Saphacles spent with him in
his home on Chios. It has been said no other Grcek hefore Sacrates has heen
presented so vividly. The title of these Epidémiai prohahly refers to the visits
of distinguished Athenians whao came to see lon on Chios.

j. Critias (460—403 B.C.}, one of the Thirty Tyrants, also active as a writer
He wrate mastly elegies and tragedies. Fragments of Hamilai (“discussions”]
have come down to us; Galen is cited hy the editors of the Pauly-Wissowa
{val. 11 of the 1910 ed., p. 1910] as calling the twa haaks of the ariginal Homi
lai “aimless discussions” (zwanglaose Unterhaltungen).

k. Lucilius Gaius [?2—102 B.C.|, member of one of the grcatest Roman fam
ilies, author of several important satires, chiefly remarkable far the personal,
almost autobiographical tone he introduces inta them.

1. Persius, Flaccus Aulus (A.D. 34— 62!, satirist heavily influenced by Stoic
philasophy.
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“Symposia” and finally Menippean_satire (as a genre) and dia-
logues of the Lucianic type. All these genres, permeated with the
“serio-comical,” are authentic predecessors of the novel. In addi-
tion, several of these genres are thoroughly novelistic, containing
in embryo and sometimes in developed form the basic elements
characteristic of the most important later prototypes of the Eura-
pean novel. The authentic spirit of the novel as a developing
genre is present in them to an incomparably greater degree than
in the so-called Greek novels (the sole ancient genre bearing the
name). The Greek novel [Greek romance| had a powerful influ-
ence on the European novel precisely in the Baroque era, that is,
precisely at that time when novel theory was beginning to be re-
worked (Abbé Huet)™ and when the very term “novel” was being
tightened and made more precise. Out of all novelistic works of
antiquity, the term “novel” was, therefore, attached to the Greek
novel alone. Nevertheless, the serio-comical genres mentioned
above anticipate the more essential historical aspects in the de-
velopment of the novel in modern times, even though they lack
that sturdy skeleton of plot and composition that we have grown
accustomed to demand from the novel as a genre. This applies in
particular to the Socratic dialogues, which may be called—to re-
phrase Friedrich Schlegel —“the novels of their time,” and also to
Menippean satire (including the Satyricon of Petronius), whose
role in the history of the novel is immense and as yet inade-
quately appreciated by scholarship. These serio-comical genres
“were the first authentic and essential step in-the-cvolution of the
novel as the - genre of becomlng
Preclsely what is this novelistic spirit in these serio-comical
genres, and on what basis do we claim them as the first step in
the development of the novel? It is this: contemporary realit reality
serves as their subject, and—even more important—it is the
starting point for understanding, evaluating and formulating such
genres. For the first time, the subject of serious literary represen-
tation (although, it is true, at the same time comical) is portrayed
without any distance, on the level of contemporary reality, in a

m. Abbé Huet (1630—1721), bishop of Avranches, learned scholar who
wrote numerous works on a wide variety of subjects. His Traité de 'origine
des romans (1670) was first published as an introduction to Mme. de La
Fayette’s Zaide, a novel written while its author was sull influenced by ideas
of the précieux society.
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zone of direct and even crude contact. Even where the past or
myth serves as the subject of representation in these genres there
is no epic distance, and contemporary reality provides the point

of view. Of special significance in this process of demolishing dis-
tance is the comical origin of these genres: they derive from
folklore (popular ar laughter). It is prec1sely(lgughte that destroys
the epic, and in general destroys any hierarchical [distancing and
valorized) distance. As a distanced image a subject cannot be
comical; to be made comical, it must be brought close. Every-
thing that makes us laugh is close at hand, all comical creativity,
works in a zone of maximal proximity. Laughter has the remark-
able power of making an object come up close, of drawing it into a
zone of crude contact where one can finger it familiarly on all
sides, turn it upside down, inside out, peer at it from above and
below, break open its external shell, look into its center, doubt it,
take it apart, dlsmember it, lay it bare and expose it, examine it
fref;_ly and experiment with it. Laughter demohshes@ ‘and piety
before an object, before a world, making of it an object of familiar
contact and thus clearing the ground for an absolutely free inves-
tigation of it. Eaughter 1s a vital factor i in laying down that prereq-
uisite for fearmlthout Whlch it would_ be xmpqsslble to
approach the world realistically. As it draws an object to itself and
makes it familiar, laughter delivers the object into the fearless
hands of investigative experiment—both scientific and artistic—
and into the hands of free experimental fantasy. Familiarization
of the world through laughter and popular speech is an extremely
important and indispensable step in making possible free, scien-
tifically knowable and artistically realistic creativity in European
civilization.

The plane of comic (humorous) representation is a specific plane
in its spatial as well as its temporal aspect. Here the role of mem-
ory is minimal; in the comic.world there is nothlngiom@?
and @xtmn to do. One ridicules in_order tocforgety This is the
zone of maximally_familiar and crude contact; laughter means
@ and abuse could lead to blows. Basically th1s isuncrowning,
that is, the removal of an object from the distanced plane, the de-
struction of epic distance, an assault on and destruction of the dis-
tanced plane in general. In this planc [the plane of laughter) one
can disrespectfully walk around whole objects; therefore, the back
and rear portion of an object (and also its innards, not normally
accessible for viewing) assume a special importance. The object is
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broken apart, laid bare (its hierarchical nrnqmentatlg__ is re-
moved): the naked nh]ec‘t is r1d1culnuq its “empty” clothing,
stripped and separated from its person, is also ridiculous. What

takes place is a comical aperation of djsmemhermenr_
One can play games with the comical (that is, conte mporize it);
serving as the objects of the ga rdial i

symbols of space and ﬂme—zhnve he]nw in fmnt f behind, ear-
4

dlsmemberment, turnmg thlngs 1nro dead nh]ertq
We possess remnrkah]e dncumenr that reflects the simul-

mode] fr_n' the nnvel. These are the anran(‘ dm]ngue F_I our pur-
poses, Pveryfhing in this remarkahle genre, which w born just
antiquity was drawing to a close, is signi ﬁ t. Char-

acte qumﬂy it arises as apnmnpmnneumnm " that is

of the memaoir type, as transcripts based on personal mem m'ies of
real conversations among contemporaries;” characteristic, also, is
e fact that a speaking and conversing man is the central image
of the genre. Characteristic, taon, is the comhination of the image

tes, the central hero of the genre, wearing the papular
a bewildered fool {almost a Margn*] wnh the image of 2

n]ngue T am wiser rhan everyone, be(‘auqe

3

(w] k
s =
'3

l-' l'-‘

othing. In the image of Socrates one can de-
S of prose heroization. Around this image, Sax-

ne e
/q1v3112 d legends spring up (for example, Socrates’ relationship

“Memorﬂinﬁmemni[q and -autahiographies is of a special sort: it is
memory of one’s own contemporaneity and of one’s own self. It is a de-hero-

izing memory; there is an element of the mechanical in it, of mere transcrip-

tion (n pmonumcmg_] What results is personal memaory without pre-exist-
ing chronological pattern, bounded anly hy the termini of a single personal
life [there are no fathers or generations). This “memaoir quality” was already
inherent in the Socratic ialogue,

Hypomnemata {literally, “recollections”). It is
of this title ascrihed ta lan of Chios may be
f

1 (cf. ,.ote 9l
ool,” subject of a work frequently cited by Bakhtin, the



EPIC AND NOVEL [25§]

with Xanthippe); the hero turns inta a jester {compare the more
carnivalizationy of legends surrounding Dante, Pushkin,”

Characteristic, even canonic, for the genre is the spoken di-
alogue framed by a dmngizea Jstory. Characteristic also is the
proximity of its language to popular spoken language, as near as
was possible for classical Greece; these dialogues in fact opened
the path ta Attic prose, and are connected with the essential ren-
avation of the literary-prose language—and with a shift in lan-
guages in general. Characteristically this genre is at the same
time a rather complex system of styles and dialects, which enter
it as more-or-less parodied maodels of languages and styles {we
have before us therefore a multi-styled genre, as is the authentic
novel]. Moreover the figure of Socrates himself is characteristic
for the genre—he is an outstanding example of heroization in
novelistic prose (so very different from epic heroization). It is, fi-
nally, profoundly characteristic—and for us this is of utmaost im-
portance—that we have laughter, Socratic irony, the entire sys-
tem of Socratic degradations combined with a serious, lofty and
for the first time truly free investigation of the world, of man and
of human thought. Socratic laughter {reduced to irony| and So:
cratic degradations (an entire syst—grn of metaphors and compari-
Sons borrowed from the lower spheres of life—from tradespeople,
from everyday life, etc.) bring the world closer and familiarize it
in order to investigate it fearlessly and freely. As our starting
point we have contemporary reality, the living people who occupy
it together with their opinions. From this vantage point, from this
contemporary reality with its diversity of speech and voice, there
comes about a new orientation in the world and in time {includ-
ing the “absolute past” of tradition) through personal experience
and investigation. It is canonical for the genre that even an acci-
dental and insignificant pretext can ordinarily and deliberately

p. A good example of what Bakhtin has in mind here is provided by the
leader of the Oberiuty, Daniil Kharms (1905-1942), “Anecdotes about Push-
kin.” They are difficult to appreciate in translation, but are all similar to the
following: “Pushkin loved to throw rocks. As soon as he saw a rack, he would
throw it. Sometimes he became so excited that he stood, all red in the face,
waving his arms, throwing rocks, simply something awful.”—from Russia’s
Lost Literature of the Absurd, tr. and ed. by George Gibian (New Yark, 1974],

p- 67.
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the hierarchy of times. A f{

Its folklore raots are identica
to which it is genetically
a

isi
solute past, real-life figures from various e 1
(for example, Alexander of Macedonia) and living contemporaries
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3 odies and travesties,
not fear elements of bilingualism (in Var-
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especially in Baethius’ The Consolation of Philasophy).
icon af Petronius is goad praof that Menippean satire
d into e picture, affering a realistic reflection of

a
varied apd{bm gf(?‘-wnrld of cantemparary life.
10st all the ahave-mentianed genres, the “seria- camical”
aracterized by a deliberate and explicit autohiographical and v
irist a Emarh The thlt\Tthe temparal center of artistic
hich placed an the same temparally valorized plane
d his readerq {nn the one hand| and the warld and
the ather}, making them contempo-
y e acqnmntances friends, familiarizing their rela-
ti0n< (we again recall the navelistic opening of Onegin|, permits
1t;hm in a]] his various masks and faceq to mave heely onto

raries po S

The ﬁe]d avm]ah]e fm tepreqent

ng the world changes from
genre to genre and from era to era as literature develops i

organized in different ways and limited in space and tim

ferent means. But th]q field is a]wayq specific.
cnnc]uqlve preqent this is what keepq Lhe geme fmm c,nnge l' ling.
The nnvehqt is drawn toward everything that is not yet om-

p]etecL He may turn up on the field of representation in any au-
tharial pose, he may depict real moments in his own life or make
allusions ta them, he may interfere in the conversations of his he-
raes, he may apenly polemicize with his hterary enemies and so
forth. This is not merely a matter of the author’s image appearing
within his awn field of representation—importa i
that the underlying, original formal author (the au
thorial image| appears in a new relationship with the rep
world. Bath find themselves noaw suhject to the same
valarized measurements, for the “de P,C ing” authoria
1

now lies an the same plane as the “d

q. Marcus Terentius Varra (fl. 1st century 8.c.], palitician and scholar, a
pupil of Stilo—the first Roman philologist—w h had made himself known
thraugh research an the genunineness of Plantus’ comedies. Varrg wrote nu-
merous works an the Latin language, but Bakhtin refers to him as author of
the lost work Statuarum Menippearum libri, humarous essays in the Menip-

pean style satirizing the luxury of his age.
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It is precisely this new situation, that of the original formally
present author in a zone of contact with the world he is depicting,
that makes possible at all the appearance of the autharial image
on the field of representation. This new positioning of the author
must be considered one of the most important results of sur-
mounting epic |hierarchical) distance. The enormous formal,
compositional and stylistic implications this new positioning of
the author has for the specific evolution of the novel as a genre
require no further explanation.

Let us consider in this connection Gogol’s Dead Souls. The
form of his epic Gogol modeled on the Divine Comedy; it was in
this form that he imagined the greatness of his work lay. But what
in fact emerged was Menippean satire. Once having entered the
zone of familiar contact he was unable to leave it, and he was un-
able to transfer into this sphere distanced and positive images.
The distanced images of the epic and the images of familiar con-
tact can never meet on the same field of representation; pathos
broke into the world of Menippean satire like a foreign body, affir-
mative pathos became abstract and simply fell out of the work.
Gogol could not manage the move from Hell to Purgatory and
then to Paradise with the same people and in the same work; no
continuous transition was possible. The tragedy of Gogol is to a
very real extent the tragedy of a genre (taking genre not in its for-
malistic sense, but as a zone and a field of valorized perception, as
a mode for representing the world). Gogol lost Russia, that is, he
lost his blueprint for perceiving and representing her; he got mud-
dled somewhere between memory and familiar contact—to put it
bluntly, he could not find the proper focus on his binoculars.

But as a new starting point for artistic orientation, contem-
poraneity by no means excludes the depiction of a heroic past,
and without any travesty. As an example we have Xengphon's
a(l{ggc}g(_lz_q‘ (not, of course, a se'rlo-qomlcal woFk, but one that

oes lie on the borderline). Its subject is the past, its hero is Cyrus
the Great. But the starting point of representation is Xenophon’s

r. Xenophon {428- 1354 B.C.), Cyropaedia, a text that haunts the history of
thinking about navels from Julian the Apostate’s citation of it as a model 1o
be avoided (cf. Perry, Ancient Romances, p. 78] tu Buileau, who, in his Di-
alogue sur les héros des romans (1664) attacks Mme. de Scudéry’s monstrous
Artaméne, ou le grand Cyrus |1649—1653].
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sense of the word.

The depiction of a past in the novel in no sense presumes the
madernization of this past (in Xenophon there are, of course,
traces of such mnderm atmn] On the contrary, only in the nove
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ences is retained as a way of seeing, it has the depth, sharpness,
breadth and vividness peculiar to that way of seeing, but should
not in any way penetrate into the already portrayed content of the
past, as a force modernizing and distorting the uniqueness of that
past. After all, every great and serious contemporaneity requires
an authentic profile of the past, an authentic other language from
another time.

The revolution in the hierarchy of times outlined above makes
possible a radical revolution in the structuring of the artistic im-
age as well. The present, in its so-called “wholeness” (although it
is, of course, never whole) is in essence and in principle inconclu-
sive; by its very nature it demands continuation, it moves into
the future, and the more actively and consciously it moves into
the future the more tangible and indispensable its inconclusive-
ness becomes. Therefore, when the Jrescnt becomes the center of
human orientation in time and.in the world; timé and world lgse
their completedness as a whole as well as_in.ecach of their.paxts.
The temporal model of the world changes radically: it becomes a
world where there is no first word (no ideal word), and the final
word has not yet been spoken. For the first time in artistic-ideo-
logical consciousness, ‘tl@ and the world) become historical:
Mnfold albeit at first still unclearly and confusedly, as be-
coming, as an uninterrupted movement into a real future, as a_
unified, all-embracing and_ unconcluded 1 process. Every event,
every phenomenon, every thing, every object of artistic represen-
tation loses its completedness, its hopelessly finished quality and
its immutability that had been so essential to it in the world of
the epic “absolute past,” walled off by an unapproachable bound-
ary from the continuing and unfinished present. Through contact
with the present, an object is attracted to the incomplete process
of a world-in-the-making, and is stamped with the seal of incon-
Elusweness No matter how distant this object is  from us in time,
it is connected to our incomplete, present-day, continuing tem-
poral transitions, it develops a relationship with our unprepared-
ness, with our present. But meanwhile our present has been mov-
ing into an inconclusive future. And in this_ inconclusive context
cance are renewed and grow as the context continues to unfold.
This leads to radical changes in the structuring of the artistic im-
age. The image acquires a specific actual existence. It acquires a
relationship—in one form or another, to one degree or another—
to the ongoing event of current life in which we, the author and



imally cl ject an. item
porary reality in all its inconclusiveness—and consequently a
similarly close contact between the 0h1-,t and the future.
Prophecy is characteristic for the epic, fifediction'for the novel.
Epic prophecy is realized wholly within the limits of the absolute
past (if not in a given epic, then within the limits of the tradition
it encompasses); it does nat touch the reader and his real time.
The novel might wish to prophesize facts, to predict and influ-
ence the real future, the future of the author and his readers. But
the novel has a new and quite specific problematicalness: charac-
teristic for it is an eternal re-thinking and re-evaluating. That

£
center of activity that pander and justifies the p past is transferred

This "modﬂr'w.v‘_.n»f the novel is indestructible, and verges on
an unjust evaluation of times. Let us recall the re-evaluation o
t that occurred during the Renaissance (“the darkness o
1ic Age”), in the eighteenth century (Voltaire} and that i
in positivism (the exposure of myth, legend, heroization
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arbitrary|. The absolute past is closed and mpleted in the whole
as well as in any of its parts, It is, thereiozc, possible to take any
part and offer it as the whole. One cannat embrace,. in a single
epic, the entire world of the ahsglute past (although it is unified
from 3 plot standpoint|—to do so would mean a retelling of the
whole of national tradition, and it is sufficiently difficult to em-
hrace even a significant partion of it. But this is no great loss, be-
cause the structure of the whale is repeated in each part, and each
part is comple the

1
stary at almaost any moment, and finish at almost any moment.
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The Iliad is a random excerpt from the Trojan cycle. Its ending
{the burial of Hector| cauld nat possib ) g
elistic paint of view. But epic r:o,,,pleted__ess suffers not the
slightest as a result. The specific “impulse 0
the war end? Wha wins? What will happen to Achilles? and so
farth—is ahsolutely excluded fraom the e plC hy hoth internal and
external motifs (the plat- ]me of the tradition was already kno
to everyone|. This specific “impulse to mntm.l..e“ {what will hap-
\/pen next?) and the * lmpu]qe to end” {how will it end?] are
teristic only for the nnve] and are passihle only in

a
there is prmamlty ‘and cnntact in a zane of distanced images they

In dmtnnced images we have t h h
{that is, the condition of not k ing
however, speculates in what is

ous forms and methads for em

the author has, that which the hera does nat know or does not
see. It is possible to utilize this authorial surplus in an external

way, manlpulatmg he narrative, or it u
image of an individual {an externalization that is peculiarly nav-
elistic]. But there is another possibility in this surplus that

creates furfher pr rohlems.

ous ways in vari us novels. A novel tra
atic questions at all Take, for example, the adventu
vard romance. The e isno

ive events of our own

] r_he S1 1rmgate nf a
v perience these adventures,
such novels almost become a sub-
f the sort is possible in the
1  we encounter the spe-
cific danger inherent in the contact. we our-
selves may actua UV enter the nov . as we could never en-
er an epic or other distanced genre). It fallows rhm we might
substitute for our own life an ohsessive read. ng of navels, or
novelistic maodels (the hero of |anmevqky s
18] ar the real-life ap-
pearance of fashionable herces taken from navels —disillusioned,
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are ble of generating such
navelized, that is, after having
z f contact (far example,

10th, 1enamenon in the histary of the novel-—and
of extreme importance—is connected with th
orientation and with this zone of contact: it is th
relationship with extraliterary genres, wi
day life and with ideclogical genres. In
novel and its preparatory genres had rel
literary forms of personal and sacial realit
of rhetaric (there is a theory that actually traces the nave
rhetaric|. And in later stages of its develo
wide and substantial use of letters, diaries, canfe

courts and sa farth. ¢

with the incomplete events af a particular g
often crosses the hnundary of what we etrictly c

in heaven. Eve X qpemﬁr situation is hlq
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of literature is not mere X develnpment
fixed houndaries of any given deﬁmtmn

selves are constantly (‘Whe shift o

Various strata [including literature) in a cul

ar

symptomatic of this larger process, whwh accurs at a great depth.
These symptams of change appear considerahly more oftenint
navel than they do elsewhere, as the novel is a dev veloping g
they are sharper and mare q1gn1ficant hecause the navel is in the
vanguard of change. The novel may thus serve as a docume r
gauging the lofty and still distant destinies of literature’s future
unfolding.

But the changes that take place in temporal orientation, and in
the zone where images are canstructed, appear nowhere more
profoundly and inevitably than in the process of re-structuring
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the image of the individual in literature. Within he bounds of the

present article, however, I can touch on this great and complex
question only brleﬂy and superﬁmally.

hetween hm authentlr eeqence and its externa] mamfeetat A]l

ial, all his passibilities are realized utterly in hm exter-
nal socjal po ition, in rhe whnle of his fate and even in his ex-
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nal chazactexistics, his appea: S e andihie R lie on a sin-
gle plane. His view of himself coincides completely with others’
views of him—the I

> view of his saciety (his commumfy] the epic
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He sees and knows in_himself only the things that others see [ —

and know.in him_ Everything that another person—the author—
is able ta say about him he can say ahout himself, and vice versa.
There is nothing to seek for in him, nothing to guess at, he can
neither he expased nar pravoked; he is all of a piece, he has no

shell, there is no nucleus within. Furthermare, the@pi?ﬁero)

lacks any ideological initiative (heroes and author alike lack it).
¢ epiyworld-knows only a single and unified world view, oblig-
atory and indubhitably true for heroes as well as for authors and
audiences. Neither world view nor language can, therefare, func-
tion as factors for limiting and determining human images, or
their individualization. In the epic, characters are hounded, pre-
formed, individualized by their various situations and destinies,
but not by varying “truths.” Nat even the gads are separated from
men by a special truth: they have the same language, they all
share the same warld view, the same fate, the same extravagant
externalization.

These traits of the epic character, shared by and large with
other highly distanced genres, are responsible for the exclusive
beauty, wholeness, crystal clarity and artistic completedness of
this image of man. But at the same time such traits account for
his limitations and his obvious woodenness under conditions
obtaining in a later period of human existence.

The destruction of epic distance and the transferral of the im-
age of an individual from the distanced plane to the zone of con-
tact with the inconclusive events of the present (and cansequent-
ly of the future] result in a radical re:structuring of the image of
é_e_inij.g_jﬂy_ajdn\gbg novel —and cansequently in all literature.
Folklore and popular-comic sources for the novel played a huge
rale in this process. Its first and essential step was the comic fa-
miliarization of the image_of man. Laughter destroyed epic dis:
tance; it began to investigate man freely and familiarly, to turn
him inside out, expose the disparity between his surface and his
center, between his potential and his reality. A dynamic authen-
ticity was introduced into the image of man, dynamics of incon-
sistency and tension between various factars af this image; man

¥
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ceased to coincide with himself, and cansequently men ceased to ¥~

be exhausted entirely by the plots that contain them. Of these in-
consistencies and tensions laughter plays up, first of all, the
comic sides (but not only the comic sides); in the seria-camical
genres of antiquity, images of a new arder emerge—far example,
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the imposing, newly and more complexly integrated heroic image
of Socrates.

Characteristic here is the artistic structuring of an image out of
durable popular masks—masks that had great influence on the
novelistic image of man during the maost important stages of the
novel’s development {the serio-comical ggge\s_gi_a_n,tiguim Rabe-
Jais, Cervantes). Out31deme epic and tragic hero is
nothmg, he is, therefore, a function of the plot fate assigns him,;
he cannot become the hero of another destlny or another plnt On
are able to assume any destiny anc]"can ﬁgure 1nto any situation
{they often do so within the limits of a single play), but they can-
not e exhaust _their possibilities by those situations alone; they al-
ways “retain, in any situation and in any destiny, a happy_pl___s
of their own, their own rudimentary but inexhaustible human
face. Therefore theseé masks can function and speak independent
of the plot; but, ?noreover, it is precisely in these excursions out-
side the plot proper—in the Atellan trices,® in the lazzi' of Italian
comedy—that t}lgy best of all reveal a face of their own. Neither
an eplc nor actr\igc hero could ever step out in his own character
durmg a pause in the plot or during an intermission: he has no
face for it, no gesture, no language. In this is his strength and his
limitation. The epic and tragic hero is the hero who, by his very
nature, must pensh ‘Popular masks, on the contrary, never I per-
1sh not a single plot in Atellan Italian or Italianized French com-
edies provides for, or could ever provide for, the actual death of a
Maccus, a Pulcinello or a Harlequin. However, one frequently
witnesses their fictive comic deaths (with subsequent resurrec-
tions). These are heroes of free improvisation and not heroes of
tradition, heroes of a life process that is imperishable and forever
renewing itself, forever contemporary—these are not heroes of an
absolute past.

These masks and their structure ({the noncoincidence with
themselves, and with any given situation—the surplus, the inex-
haustibility of their self and the like), have had, we repeat, an
enormous influence on the development of the novelistic image

s. Trices are thought to have been interludes in the action of the Atellanae
during which the masks often stepped out of character.

t. Lazzi were what we might now call “routines” or “numbers” that wer
nat part of the ongoing action of the plot.
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of man. This structure is preserved even in the navel, although in
a more complex, deeply meaningful and serious {or serio-camical)
form.

One of the hasic internal themes of the novel is precisely the
theme of the hera’s inadequacy to his fate or his situation. The
individual is either greater than his fate, or less than his candition
as a man. He cannat become ance and for all a clerk, a landowner,
a merchant, a fiancé, a jealous lover, a father and sa farth. If the
hera of a navel actually becomes something of the sort—that is, if
he completely coincides with his situation and his fate {as do ge-
neric, everyday heroes, the majority of secandary characters in a
novel|—then the surplus inhering in the human conditian is real-
ized in the main protagonist. The way in which this surplus will
actually be realized graws out of the author’s arientation toward
form and content, that is, the ways he sees and depicts individu-
als. It is precisely the zone of contact with an inconclusive pres-
ent (and consequently with the future) that creates the necessity
of this incongruity of a man with himself. There always remains
in him unrealized potential and unrealized demands. The future
exists, and this future ineluctably touches upon the individual,
has its roots in him.

An individual cannot be completely incarnated inta the flesh of
existing socichistorical categories. There is no mere form that
would be able to incarnate once and forever all of his human pas-
sibilities and needs, ng form in which he could exhaust himself
dawn to the last word, like the tragic or epic hero; no form that he
could fill to the very brim, and yet at the same time nat splash
over the brim. There always remains an unrealized surplus of hu-
manness; there always remains a need for the future, and a place
for this future must be found. All existing clothes are always toa
tight, and thus comical, on a man. But this surplus of un-fleshed-
out humanness may be realized not only in the hero, but also in
the author’s point of view (as, for example, in Gogal). Reality:
as we have itin_the novel is only one of many passible realities;
it 1s not inevitable, not arbitrary, it bears within itself other
possibilities.

The epic wholeness of an 1nd1v1dual disintegrates in a navel in
ather ways as well. A cIuc1alJ;_nsmn develops hetween the exter-

nal and the internal man, and as a result the g’;b]ectlv1t§ of the

1ndividual becomes an abject of experimentation and representa-
tion—and first of all on the humorous familiarizing plane. Coar-
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dination breaks down between the various aspects: man for him-
self alone and man in the eyes of others. This disintegration of the
integrity that an individual had possessed in epic {and in tragedy)
combines in the novel with the necessary preparatary steps to-
ward a new, complex wholeness on a higher level of human
development.
y Finally, in a novel the individual acquires the ideological and
v/ linguistic initiative necessary to change the nature of his own im-__
age [there is a new and Kigher type of individualization of the
iiiage). In the antique stage of novelistic development there ap-
peared remarkable examples of such hero-ideologues—the image
of Socrates, the image of a laughing Epicurus in the so-called “Hy-
pocratic” novel, the deeply novelized image of Diogenes in the
thoroughly dialogized literature of the cynics and in Menippean
satire (where it closely approximates the image of the popular
/rnask) and, finally, the image of Menippius in Lucian. As a rule,
the hero of a novel is always more or less an ideclogue.

What all this suggests is a somewhat abstract and crude sche-
matization for re-structuring the image of an individual in the
novel. 3

We will summarize with some conclusions.

The present, in its all openendedness, taken as a starting point
and center for artistic and ideological orientation, is an enormous
revolution in the creative consciousness of man. In the European
world this reorientation and destruction of the old hierarchy
of temporalities received its crucial generic expression on the
boundary hetween classic antiquity and Hellenism, and in the
new world during the late - Middle Ages and Renaissance. The fun-
damental constituents of the fiovel as a genre were formed in
these eras, although some of the separate elements making up the
novel were present much earlier, and the novel’s roots must ul-
timately be sought i folklote. In these eras all other major genres
had already long since come to completion, they were already old
and almost ossified genres. They were all permeated from top to
bottom with a more ancient hierarchization of temparalities. The
novel, from the very beginning, developed as a genre that had at

V its core a new way of conceptualizing time. The absolute past,
tradition, hierarchical distance played no role in the formation of
the novel as a genre (such spatiotemporal categories did play a
role, thnugh insignificant, in certain periods of the novel’s devel-
opment, when it was slightly influenced by Eﬁg_gp;c——for exam-
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ple in the Baroque novel). The novel took shape precisely at the
point when epic dist epic distance was disintegrating, when both the world
and man were assuming a degree of comic familiarity, when the |
object of artistic representation was being degraded to the level of <
a contemporary reality that was inconclusive and fluid. From the
very beginning the novel was structured not in the distanced im-
age of the absolute past but in the zone of direct contact with in-
conclusive present-day reality. At its core lay personal experience
and free creative imagigation. Thus a new, sober artistic-prose
novelistic image and a new critical scientific perception came
into being simultaneously. From the very beginning, then, the
novel was made of different_clay than the other already com-
pleted genres; it is a different breed, and with it and in it is born
the future of all literature. Once it came into being, it could never
be merely one genre among others, and it could not erect rules for
interrelating with others in peaceful and harmonious co-exis-
tence. In the presence of the novel, all other genres somehow
have a different resonance. A lengthy battle for the novelization_
of the other genres began, a battle to drag them into a zone of con-
tact with reality. The course of this battle has been complex and
tortuous.

The novelization of literature does not imply attaching to al-
ready completed genres a generic canon that is alien to them, not
theirs. T_l)_e&g'l,__ajter all, has no canon of its own. It is, by its

very nature, not canonic. It ig plasticity itself. It is a genre that is
everquesting, ever ining itself and subjecting its establishex

forms to review. Such, indeed, is the only poss1b1hty open to a
genre that structures itself in a zone of direct contact with devel
Qgg}g’eahty Therefore, the novelization of other genres does not
imply thelr subjection to an alien generic canon; on the contrary,
implies their_liberation from all_that serves as a
brake on their unique development, from all that would change
them along with the no?/?:ﬂ_ﬁ%) some sort of styhzanon ' of forms
t have outlived themselves. A
l have developed mMus positions in this essay in a some-
what abstract way. There have been few illustrations, and even
these were taken only from an ancient period in the novel’s devel-
opment. My choice was determined by the fact that the sig-
nificance of that period has been greatly underestimated. When
people talk about the ancient period of the novel they have tradi-
tionally had in mind the “Greek novel” alone. The ancient period
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of the novel is enormously significant for a proper understanding
of the genre. But in ancient times the novel could not really de-
velop all its potential; this potential came to light_only_in the
modern-world. We indicated that in several works of antiquity,
the inconclusive present begins to sense a_greater proximity to
the future than to the past. The absence of a temporal perspective
in ancient society assured that this process of reorientation to-
ward a real future could not complete itself; after all, there was
no real concept of a future. Such a reorientation occurred for the
first time during the Renaissance. In that era, the present (that is,
a reality that was contemiporaneous) for the first time began to
sense itself not only as an incomplete continuation of the past,
but as something like a new and heroic beginning. To reinterpret
reality on the level of the contemporary present naw meant not
only to degrade, but to raise reality into a new and heroic ere.
It was in the Renaissance that the present first began to feel with
great clarity and awareness an incomparably closer proximity and
kinship to the future than to the past.

The process of the novel’s development has not yet come to an
end. It is currently entering a new phase. For our era is charac-
terized by an extraordinary complexity and a deepening in our
perception of the world; there is an unusual growth in demands
on human discernment, on mature objectivity and the critical
faculty. These are features that will shape the further develop-
ment of the novel as well.




FROM THE PREHISTORY
OF NOVELISTIC DISCOURSE

I

The stylistic study of the novel began only very recently. Classi-
cism of the seventecenth and eighteenth centuries did not recog-
nize the novel as an independent poetic genre and classified it
with the mixed rhetorical genres. The first theoreticians of the
novel —Abbé Huet (Essay |Traité]| sur l’origine des romans,
1670}, Wieland (in his celebrated preface to Agathon, 1766-1767),
Blankenburg ( Versuch iiber den Roman, 1774, published anony-
mously) and the Romantics (Friedrich Schlegel, Novalis) barely
touched upon questions of style.! In the second half of the nine-
teenth century there was an intensification of interest in the the-
ory of the novel, as it had become the leading European genre’—
but scholarship was concentrated almost exclusively on ques-
tions of composition and thematics.’ Questions of stylistics were
touched upon only in passing and then in a manner that was com-
pletely unsystematic.

Beginning with the 1920s, this situation changed rather abrupt-
ly: there appeared a large number of works dealing with the sty-

1. The Romantics maintained that thc novel was a mixed genre (a mixture
of verse and prose), incorporating into its composition various genres (in par-
ticular the lyrical}—but the Romantics did not draw any stylistic conclusions
from this. Cf., for example, Friedrich Schlegel’s Brief tiber den Roman.

2. In Germany, in a series of works by Spielhagen (which began to appcar
in 1864) and especially with R. Riemanns’ work, Goethes Romantechnik
(1902); in France, beginning in the main with Bruncti¢re and Lanson.

3. Literary scholars studying the technique of framing (“Ramenerzihlung”)
in literary prose and the role of the storytellcr in the epic (Kate Friedemann,
Die Rolle des Erzdhlers in der Epik |Leipzig, 1910]) came close to dealing with
this fundamental problem of the plurality of styles and levels characteristic
of the novel as a genre, but this problem remained unresolved on the stylistic
plane.
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listics of individual novelists and of individual navels. These
warks are often rich in valuable ahservations.® But the distinctive
features of novelistic discourse, the stylistic specificum of the
novel as a genre, remained as hefore unexplored. Mareaver, the
problem of this specificum itself, its full significance, has ta this
day not yet been pased. Five different stylistic approaches to nav-
elistic discourse may be observed: (1] the authar's partions alone
in the novel are analyzed, that is, only direct words of the authar
maore or less correctly isolated—an analysis canstructed in terms
of the usual, direct poetic methods of representation and expres-
sion |metaphors, comparisons, lexical register, etc.); (2] instead of
a stylistic analysis of the novel as an artistic whole, there is a
neutral linguistic description of the novelist’s language;* (3] in a
given novelist’s language, elements characteristic of his particu-
lar literary tendency are isolated |be it Romanticism, Naturalism,
Impressionism, etc.);* (4) what is sought in the language of the
novel is examined as an expression of the individual personality,
that is, language is analyzed as the individual style of the given
navelist;” (5] the novel is viewed as a rhetorical genre, and its de-
vices are analyzed from the point of view of their effectiveness as
rthetaric.*

All these types of stylistic analysis to a greater or lesser degree
are remate from those peculiarities that define the novel as a
genre, and they are also remote from the specific conditions un-
der which the word lives in the novel. They all take a novelist’s
language and style not as the language and style of a novel but
merely as the expression of a specific individual artistic person-
ality, ar as the style of a particular literary school or finally as a
phenomenon common to poetic language in general. The individ-
ual artistic personality of the author, the literary school, the gen-

a. Of special value is the work by H. Hatzfeld, Don-Quijute als Wort-
kunstwerk (Leipzig-Berlin, 1927).

5. Such, for example, is L. Sainéan’s book, La Langue de Rabelais {Paris,
val. 1, 1922; vaol. 2, 19213).

6. Such, far example, as G. Laesch’s book, Die impressionistische Syntax
der Gancourts {(Nuremberg, 1919).

7. Of such a type are the works hy the Vosslerians devoted w style: we
should mention as especially worthwhile the works of Leo Spitzer on the
stylistics of Charles-Louis Philippe, Charles Péguy and Marcel Proust,
hrought together in his book Stilstudien |vol. 2, Stilsprachei, 1928).

& V.V Vinagradav's book On Artistic Prose [O xudoZestvenno) proze]
(Mascow-Leningrad, 1930) assumes this position.
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acteristics of poetic language or of the literary language
i a all serve ta conceal from us the genre itself,

c demands it makes upon language and the spe-
il it apens up for it. As a result, in the majority of
these works he navel, relatively minor stylistic variations—
nd1v1dual or characteristic of a particular school—have
_ of completely caovering up the major stylistic lines de-
nined by the development of the novel as a unique genre. And
the while discourse in the novel has been living a life that is
tinctly its own, a life that is impaossible to understand from the
nint of view of stylistic categories formed on the basis of poetic
enres in the narrow sense of that term.

The differences hetween the novel {and certain forms close to
it| and all other genres— poetic genres in the narrow sense—are
so fundamental, so categorical, that all attempts to impose on the
novel the concepts and norms of poetic imagery are doomed to
fail. Although the novel does contain poetic imagery in the nar-
row sense |primarily in the author’s direct discourse), it is of sec-
ondary importance for the novel. What is more, this direct imag-
ery often acquires in the novel quite special functions that are not
direct. Here, for example, is how Pushkin characterizes Lensky’s
poetry | Evgenij Onegin, 2. 10, 1—4]:
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He sang love, he was obedient to love,
And his song was as clear

As the thoughts of a simple maid,

As an infant’s dream, as the moon. . . .*

|a development of the final comparison follows].

The poetic images (specifically the metaphoric comparisons)
representing Lensky’s “song” do not here have any direct poetic
significance at all. They cannot be understood as the direct poetic
images of Pushkin himself (although tormally, of course, the char-
acterization is that of the author). Here Lensky’s “song” is charac-
terizing itself, in its own language, in its own poetic manner.
Pushkin’s direct characterization of Lensky’s “song”—which we
find as well in the novel— sounds completely different [6. 23, 1]:

Thus he wrote gloomily and languidly. . . .

a. s and the following citations frum Eugene Onegin are taken
from Walter Arndt’s translatuon (New York: Dutton, 1963), slightly modified
in pl i rrespond with Bakhtin’s remarks about particular words used.
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In the four lines cited by us abave it is Lensky's sang itself, his
voice, his poetic style that sounds, but it is permeated with the
parodic and ironic accents of the author; that is the reasan why it
need not be distinguished from authorial speech by composi-
tional or grammatical means. What we have befare us is in fact an
image of Lensky’s song, but not an image in the narrow sense; it
is rather a novelistic image: the image of anather’s [éuZoj] lan-
guage, in the given instance the image of anather’s poetic style
(sentimental and romantic). The poetic metaphors in these lines
(“as an infant’s dream,” “as the moon” and others) in no way
function here as the primary means of representation (as they
would function in a direct, “serious” song written by Lensky
himself); rather they themselves have here become the object of
representation, or more precisely of a representation that is par-
adied and stylized. This novelistic image of another’s style (with
the direct metaphors that it incorporates) must be taken in into-
national quotation marks within the system of direct authorial
speech (postulated by us here), that is, taken as if the image were
parodic and ironic. Were we to discard intonational quotation
marks and take the use of metaphors here as the direct means by
which the author represents himself, we would in so doing de-
stray the novelistic image |obraz| of another’s style, that is, de-
stroy precisely that image that Pushkin, as novelist, constructs
here. Lensky’s represented poetic speech is very distant from the
direct word of the author himself as we have postulated it:
Lensky’s language functions merely as an object of representa-
tion (almost as a material thing); the author himself is almost
completely outside Lensky’s language (it is only his parodic and
iranic accents that penetrate this “language of another”).

Another example from Onegin [1. 46, 1-7]:

He wha has lived and thought can never
Loaok an mankind without disdain;

He wha has felt is haunted ever

By days that will nat come again;

No mare far him enchantment’s semhlance,
On him the serpent of remembrance

Feeds, and remarse carrades his heart.

One might think that we had before us a direct poetic maxim of
the authar himself. But these ensuing lines:

All this is likely to impart
An added charm to conversation
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(spoken by the posited author to Onegin) already give an objective
coloration to this maxim. Although it is part of authorial speech,
it is structured in a realm where Onegin’s voice and Onegin’s
style hold sway. We once again have an example of the novelistic
image of another’s style. But it is structured somewhat dif-
ferently. All the images in this excerpt become in turn the object
of representation: they are represented as Onegin’s style, Onegin’s
world view. In this respect they are similar to the images in
Lensky’s song. But unlike Lensky’s song these images, being the
object of representation, at the same time represent themselves,
or more precisely they express the thought of the author, since
the author agrees with this maxim to a certain extent, while nev-
ertheless seeing the limitations and insufficiency of the Onegin-
Byronic world view and style. Thus the author (that is, the direct
authorial word we are postulating) is considerably closer to
Onegin’s “language” than to the “language” of Lensky: he is no
longer merely outside it but in it as well; he not only represents
this “language” but to a considerable extent he himself speaks in
this “language.” ero is located in ne tential con-
versati ith the author, in a zone of dialogical contact-The au-
thor sees the limitations and insufficiency of the Oneginesque
language and world view that was still fashionable in his (the au-
thor’s) time; he sees its absurd, atomized and artificial face (“A
Muscovite in the cloak of a Childe Harold,” “A lexicon full of
fashionable words,” “Is he not really a parody?”); at the same time
however the author can express some of his most basic ideas and
observations only with the help of this “language,” despite the
fact that as a system it is a historical dead end. The image of
another’s language and outlook on the world [¢uZoe jazyk-
mirovozzrenie, W@% is
extremely typical of the novel; the greatest novelistic images (for
example, the figure of Don Quixote) belong precisely to this type.
These descriptive and expressive means that are direct and poetic
(in the narrow sense) retain their direct significance when they
are incorporated into such a figure, but at the same time they are
“qualified” and “externalized,” shown as something historically
relative, delimited and incomplete—in the novel they, so to
speak, criticize themselves.

They both illuminate the world and are themselves illumi-
nated. Just as all there is to know about a man is not exhausted by
his situation in life, so all there is to know about the world is not
exhausted by a particular discourse about it; every available style
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!a_gu.ages are, in the main, the period-hound, generic and com-
1 everyday varieties of the pn ch's literary language, a lan-
guage that is in itself ever evolving and in process of renewal. All

ma
these languages, with all the dll’P(‘l’ expressive means at their dis-

asal, themselves hecame the object of representation, are pre-
S ed as images of whaole languages, characteristically typical
1mageq highly limited and sometimes almost comical. But at the

same time these represented languages themselves do the work

of representing ta a significant degree. The author participates in
the novel [he is omnipresent in it} with almast no direct langnage

.I)

of his own. The language of the n gyﬂL);g-ﬂIsLstpm of languages
tl%mmln.gmal]y intefinimate each other Tt is im.

passible ta descrilie and analyze it a-a=stfgle unitary language.
We pause on one mare example. Here are four excerpts from
different sections of Onegin:

(1} Thus a young |moladaj] goad-far-nathing muses

[1. 2, 1]
(2} ... Qur youthtul |[mladaj| singer
Has gone to his untimely end! . . . [6. 31, 10—T11]

{3] 1sing of a young |mladaj] friend, his checkered
Career in fortune’s cruel cail [7. 55, 6-7]

(4} What if your pistal-shat has shattered
The temple of a dear young |moladaj] boy. .
[6. 34, 1-2]

We see here in twa instances the Church Slavanic form mladaj
and in two instances the Russian metathesized form moladoj.
Could it be said that both forms belong to a single authaorial lan-
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guage and to a single authorial style, one ar the other of them
being chosen, say, “for the meter”? Any assertion of the sort
would be, of course, barbaric. Certainly it is the authar speaking
in all four instances. But analysis shows us that these forms be-
long to different stylistic systems of the navel.

The words “mladoj pevec” |youthful singer| (the secand ex-
cerpt) lie in Lensky’s zone, are presented in his style, that is, in
the somewhat archaicized style of Sentimental Romanticism.
The words “pet’” [to sing| in the sense of pisat’ stixi [ta write
verses| and “pevec” [singer] and “poet” [poet| are used hy Pushkin
in Lensky’s zone or in other zones that are parodied and obhjec-
tified (in his own language Pushkin himself says of Lensky:
“Thus he wrote. . . .”]. The scene of the duel and the “lament” for
Lensky (“My friends, you mourn the poet. . . .” [6. 36, 1], etc.) are
in large part constructed in Lensky’s zone, in his poetic style, but
the realistic and soberminded authorial voice is forever breaking
in; the orchestration in this section of the novel is rather complex
and highly interesting.

The words “I sing of a young friend” (third excerpt] involve a
paradic travesty on the formulaic opening of the neoclassical
epic. The stylistically crude link-up of the archaic, high word
mladoj with the low word prijatel’ [acquaintance, friend] is justi-
fied by the requirements of parody and travesty.

The words molodoj povesa [young good-for-nothing] and mo-
lodoj prijatel’ [young friend] are located on the plane of direct au-
thorial language, consistent with the spirit of the familiar, con-
versational style characteristic of the literary language of the era.

Different linguistic and stylistic forms may be said to belong to
different systems of languages in the novel. If we were to abolish
all the intonational quotation marks, all the divisions into voices
and styles, all the various gaps between the represented “lan-
guages” and direct authorial discourse, then we would get a
canglomeration of heterogeneous linguistic and stylistic forms
lacking any real sense of style. It is impossible to lay out the lan-
guages of the novel on a single plane, to stretch them out along a
single line. It is a system of intersecting planes. In Onegin, there
is scarcely a word that appears as Pushkin’s direct word, in the
nconditional sense that would for instance be true of his lyrics
r romantic poems. Therefore, there is no unitary language or
sty]e in the novel. But at the same time there does exist a center

of language (a verbal 1deolog1cal center| for the novel. The author
(as creator of the novelistic whole} cannot be found at any one of

2 «—



the navel’s language levels: he is to be fmmd at the center of arga-
nization where
‘m t fro thlq authmml center.

Belinsky Called Pushkin’s navel “an encyclopedia of Russian
life.” But this is na inert encyclopedia that merely catalogues the
things of everyday life. Here Russian life speaks in all its voices,
in all the languages and styles of the era. Literary language is not
represented in the novel as a unitary, completely finished-aff and
LIl(j,leUtahle Ianglmge—lt is represented precisely as a living mix
of varied and opposing vaices [raznoredivast’], deve]opmg and re-
newing itself The language of the authar strives to overcome the
qnperﬂma] "literariness” of moribund, outmaded styles and fash-
11@1}]9 periad-baund languages; it strives to renew itself by draw-
ing on the fundamental elements of folk language [which does
nat mean, hawever, explaiting the crudely ohvious, vulgar can-
tradictions hetween folk and ather languages|.

Pushkin’s novel is a self-critique of the literary language of the
era, a product of this language’s various strata |generic, everyday,
“currently fashionahle”| mutually illuminating ane anather. But
this interilluminatian is not of course accomplished at the level
af linguistic ahstraction: images of language are inseparahle from
images of variaus world views and from the living beings wha are
their agents—peaple wha think, talk, and act in a setting that is
social and historically concrete. Fram a stylistic point of view we
are faced with a complex system of languages of the era being ap-
propriated into one unitary dialogical movement, while at the
same time separate “languages” within this system are located at
different distances from the unifying artistic and ideological cen-
ter of the novel.

The stylistic structure of Evgenij Onegin is typical of all au-
thentic novels. To a greater or lesser extent, every novel is a di-
alogized system made up of the images of “languages,” styles and
consciousnesses that are concrete and inseparable from language.
Language in the naovel nat only represents, but itself serves as the
ob]ect of representation. Novelistic discourse is always criticizing
itsell.

In this consists the categorical distinction hetween the novel
and all straightforward genres—the epic poem, the lyric and the
drama (strictly conceived|. All directly descriptive and expressive
means at the disposal of these genres, as well as the genres them-
selves, become upon entering the novel an object of representa-
tion within it. Under conditions of the novel every direct word—
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epic, lyric, strictly dramatic—is ta a greater ar lesser d ma
into an object, the ward itself hecames a baunded |ograniéennij)
image, one that quite often appears ridiculous in this framed
condition.

The basic tasks for a stylistics in the navel are, therefare: the
study of specific images of languages and styles; the arganization
of these images; their typology (for they are extremely diverse);
the combination of images of languages within the novelistic
whole; the transfers and switchings of languages and voices; their
dialogical interrelationships.

The stylistics of direct genres, of the direct poetic ward, offer us
almost no help in resolving these problems.

We speak of a special novelistic discourse because it is only in
the novel that discourse can reveal all its specific potential and
achieve its true depth. But the novel is a comparatively recent
genre. Indirect discourse, however, the representation of an-
other’s word, another’s language in intonational quotation marks,
was known in the most ancient times; we encounter it in the ear-
liest stages of verbal culture. What is more, long before the ap-
pearance of the novel we find a rich world of diverse forms that
transmit, mimic and represent from various vantage points an-
other’s word, another’s speech and language, including also the
languages of the direct genres. These diverse forms prepared the
ground for the novel long before its actual appearance. Novelistic
discourse has a lengthy prehistory, going back centuries, even
thousands of years. It was formed and matured in the genres of
familiar speech found in conversational folk language (genres
that are as yet little studied) and also in certain folkloric and low
literary genres. During its germination and early development,
the novelistic word reflected a primordial struggle between tribes,
peoples, cultures and languages—it is still full of echoes of this
ancient struggle. In essence this discourse always developed on
the boundary line hetween cultures and languages. The prehis-
tory of novelistic discourse is of great interest and not withourt its
own special drama.

In the prehistary of novelistic discourse one may observe many
extremely heterogeneous factors at work. From our point of VIEW,
haowever, two of these factors prove to be of decisive importance:
one of these is\]ﬁuzgﬁtve_r, the other\.pgiy)g{gb;gg_[u;uogo;az;v'éie]:
The mast ancient forms for representing language were organized
hy laughter—these were ariginally nothing more than the ridicul-
ing of anather’s language and another’s direct discourse. Polyglos-
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sia and the interanimation of languages associated with it ele-

vated these forms_to a new artistic and ideological level, which
made possible the genre of the navel.
These twa factors in the prehistary of navelistic discourse are

11
One of the most ancient and widespread forms for representing
the direct word of anather is pargdy. What is distinctive ahout
parady as a form?
Take, for example, the pm’ndlc sonnets with which Don Qui-

> impeccahly structured as sannets,

we could never pnqqlh]y assign them ta the sonnet genre. In Don
Quixate they appear as part of a navel—hut even the isolated pa-

as asonnet. In a paradied sonnet, the sonnet form is nat a genre at

all, hat is, it is nat the form of a whale hut is rather the abject of
representation: the sonnet here is the hero of the parady. In a par-
ady an the sonnet, we must first of all recagnize a sannet, recag-
nize its form, its specific style, its manner of seeing, its manner of

g h warld—the warld view of the
represent and ridicule these dis-

rodic sonnet (outside the navel] could not he classified generically

selecting from and evaluatin

1€ 1M sonnet.
Far th same reasans ane could naot under any circumstances
assign ta the genre of “epic pne the paradic epic “War hetw

the Mlce and the Frags.”" This n image of the Homeric qulp
It is precisely style that is the true hero of the work. We would
have ta say the same of Scarran’s Virgil travesti.® One could like-

have heen written ahout oo s.cc., hut with many later interpalations
now usnally ascribed ta Pigres of Halicarnassus [hrather-in- Jlaw of Mal_]_s
whase tamh was aone of the seven waonders of the ancient warld|. The Mar-

gites |cf. note z| has alsa heen ascribed ta Pigres

h. The Batrachamyomachia, a still extant parady of Homer tb{_nl_gbt ta

leus,

c. This wark, camprised of seven hooks [1638—1643], was considered the
masterpiece of Pm]l Scarran [1610—1660] in his day. Scarran is now best re-
membered far his picaresque navel, Le Roman comique (2 val, 1651-1657

unfinished, 3rd val. by other hands, 165g]
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wise not include the fifteenth-century sermons joyeux® in the
genre of the sermon, or paradic “Pater nasters” or “Ave Marias” in
the genre of the prayer and so forth.

All these parodies on genres and generic styles (“languages”|
enter the great and diverse world of verhal farms that ridicule the
straightforward, serious word in all its generic guises. This world
is very rich, considerably richer than we are accustomed ta be-
lieve. The nature and methods available for ridiculing something
are highly varied, and not exhausted by parodying and travestying
in a strict sense. These methods for making fun of the straightfor-
ward word have as yet received little scholarly attention. Our gen-
eral conceptions of parody and travesty in literature were formed
as a scholarly discipline solely by studying very late forms of liter-
ary parody, forms of the type represented hy Scarron’s Enéide
travestie,” or Platen’s “Verhingnisvolle Gabel,”' that is, the im-
poverished, superficial and historically least significant forms.
These impoverished and limited conceptions of the nature of the
parodying and travestying word were then retroactively applied to
the supremely rich and varied world of parody and travesty in pre-
vious ages.

The importance of parodic-travestying forms in world litera-
ture is enormous. Several examples follow that bear witness to
their wealth and special significance.

Let us first take up the ancient period. The “literature of erudi-
tion” of late antiquity—Aulus Gellius* Plutarch® (in his Mo-

d. These were mock sermons originally given in the churches of medieval
France as part of the Féte des fous; later they were expelled from the church
and became a secular genre in their own right, satires in verse form, often
directed against women. The humor consisted in pious passages inter-
mingled with ribaldry.

e. Cf. note c.

f. “Die verhingnissvalle Gabel” {(1826), 2 parody of Romantic “fate trag-
edies” by Angust, Graf von Platen-Hallermiinde (1796—1835), who was con-
cermed ta re-estahlish classical norms in the face of what he saw as the exces-
ses of the Stiirmer und Dringer (see his Venetian sonnets [1825]).

g Aulus Gellius [c. 130-c. 180 A.D.), author of the Noctes Atticue in
twenty baoks, a collection of small chapters dealing with a great variety of
tapics: literary criticism, the law, grammar, history, ctc. His Latin is remark-
ahle far its mixture of classical purity and affected archaism.

h. The Moralia of Plutarch (translated in fourteen volumes by E C. Babbitt
et al [1927-1959]) are essays and dialogues on a wide. varicty of literary, his-
tarical and ethical topics, with long sections of quotations from the ancieit
dramatists.
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ralia), Macrohius® and, in particular, Athenaeus'—provide suffi-
ciently rich data for judging the scope and special character to the
paradying and travestying literature of ancient times. The com-
mentaries, citations, references and allusions made by these
“erudites” add substantially to the fragmented and random mate-
rial on the ancient world’s literature of laughter that has survived.
The warks of such literary schalars as Dietrich,* Reich,' Corn-
f-rd’“ and athers have prepared us for more correct assessment of
the role and significance of parodic-travestying forms in the ver-
halc l ture of anm’enr times.
1

straig h fnrward genre, no qmg]e type nf dn‘ect dlscourqe—arthtlc
thetorical, philosophical, religious, ordinary everyday—that did
have its own paradying and travestying double, its own
ic-ironic cantre-partie. What is mare, these parodic douhles
l 1ighing reflections of the direct ward were, in some cases,
sanctioned hy tradition and just as cananized as their ele-

o
n
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‘})
7]

d a] nn]y very hriefly with the praoblem of the so-called
drama,” that is, the satyr play. In most instances this
drama, which follows upon the tragic trilogy, developed the same
narrative and mythological matifs as had the trilogy that pre-
ceded it. It was, therefare, a peculiar type of paradic-travestying

cantre-partie to the myth that had just received a tragic treat-

several Macraohii], authar of the Saturnalia, a sympasium presente d i
the form of a dialogue in seven haaks, drawing hecavily on Aulus Gellius (cf
note g|.

i. Athenens (fl. 200 A.n.}, authar of Deipnosophistai |Dnr1nrc at Din
as it is saometimes translated, Experts an Dining). This is a wark of f
haaoks filled with all kinds of miscellaneous information on medicine, litera-
ture, the law, etc., intermingled with anecdotes and quotations from a |
numher of ather authars, many of whose works are otherwise los
unknown.

k. A. Dietrich, anthar of Pulcinella: Pompeyanische Wandbilder und

i. Amhraosins Theodasius Macrohins {a figure variously identified wi

‘3.7

ner

s
teen

Rémische Satyrspiele (Leipzig, 1897), a hook that playcd a major role in sha
ing some of Bakhtin's early ideas ahout the rale of fools in his t y

1. Hermann Reich, authar of Der Mimus (Berlin, 1g03), a thcoretical at-
tempt to recanstruct the reasans far thc mime's importance in ancicnt
Greece.

m. F M. Cnrnfmd (1874—1043], fram whase many works Bakhtin here has

in mind The Origin of Attic Camedy (London, 1(;14]
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scrapper, but especially Hercules the madman—such were the
motifs that lent a comic aspect to his image. In this comic aspect,
heroism and strength are retained, but they are combined with
laughter and with images from the material life of the body.

The figure of the comic Hercules was extremely popular, not
only in Greece but also in Rome, and later in Byzantium (where it
became one of the central figures in the marionette theater). Un-
til quite recently this figure lived on in the Turkish game of
“shadow puppets.” The comic Hercules is one of the most pro-
found folk images for a cheerful and simple heroism, and had an
enormous influence on all of world literature.

When taken together with such figures as the “comic Odys-
seus” and the “comic Hercules,” the “fourth drama,” which was
an indispensable conclusion to the tragic trilogy, indicates that
the literary consciousness of the Greeks did not view the parodic-
travestying reworkings of national myth as any particular pro-
fanation or blasphemy. It is characteristic that the Greeks were
not at all embarrassed to attribute the authorship of the parodic
work “War between the Mice and the Frogs” to Homer himself.
Homer is also credited with a comic work (a long poem) about the
fool Margit. For any and every straightforward genre, any and
every direct discourse—epic, tragic, lyric, philosophical—may
and indeed must itself become the object of representation, the
object of a parodic travestying “mimicry.” It is as if such mimicry
rips the word away from its object, disunifies the two, shows that
a given straightforward generic word—epic or tragic—is one-
sided, bounded, incapable of exhausting the object; the process of
parodying forces us to experience those sides of the object that are
not otherwise included in a given genre or a given style. Parodic-
travestying literature introduces the permanent_corrective of
laughter, of a_critigue-enthe one-sided seriousness of the lofty di-

rect word, the corrective of reality that is always richer, more fun-
damental and most importantly too contradictory and heteroglot
{0 be At into a high and strai mg;s
m’fourth drama” and genres akin to it re-
tain the ancient binary tone of the word. Ancient parody was free
of any nihilistic denial. It was not, after all, the heroes who were
parodied, nor the Trojan War and its participants; what was par-
odied was only its epic heroization; not Hercules and his exploits

but their tragic heroization. The genre itself, the style, the lan-
guage are all put in cheerfully irreverent quotation marks, and
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they are perceived against a hackdrop of a contradictary reality
that cannot be confined within their narrow frames. The direct
and serious ward was revealed, in all its limitation:

word-—but it was by no means discredited in the process. Thus it
did not hother the Greeks to think that Homer himself wrote a

parody of Homeric style.

problem of the “fourth drama.” 1

. 2
<
>
i}
3
rQ

8¢ 7
[¢']
e}
>
(o]
2
o b

p. The exodium was, in Creek drama, the end or catastrophe of a play, but
is used here by Bakhtin as it applied in Roman plays, where the word means a
comic interlude or farce following something mare serious. Its function is
comparable with the satyr play in Athenian tetralogics. [Not ta be canfused
with exados, the portion near the end of CGreek plays where the chorus leaves
the stage.)

q. First-century g.c. farces that emphasized crude physialogical dcetails
and bawdy iokes. -

r. Lucius Pomponius of Bononia (fl. 100—8¢ B.C.), authar of at least seventy
Atellan farceg i

—80 R.C.], younger contemparary of Pampanius, and au-
C

t us ( . h i lit 2 t cited here hy
Bakhtin becauge he was generally regarded as the last real tragedian of Rame
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rved in the mural paintings in Pampeii. Dieterich, who made
e of the Pompeiian paintings to unlack the secret of ancient
comic farms, describes, for example, two frescoes arranged facing
each other on the ane we see Andrameda heing rescued by Per-
seus, an the opposite wall is a picture of a naked waman bathing
ina p nd with a serpent wrapped around her; peasants are trying

come to her aid with sticks and stones. 0 This is an aobvious
dic travesty of the first mythological scene. The plat of the
myth is relocated in a specifically prosaic reality; Perseus himself
is replaced by peasants with rude weapons (compare the knightly
waorld of Don Quixaote translated into Sancha’s language!

From a whele series of scurces, and particularly from the four-
teenth hook of Atheneus, we know of the existence of an enor-
mous_world of highly heterogeneous paradic-travestying forms,
we know, for instance, of the performances of phallophors® and
deikelists® [mimers] who on the ane hand travestied national and
lacal myths and on the other mimicked the characteristically
typical “languages” and speech mannerisms of foreign doctors,
procurers, hetaerae, peasants, slaves and sc ferth. The parcdic-
travestying literature of scuthern Italy was especially rich and
varied. Comic parodic plays and riddles flourished there, as did
paradies of the speeches of scholars and judges, and forms of pa-
radic and agonic dialogues, ene of whose variants became a struc-
tural component of Greek comedy. Here the word lived an utterly
different life from that which it lived in the high, straightforward
genres of Greece.

It is worth remembering that the most primitive mime, that is,
a wandering actor of the most banal sort, always had to possess,
as a professional minimum, twao skills: the > ability to imitate the..
voices of birds and animals, and the al-n-]lfy to mimic the speech,
facial expressions “and ge<t1cu]atm»n ion of a slave, a peasant, a pro-
pbaldls, Sk E100S anc,
curer, a scholastic pedant and a foreigner. To this very day this is

L o M=
n

=1

(e}
.9-

1c. Ci. A Dieterich, Pulcirella: Pompeycanische Wandbilder urd romische
Satyrspiele (Leipzig, 18¢7), p. 121

”

u. Fhallophers, “phallus bearers,” the figures who carried carved phalloi
in religicus precessicns and whese role was to joke and cavert ckscencly.

v. Deikelists. frcm the Greek deikelikias, simply “one who represents,
but acccrding to Athenaeus (cf. nete ), in bock 14 of the Deiprnasophistiai,
they were actors whe specialized in burlesque parts.

”
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still the stock-in-trade for the farcical actor-impersanatars at an-
nual fairs.

The culture of laughter was no less rich and diverse in the Ro-
man world than it had been in the Greek. Especially characteris-
tic for Rome was the stubborn vitality of ritualistic ridicule.
Everyone is familiar with the soldiers’ sanctioned ritualistic
ridicule of the commander returning in triumph, or the ritualistic
Iaughter at Roman funerals and the license granted the laughter
of the mime; there is no need to expand further on the Saturnalia.
What is important for us here is not the ritual roots of this laugh-
ter, but rather the literature it produced, and the role played by
Roman laughter in the ultimate destinies of discourse. Laughter
proved to be just as profoundly productive and deathless a crea-
tion of Rome as Roman law. This laughter broke through the grim
atmosphere of seriousness of the Middle Ages to fertilize the
great creations of Renaissance literature; up to this day it con-
tinues to resonate in many aspects of European literature.

The literary and artistic consciousness of the Romans could
not imagine a serious form without its comic equivalent. The se-
rious, straightforward form was perceived as only a fragment,
only half of a whole; the fullness of the whole was achieved only
upon adding the comic contre-partie of this form. Everything se-
rious had to have, and indeed did have, its comic double. As in the
Saturnalia the clown was the double of the ruler and the slave the
double of the master, so such comic doubles were created in all
forms of culture and literature. For this reason Roman literature,
and especially the low literature of the folk, created an immense
number of parodic-travestying forms: they provided the matter
for mimes, satires, epigrams, table talk, rhetorical genres, letters,
various types of low comic_folk art. It was oral tradition preemi-
nently that transmitted many of these forms to the Middle Ages,
transmitting as well the very style and logic of Roman parody, a
lagic that was hold and consistent. It was Rome that taught Euro-
pean culture how to laugh and ridicule. But of the rich heritage of
laughter that was part of the written tradition of Rome only a
miniscule quantity has survived: those upon whom the transmis-
sion of this heritage depended were agelasts™ who elected the se-

w Agelasts, fram the Greek “without-laughter,” is an example of Bakh-
tin's often rarified vocahulary. The word implies grim ideclogues.
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happened, for example, with the numerous parodies on Virgill.

Thus we see that alongside the great and significant models of
straightforward genres and direct discourses, discourses with na
conditions attached, there was created in ancient times a rich
world of the most varied forms and variations of parodic-travesty-
ing, indirect, conditional discourse. Of course our term “parodic-
travestying discourse” far fram expresses the full richness of
types, variants and nuances of the laughing word. But the ques-
tion arises: what unifies all these diverse forms of laughter, and
what relationship do they bear to the novel?

Some forms of paradic-travestying literature issue directly from
the form of the genres being paradied—parodic poems, tragedies
(Lucian’s Tragopcdagra™ |“Gout-Tragedy”], for example|, paradic
judicial speeches and so forth. This is a parady and travesty in the
narrow sense of the word. In ather cases we find special farms of
parady constituted as genres—satyr-drama, improvised comedy,
satire, plotless dialogue |bessjuZetnyj dialog] and others. As we
have said above, parodied genres do not belong to the genres that
they parody; that is, a paradic poem is not a poem at all. But the
particular genres of the parodic-travestying word of the sort we
have enumerated here are unstable, compositionally still un-
shaped, lacking a firm o1 definite generic skeleton. 1t can be said,
then, that in ancient times the parodic-travestying word was
(generically speaking) homeless. All these diverse parodic-trav-
estying forms constituted, as it were, a special extra-generic or
inter-generic world. But this world was unified, first of all, by a
common purpose: to provide the corrective of laughter and crit-
icisim to all existing straightforward genres, languages, styles,
vuices; to force men to experience beneath these categories a dif-
ferent and contradictory reality that is otherwise not captured in
them. Such laughter paved the way for the impiety of the novelis-
tic form. In the second place, all these forms are unified by virtue
of their shared subject: language itself, which everywhere serves
as a means of direct expression, becomes in this new context the
image of language, the image of the direct word. Consequently
this extra-generic or inter-generic world is internally unified and
€ven appears as its own kind of totality. Each separate element in
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it—parodic dialogue, scenes from everyday life, hucolic humaor,
etc.—is presented as if it were a fragment of some kind of unified
whole. I imagine this whole to be something like an immense
novel, multi-generic, multi-styled, mercilessly critical, soberly
mocking, reflecting in all its fullness the heteroglossia and mul-
tiple voices of a given culture, people and epach. In this huge
novel—in this mirror of constantly evolving heteroglossia—any
direct word and especially that of the dominant discourse is re-
flected as something more or less bounded, typical and charac-
teristic of a particular era, aging, dying, ripe for change and re-
newal. And in actual fact, out of this huge complex of parodically
reflected words and voices the ground was being prepared in an-
cient times for the rise of the novel, a genre formed of many
styles and many images. But the novel could not at that time
gather unto itself and make use of all the material that language
images had made available. I have in mind here the “Greek ro-
mance,” and Apuleius and Petronius. The ancient world was ap-
parently not capable of going further than these.

Il;es_e parodic-travestying forms prepared_the. ground for the
novel in one very important, in fact ¢  fact decisive, respect. They liber-
ated the object from the power "of I language in which it had be-
come entangled as if in a net; they destroyed the homogemzmg
power of the d1rect word destroyed.the_thlck walls [hat had im-
prisoned consciousness within its own discourse, within its own

language. A _distance arose between language and reallty that was
to prove an indispensable condition for authentically realistic
forms of discourse.

Linguistic consciousness—parodying the direct word, direct
style, exploring its limits, its absurd sides, the face specific to an
era—constituted itself outside this direct word and outside all its
graphic and expressive means of representation. A new mode de-
veloped for working creatively with language: the creating artist
began to look at language from the outside, with another’s eyes,
from the point of view of a potentially different language and
style. It is, after all, precisely in the light of another potential lan
guage or style that a given stralghtforward btyle is pdludled tra

on the boundary line between languages and btylt:b This is, tur
the creating consciousness, a highly peculiar positon to find it-
self in with regard to language. The aedile or rhapsode experi-



uage, in his own discourse, in an

utterly different rom the creator of “War hetween the Mice
and the Frogs,” or the creators of Margites.”

One who creates a direct word—whether epic, tragic or lyric—
deals anly with the subject whose praises he sings, or represents, or
expresses, and he does so in his own language that is perceived as
the sole and fully adequate taol for realizing the ward’s direct, ob-
jectivized meaning. This meaning and the objects and themes that

0 separable from the straightforward language of
he person who creates it: the ohjects and themes are horn and
row t i
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guage is transformed from the abhsolute dogma it had heen within
the narrow framework of a sealed-off and impermeahle monaglos-
sia into a working hypothesis for comprehending and expressing
reality.

But such a full and camplete transformation can accur only
under certain canditions, namely, under the candition of thar-
aughgaoing polyglassia. Only palyglassia fully frees cansciousness
rom the tyranny aof its own language and its own myth aof lan-
guage. Parodic-travestying forms flourish under these conditions,
and only in this milieu are they capable of heing elevated to com-
pletely new ideclagical heights.

Roman literary consciousness was hilingual. The purely na-
tional Latin genres, canceived under monaoglotic conditions, fell
into decay and did nat achieve the level of literary expression.
From start to finish, the creative literary consciousness of the Ro-
mans functioned against the background of the Greek language
and Greek forms. From its very first steps, the Latin literary ward
viewed itself in the light of the Greek word, through the eyes of
the Greek word; it was from the very heginning a ward “with a
sideways glance,” a stylized word enclasing itself, as it were, in
its own piously stylized quotation marks.

y. An early satirical epic, traditionally ascribed to Homer, hut ta Pigres as
well {ct. note c].
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its own molphglogy nor its own abstract lexicon—what stands
out is precisely that which makes language concrete and which
makes its world view ultimately untranslatable, that is, precisely
the style of the language as a tctality.
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m. It was extremely characteristic for the literary Re-
eive zll of language, from top to bottom, as style—a
1 language that is somewhat cold and “exterioriz-
pea 14. ng as well as writing, the Roman siylized, and not

11, U Wilamowitz-Moellendorff, Plazon, vol. 1 (Berlin, 1920}, p. .00
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without a certain mld sense of alienation from his own language.
For this reason the objective and expressive directness of the
Latin 1iterary rd was always somewhat conventionalized (as

indeed is every sort of stylization]. An element of stylizing is in-

in Il the major straightforward genres of Roman litera-
ture; it is even present in such a great Roman creation as the
Aeneid.

But we have to do here not only with the cultural bilingualism
of literary Rome. Roman literature at the outset was charac-
terized hy trilingualism. “Three souls” lived in the breast of En-
nius. But three souls-—three language-cultures—lived in the
breast of all the initiators of Roman literary discourse, all the
translator-stylizers who had come to Rome from lower Italy,
where the boundaries of three languages and cultures intersected
with one another—Greek, Oscan and Roman. Lowercltaly was
the home of a specific kind of hybrid culture and hybrid literary
_forms. The rise of Roman literature is connected in a fundamen-
tal way with this trilingual cultural home; this literature was
born in the interanimation of three languages—one that was in-
digenously its own, and two that were other but that were experi-
enced as indigenous.

From the point of view of polyglossia, Rome was merely the
concluding phase of Hellenism, a phase whose final gesture was
to carry over into the barbarian world of Europe a radical poly-
glossia, and thus make possible the creation of a new type of me-
dieval polyglossia.

For all the barbarian peoples who came in contact with it,
Hellenism provided a powerful and illuminating model of other-
languagedness. This model played a fateful role in national,
straightforward forms of artistic discourse. It overwhelmed al-
most all of the tender shoots of national epic and lyric, born in an
environment muffled by a dense monoglossia; it turned the direct
word of barbarian peoples—their epic and lyric word—into a dis-
course that was somewhat conventional, somewhat stylized. And
this greatly facilitated the development of all forms of parodic-
travestying discourse. On Hellenistic and Helleno-Roman soil
there became possible a maximal distance between the speaker
(the creating artist) and his language, as well as a maximal dis-
tance between language itself and the world of themes and ob-
jects. Only under such conditions could Roman laughter have de-
veloped so powerfully.



l—l
U
Yol
n
9]
(o}
=
=
]
n
n

[64] FROM THE PREHISTORY QF NQVELIST

':3
n
=
n
=
n
n
-+
D
=
wn
=
n
2

A complex polyglassia was, as we have seen Ti f

Hellenism. But the Qrient, which was vme]f ] ways 2 place of
secting houndary lines of anment cu]fureq and languages, was
anything but a naive monaglotic world, passive in it; p
to Greek culture. The Orient was 1t§elf hearer of an ancient and
complex polyglossia. Scattered throughout the entire Hellenistic
world were centers, (‘iﬁee eett]ementq where m] cultures and

dl%tlnctlve parrernc Quch fnrmqf,:mc-f- was Qa mosata, Luc ian’'s

native city, which has played qm‘h an immense role in the histo

of the European navel. The arigin
Syrians who spoke Aramaic. The entire hfera:ry and educated up~
per classes of the urban population spoke and wrote in Greek.
The official language of the administration and chancellery was
Latin, all the administrators were Romans, and there was a Ro-
man legion stationed in the city. A great tharoughfare passed
through Samosata (strategically very impartant] along which
flowed the languages of Mesopotamia, Persia and even India. Lu-
cian’s cultural and linguistic consciousness was horn and shaped
at this point of intersection of cultures and languages. The cul-
tural and linguistic environment of the African Apuleius and
of the writers of Greek novels—who were for the most part
i 11 nized barharians-—is analogous to Lucian’s.
n his book on the history of the Greek navel,'” Erwin Rohde
anquzes the dissolution of the Greek national myth on Hellenis-

tic soil, and thf.‘. concomitant decline and diminution of the epic
and drama fo:r-_m —forms that can be sustained only on the basis
of a unitary national myth that perceives itself as a totality.
Rohde does nat h_g ve much ta say an the role of polyglossia. For
him, the Greek novel was snlely a product of the decay of the ma-
i rd genres. In part this is true: everything new is

wa
horn out of the death of samething ald. But Rohde was no dialec-

. Cf. Erwin Rohde, Der griechische Roman und seine Vorldufer |n.p.,
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otalizing ational myth for the creation of the major
forms of Greek epic, lyric and drama. But the disintegration of
this national myth, which was so fatal for the straightforward
enres of Hellenism, proved productive for the birth
npment of a new prasaic, navelistic discourse. The role
of palyglassia in this slow death of the myth and the birth of nov-
el stic matter-of-factness is extremely great. Where languages and

ultures interanimated each other, language became something
entlre]y different, its very nature changed: in place of a single,
unitary sealed-aff Ptalemaic warld of language, there appeared
the apen Galilean warld of many languages, mutually animating
each ather.

Unfortunately the Greek navel anly weakly embaodied this new
discourse that resulted from polyglat conscicusness. In essence
this navel-type resalved anly the problem of plat, and even that
only partially. What was created was a new and large multi-
genred genre, one which included in itself various types of di-
alogues, lyrical sangs, letters, speeches, descriptions of countries
and cities, short staries and so farth. It was an encyclopedia of
genres. But this multi-generic novel was almast exclusively cast
in a single style. Discourse was partially conventionalized, styl-
ized. The stylizing attitude toward language, characteristic of all
forms of polyglossia, found its paradigmatic expression in such
novels. But semiparadic, travestying and ironic forms were pres-
ent in them as well; there were probably many mare such farms
than literary scholars admit. The boundaries between semi-
stylized and semiparodic discourse were very unstahle: after all,
one need only emphasize ever so slightly the conventionality in
stylized discourse for it to take on a light overtone of parady or
irony, a sense that words have “conditions attached to them”: it is
not, strictly speaking, I who speak; I, perhaps, would speak quite
differently. But images of languages that are capable of reflecting

aa. Compare Mandelstam’s insight: “Just as there are two geometries, Eu-
clid’s and Lubachevsky’s, there may be two histories of literature, written in
different keys: une that speaks only of acquisitions, another only of losses,
and both would be speaking of une and the same thing” {“About the Nature of
the Word,” in Osip Mandelstam: Selected Essays, tr. Sidney Manas, [Austin,

Tx, 1977, p. 67).
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Contemparary y schaolarship has “accumulated a mass of facts
that testify to the intense struggle that goes on hetween lan-
guages and within languages, a struggle that preceded the rela-
tively stable condition of Greek as we know it. A significant num-
ber of Greek roats belang to the language of the people who had
settled the territory befare the Greeks. In the Greek literary lan-
guage we encounter hehind each separate genre the consolidation
of 2 particular dialect. Behind these grass facts a complex trial-at-
arms is concealed, a struggle between languages and dialects, be-
tween hybridizations, purifications, shifts and renovations, the
long and twisted path of struggle for the unity of a literary lan-
guage and for the unity of its system of genres. This was followed
by a lengthy period of relative stabilization. But the memory of
these past linguistic disturbances was retained, not only as con-
gealed traces in language but also in literary and stylistic figura-
tion—and preeminently in the parodying and travestying verbal
forms.

In the historical period of ancient Greek life—a period that
was, linguistically speaking, stable and monoglotic—all plots, all
subject and thematic material, the entire basic stock of images,
expressions and intanations, arose from within the very heart of
the native language. Everything that entered from outside (and
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that was a great deal) was assimilated in a powerful and confident
environment of closed-off monoglossia, one that viewed the poly-
glossia of the barbarian world with contempt. Qut of the heart of
this confident and uncontested manoglossia were born the major
straightforward genres of the ancient Greeks—their epic, lyric
and tragedy. These genres express the centralizing tendencies in
Tanguage. B guage. But alongside these genres, especially among the folk,
there flourished parodic'and’ d travestying forms that kept alive the
memory of the ancient llngmstlc c_struggle and that were con-
tlnually nounqhed by the ongaing pracess of linguistic stratifica-
tion tion and dlfferentlatlon

Closely connected with the problem of polyglossia and insep-
arable from it is the problem of heteroglossia within a language,
that is, the problem of internal differentiation, the stratification
characteristic of any national language. This problem is of pri-
mary importance for understanding the style and historical desti-
nies of the modern European novel, that is, the novel since the
seventeenth century. This latecomer reflects, in its stylistic
structure, the struggle between two tendencies in the languages
of European peoples: ane a centralizing (unifying] tendency, the
other a decz:ﬁ_r_a_l;g_gg tendency (that is, one that stratifies lan-
guages). The navel senses itself on the border between the com-
pleted, dominant literary language and the extraliterary lan-
guages that know heteroglossia; the novel either serves to further
the centralizing tendencies of a new literary language in the pro-
cess of taking shape (with its grammatical, stylistic and ideologi-
cal norms), or—on the contrary—the navel fights for the renova-
tion of an antiquated literary language, in the interests of those
strata of the national language that have remained (to a greater ar
lesser degree) outside the centralizing and unifying influence of
the artistic and ideological norm established by the dominant lit-
erary language. The literary-artistic consciousness of the modern
novel, sensing itself on the border between two languages, one lit-
erary, the other extraliterary, each of which now knows hetero-
glossia, also senses itself on the border of time: it is extraor-
dinarily sensitive to time in language, it senses time’s shifts, the
aging and renewing of language, the past and the future—and all
in language.

Of course all these processes of shift and renewal of the na-
tional language that are reflected by the navel da nat bear an a
stract linguistic character in the novel: they are inseparable fro
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social and ideclagical struggle, from processes of evolution and of
the renewal aof saciety and the folk.

The speech diversity within language thus has primary impor-
tance far the novel. But this speech d versi i i 1
ative conscionsness only nnder conditi a
sia. Twa_myths_perish simultaneously: h myth
that presumes_to be the only language, and the myrh nf_a_lan-
guage that presumes to he completely unified. Therefare even t the
madern Eumpean navel, reflecting intra-language heteroglossia
as well as pracesses of aging and renewal of the literary ]anguage
and its generic types, was prepared for by the polyglossia_of the
Middle Ages'—which was experienced hy all Furopean peaples—
and by that intense interanimation of languages that took place
during the Renaissance, during that shifting away from an ideo-
logical language (Latin) and the mave of European peoples toward
the critical monoglossia characteristic of modern times.

)
3
3 |

177

The laughing, parodic-travestying literature of the Middle Ages
was extremely rich. In the wealth and variety of its parodic forms,
the Middle Ages was akin to Rome. It must in fact be said that in
a whole series of ways the medieval literature of laughter appears
to be the direct heir to Rome, and the Saturnalian tradition in par-
ticular continued to live in altered form throughout the Middle
Ages. The Rome of the Saturnalia, crowned with a fool’s cap—
“pileata Roma” (Martial)™ —gsuccessfully retained its force and its
fascination, even during the very darkest days of the Middle Ages.
But the ariginal products of laughter among the European peo-
ples, which grew out of local folklore, were also important.

One of the mare interesting stylistic problems during the
Hellenistic periad was the problem of quotation. The forms of di-

rect, half-hidden and completely hidden quoting were endlessly
varied, as were the forms for framing quotations by a context,
farms of intanational quotation marks, varying degrees of aliena-

tion or assimilation of another’s quoted word. And here the prob-

bh. Martial (Marcus Valerius Martialis|, famous for his epigrams, many of
which cantain vivid, almast navelistic details of everyday life in Rome {i.c.,
sausage vendars, wounded slaves, etc.|.
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lem fre _[entlv arises: is the author quoting with reverence or on
the contrary with ir ny; with a smirk? Double entendre as regards
the other's wo d was often deliberate.

The relationshi p annther s word was equally complex and

ambiguous in

to
in the Middle.Ages. The role of the other’s word was
enormous at that time: there were quatations that were apenly
ntly

and reverently emphasized as such, ar that were half-hidden,
completely hidden, half-conscious, unconscious, correct, inten-
t nnallv dlstorted n__int, nally distorted, deliberately rein-

rpreted and so forth, The ho oundary lines hetween someone
ls 's speech and one’s own speech were flexihle, amhiguaus,
often deliherat Iy distorted_and confused. Certain types of texts
ted li s)out of the texts of athers. The so-
(a specific genre| was, for instance, composed ex-
of therq verse-lines and hemistichs. One af the
horities on medieval parady, Paul Lehmann, states out-
history of medieval literature and its Latin litera-
ure in particular “is the history of the appropriation, re-warking
of

=
=

and imi n of someone else’s property” [“eine Geschichte der
Aufnahme, Verarbeitung und Nachahmung fremden Gutes”]""—
or as we wou.ld say, of another’s language, another’s style, an-
other’s

stance of appropriating another’s discourse and
1

language was the use made of the antharitative and sanctified
word of the Bible, the Gospel, the Apostles, the fathers and doc-
tars of the church. This word continually infiltrates the context

medieval literature and the speech of educated men (clerics].
But how does this infiltration accur, how daes the receiving con-

t ite ta it, in what sort of intonational quatation marks is it
enclosed? Here a whole spectrum of possible ntmns]'npq to-
ward this word comes to light, heginning at one pale with the pi-
ous and inert quotation that is isolated and set off like an icon,

a
and ending at the. other paole ith the mast ambiguous, dis-

respecthul, p aradic-travestying u of a quotation. Th transitions

=] _
D
"U

13. Cf. Paul Lehmann, Die Paradie im Mittelalter (Munich, 1922/, p. 10.

cc. Centa {Latin, "patchwark”| a poetic compilation made up of passages
selected fram the wark of great poe f the past. A recent example of what a
cento might he is pravided hy Andrg Fi callection af writings by maod

i c t vrit T
ern Russian critics: The Complection of Russian Literature: A Centn {Lon-

don, 1971



might serve the purpose of instriction, if
eard it recited to unseemly laughter” (A
the Middle Ages, » vols. [Oxford, 1934),



FROM THE PREHISTQRY OF NOVELISTIC DISCQURSE [71]

pattern of a banquet. Other scholars see the Feasts as straightfor-
x P

scholarly opinions only as an example. They
i iguity of the medieval treat-
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hierarchy was in the process of being destroyed
i the late Mi A

laughing, travestying gentes of

cred ward,

However, in the Middle
important: it paved the wa
scicusness, as well as for i

Cypricn Feasts is an anc
eval “parcdia sacra,” that is, sacr
rate, parody on _s:ac,red texts an
cient ritualistic parcdy, ritual
higher powers. But these rcots ar
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element in them has been re-interpreted; parady naw fulfills the
new and highly important functions of which we spoke above.

We must first of all take into account the recognized and legal-
ized freedom then enjoyed by parody. The Middle Ages, with
varying degrees of qualification, respected the freedom of the
fool’s cap and allotted a rather broad license ta laughter and the
laughing word. This freedom was bounded primarily hy feast days
and school festivals. Medieval laughter is holiday laughter. The
parodic-travestying “Holiday of Fools”* and “Holiday of the Ass”
are well known, and were even celebrated in the churches them-
selves by the lower clergy. Highly characteristic of this tendency
is risus paschalis, or paschal laughter. During the paschal days
laughter was traditionally permitted in church. The preacher per-
mitted himself risqué jokes and gay-hearted anecdates fram the
church pulpit in order to encourage laughter in the congrega-
tion—this was conceived as a cheerful rebirth after days of mel-
ancholy and fasting. No less productive was “Christmas laugh-
ter” (risus natalis); as distinct from risus paschalis it expressed
itself not in stories but in songs. Serious church hymns were sung
to the tunes of street ditties and were thus given a new twist. In
addition a huge store of special Christmas carols existed in which
reverent nativity themes were interwoven with folk motifs on the
cheerful death of the old and the birth of the new. Paradic-trav-
estying ridicule of the old often became dominant in these songs,
especially in France, where the “Noél,” or Christmas carol, be-
came one of the most popular generic sources for the revolution-
ary street song (we recall Pushkin’s “Noél,” with its parodic-trav-
estying use of the nativity theme). To holiday laughter, almost
everything was permitted.

Equally broad were the rights and liberties enjoyed by the
school festivals, which played a large role in the cultural and liter-
ary life of the Middle Ages. Works created for these festivals were
predominantly parodies and travesties. The medieval monastic
pupil (and in later times the university student| ridiculed with a
clear conscience during the festival everything that had becn the
subject of reverent studies during the course of the year—every-

ce. Reference here is to the festa stultorum, a form of ludus in which
everything is reversed, even clothing: trousers were worn on the head, for
instance, an operation that symbolically reflects in some measure the
jongleurs, who are depicted in miniatures head-downward.
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e
onastic principles of hierarchy and
subardination. Heading this unique grammatical tradition is the
seventh-century work of Virgilius Maro Grammaticus " This is
an extraordinarily learned work, stuffed with an incredible quan-

contem-
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ter. In those days it was permitted to turn the direct sacred word
into a paradic-travestying mask; it could be born again, as it were,
out of the grave of authoritative and reverential seriousness. Un-
der these conditions, the fact that Cyprian Feasts could enjoy
enormous popularity even in strict church circles becomes un-
derstandable. In the ninth century the severe abbot of Fulda,
Raban Maur,® put the work into verse: the Feasts were read at the
banquet tables of kings, and were performed during the paschal
festivals by pupils of monastic schools.

The great parodic literature of the Middle Ages was created in
an atmosphere of holidays and festivals. There was no genre, no
text, no prayer, no saying that did not receive its parodic equiv-
alent. Parodic liturgies have come down to us—liturgies of
drunks™ and gamblers, liturgies about money. Numerous evan-
gelical readings have also survived, readings that began with the
traditional “ab illo tempore,” that is, “in former times . . .” and
that often included highly indiscreet stories. A great number of
parodic prayers and hymns are intact as well. In his dissertation,
“Parodies des thémes pieux dans la poésie frangaise du moyen
age” [Helsinki, 1914], the Finnish scholar Eero llvoonen published
the texts of six parodies on the “Pater noster,” two on the “Credo”
and one on the “Ave Maria,” but he gives only the macaronic
Latin-French texts. One cannot begin to conceive of the huge
number of parodic Latin and macaronic prayers and hymns in me-
dieval manuscript codices. In his Parodla Sacra, FE. Novati surveys
but a small part of this literature.'® The styhstu. devices cm-
ployed in this parodying, travestying, reinterpreting and re-accen-
tuating are extremely diverse. These devices have so far been very
little studied, and such studies as there are have lacked the neces-
sary stylistic depth.

14. F. Novati, Parodia sacra nelle letterature moderne (see: “Novatis Studi
critici e letterari,” Turin, 1889).

gg. Magnentius Raban Maur (780—856) was the greatest ¢cclesiastic of his
age, generally regarded as the first in the still unbroken line of Geriman the-
ologians. His reputation for severity is caught in Raby’s description: “Strict,
and not too sympathetic by nature; he ruled the Abbey well, caring little for
politics and testing all things by a high standard of duty” (A History of Chris-
tian Latin Poetry [Oxford, 1927], p. 179).

hh. Liturgies for drunks constitute a whole medicval genre, the missa
potatorum.



FROM THE PREHISTORY OF NOVELISTIC DISCOURSE |75§]

i

in literary wnrk< of the M1dd1e Ages—for example, in the comic
beast epics.

The sacred, autharitative, direct word in another’s language—
that was the hero of this entire grand parodic literature, primarily
Latin, but in part macaronic. This word, its style and the way it
means, hecame an abject of representation; both word and style
were transformed into a hounded and ridiculous image. The Latin
“parodia sacra” is projected against the background of the vulgar
national language. The accentuating system of this vulgar lan-
guage penetrates to the very heart of the Latin text. In essence
Latin parady is, therefore, a bilingual phenomenon: although
there is only one language, this language is structured and per-
ceived in the light of another language, and in some instances not
only the accents but also the syntactical forms of the vulgar lan-
guage are clearly sensed in the Latin parody. Latin paroady is an
intentional bilingual-hyb1id. We now come upon the problem of
the intentional hybrid.

Every type of parady or travesty, every word “with conditions
attached,” with irony, enclosed in intonational quotation marks,
every type of indirect word is in a broad sense an intentional
hybrid—but a hybrid compounded of twa orders: one linguistic {a
single language| and one stylistic. In actual fact, in parodic dis-
course two styles, two “languages” (both_intra:lingual} come to-
gether and to a certain extent are crossed with each ather: the
language being parodied |for example, the language of the heroic
poem| and the language that parodies (low prosaic language, fa-
miliar_cgnversational .language, the_language of the realistic
genres, “ngrmal’ language, “healthy” literary language as the au-
fﬁarlo‘f the parody conceived it]. This second parodying language,
against whose background the parody is constructed and per-
ceived, does not—if it is a strict parody—enter as such into the
parody itself, but is invisibly present in it.

It is the nature of every parody to transpose the values of the
parodied style, to highlight certain elements while leaving others
in the shade: parody is always biased in some direction, and this
bias is dictated by the distinctive features of the parodying lan-
guage, its accentual system, its structure—we feel its presence in
the parody and we can recognize that presence, just as we at other
times recognize clearly the accentual system, syntactic construc-




[76] FROM THE PREHISTORY OF NOVELISTIC DISCQURSE

tion, tempi and rhythm of a spe c!ﬁc vulggx language within
purely Latin parady (that is, we recognize a Frenchman or a Ger-
man as the authar aof the pnmdy] The oref cally it is possible to
sense and recognize in any parady that “normal

“narmal” style, in light of which the given parody was created.
But in practice it is far fram easy and not

Thus it is that 1n“parod\twn languages
other, as well as t_w__g_etyleq twa lmgumn .P, g;q_nf view, w, and in
the final ana]yms twa speaking suhjeéts. It is true that nnly ane of
these languages (the one that is parodied) is present in its own
right; the other is present invisibly, as an actualizing background
for creating and percewmg/Pamd\y is an intentiaonal hybrid, but
usually it is an_intra- hngumnc one, ane that nourishes ‘1t-:é|f on
the qtratlﬁcatmn of the l_lterary language into generic ]anguageq
and languageq éf'varlm_m‘ specific tendencueq

“Every type of intentional stylistic hybrld is mare or less di-
alogized. This means that the languages that are crossed in it
relate to each other as do rejoinders in a dialogue; there is an ar-
gument between languages, an argument between styles of lan-
guage. But it is not a dialogue in the narrative sense, nor in the
abstract sense; rather it is a dialogue between points of view, each
with its own concrete language that cannot be translated into the
other.

Thus eyery.parody. is.an.intentional dialogized hybrid. Within
it, languages and styles_actively_and mutually illuminate one
another. =

Every word used “with conditions attached,” cvery word en-
closed in intonational quotation marks, is likewise an intentional
hybrid—if only because the speaker insulates himself from this
word as if from another “language,” as if from a style, when it
sounds to him (for example) too vulgar, or on the contrary too re-
fined, or too pompous, or if it bespeaks a specific tendency, a spe-
cific linguistic manner and so forth.

But let us return to the Latin “parodia sacra.” It is an inten-
tional dialogized hybrid, but a hybrid of different languages. It is a
dialogue between languages, although one of them (the vulgar) 1s
present only as an actively dialogizing backdrop. What we have 1s
a never-ending folkloric dialogue: the dispute_between a dismal
sacred word and a cheerful folk word, a disputc that rescmbles
the well-known medieval dialogues between Solomon and the
cheerful rogue Marcolph—except that Marcolph argued with Sol-
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» arguments are carried an in various
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alk languages, re-evaluated
ac dmp of these languages, and

oint where it hecaomes a ridiculous image, the
omic carnival mask of a narrow and jayless pedant, an unctious
h 1 ot, a stingy and dried-up miser. This man-
uscript tradition of “parodia sacra,’ ' pradigious in scape and al-
1s long, is a remarkahle and as yet poarly read

Q an intense qtmggle and mterammatmn
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g languages, a struggle that occure
Europe. This was a2 1 nguage drama played out as if it were a gay
e. It was linguistic qgturnalm—lmgua sacra pﬂeata

The saczedT,,tm_ ward was a foreign hady that invaded the or-
e European languages. And thraughout the Middle
,n nal languages, as arganisms, repulsed this body. It was
not however, the repelling of a thing, hut rather of a con-

ceptualizing discourse that had made a hame for itself in all the
higher reaches of national ideclogical.thought processes. The re-
pulsion of this foreign-born sacred word was a dialogized apera-
tion, and was accomplished under cover of holiday and festival
merrymaking; it was precisely the ald ruler, the ald year, the winf
ter, the fast that was driven out. Such was the “paraodia sacra.’

But the remainder of medieval Latin literature was alsa in its
essence a great and camplex dialogized hyhrid. It is na wander
that Paul Lehmann defines it as the appropriation, reworking and
imitation of someane else’s praperty, that is, of someaone else’s
word. This reciprocal orientation of each word ta the.ather.occurs
across the entire spectrun;‘G‘f tones—fram reverent acceptance ta
paradic ridicule—so that it is often very difficult ta establish pre-
cisely where reverence ends and ridicule begins. It is exactly like
thmrn novel] where one often daes not know where the di-
rect autharial word ends and where a paradic ar stylized playing

with the characters’ language begins. Only here, in the Latin liter-

- D
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ii. Reference here is ta the Dialognus Salamonis et Marcalphus, availahle
in the edition of W. Benary |(Heidelberg, 1914]. See also Piero Camparesi, La
Maschera di Bertoldo (Turin, 1976|. A re-edition, with a re-publication of the
first printed vernacular version (Venice, 1502] is contained in an appendix to
Giulio Cesare Croce, La Sottilissime astuzie di Bertoldo: Le piacevali
ridicoloso simplicita di Bertoldino |Turin, 1978].
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Ieverently heeding it whlle at the same time nduulmg it, was ac-
complished on a grand scale throughout all the Western European
world, and left an irradicable mark on the literary and linguistic
consciousness of its peoples.

In addition to Latin parody there alsa existed, as we have al-
ready mentioned, macaronic parody. This is an already fully de-
veloped, intentionally dialogized bilingual {and sometimes tri-
lingual) hybrid. In the bhilingual literature of the Middle Ages we
also find all passible types of relationships to the other's word—
from reverence to merciless ridicule. In France, for example, the
so-called “épitres farcies” were widespread. Here, a verse of Sa-
cred Writ (part of the Apostolic Epistles read during the mass]) is
accompanied by lines of octo-syllabic verse in French that piously
translate and paraphrase the Latin text. The French language
functioned in such a pious and commentating way in a whole se-
ries of macaronic prayers. Here, for example, is an excerpt from a
macaronic “Pater noster” of the thirteenth century (the beginning
of the final stanza):

Sed libera nas, mais delivre nous, Sire,
a mala, de tout mal et de cruel martire.

In this hyhrid the French portion piously and affirmatively
translates and completes the Latin portion.

But here is the beginning of a “Pater noster” of the fcurteenth
century describing the disasters of war:

Pater noster, tn n'ies pas foulz
Quar tu t'ies mis en grand repas
g . . .15

Qui es montés hant in celis.

Here the French portion sharply ridicules the sacred Latin
waord. It interrupts the opening words of the prayer and gives a
picture aof life in heaven as something peaceful and marvelous

mpmed tao our earthly woes. The style of the French porton

s not carrespand ta the high style of the prayer, as it does in
e _th example; high style is in fact deliberately vulgdnzcd
e N
is a crude earthly rejoinder to the other-wordly pompdsity v of
rayer

s D.. \":

8
P
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15. Cf. Eera llvaoanen, Parodies des thémes pieux dans la poésie frangaise
u moyen dge {Helsinki, 1914).

5
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There are an extraordinarily large numher of macaranic texts of
varying degrees of piety and parody. The macaranic verse from
Carmina hurana is universally known. We might also recall the
macaronic language of liturgical dramas. There, national lan-
guages often serve as a comic rejoinder, lowering the lofty Latin
portions of the drama.

The macaronic literature of the Middle Ages is likewise an ex-
tre 'mely impartant and interesting document in the struggle and

nteranimation amaong languages.

T ere is no need to expand upan the great paradic-travestying
literature of the Middle Ages that exists in natianal folk lan-
guages. This literature constituted a fully articulated superstruc-
ture of laughter, erected over all seriaus straightfarward genres.
Here, as in Rome, the tendency was toward a laughing douhle for
every serious form. We recall the role of medieval clowns, thase
professional creators of the “secand level,” wha with the dou-
bling effect of their langhter insured the whnleneqe of the serio-
laughing waord. We recall all the different kinds of comic inter-
media and entr'actes that played a role in the “fourth drama” of
Creece and in the cheerful exodium aof Rome. A clear example of
Ievel‘ the level of the foo],, in the tmgedles an_d comedms of Shake
speare. Echoes of this comic parallelism can still he heard to-
day—far example, in the rather common doubling by a circus
clown of the serious and dangerouns numbers of a program, ar in
the half-joking rale of our masters of ceremonies.

All the paradic-travestying farms of the Middle Ages, and of
the ancient world as well, madeled themselves an falk and hali-
day merrymaking, whlch throughout the Middle Ages hore the
character of carnival and still retained in itself ineradicahle traces
of Saturnalia.

At the waning of the Middle Ages and during the Renais
the parodlc traveqtymg wnrd hmke thmugh all remai _mg

1tf

ii. Cantastorie were the medieval singers of the Carolingian c in
Tuscany. Although the hattle hetween Christians and Maoors is still the sub-
ject, the dignified Charlemagne is less important in the rhymcs of the can-
tastorie than erotic love stories and improbahle adventures. They a i
portant source for the Orlanda Furioso.



ilry was originally anly a part. Suc

tant genres as the sotie™ made their appearance.
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warks th

c play of the fifteenth and sixteenth cen-

ntially heemise of its political and social
nt, thc hest knawn of which is Picrre

, author of the magisterial Histoire de la langue fran-

oris d 1900 |Paris, 1924— |
mm. Letters of Obscure Pecple, or Epistclae obscurorum virorum (1515, a
collection of satirical letters making fun of the ohscurantist enemies of the
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obscure people their native German tongue shines distinctly
through: they take the syntactical constructions of the German
language and fill them with Latin words, and th

is coarse, Germanic. From the point 0

this hybrid is not intentional; they write in th

can. But this Latin-Cerman hybrirj_ is intentionall

and highlighted by the parodying intention of the authors of th
satire. One must note, however, that this linguistic s

ire, but it was not a parody on kitchen Latin; it w

aimed at lowering the Latin used by the Ciceroni

their lofty and strict lexical norms. The macaron

correct Latin constructions [as distinct from the obscure people],
but into these constructions they introduced an abundance of
words from their native vulgar tongue (Italian], having given
them an external Latin formulation. The Italian language and the
style of the low genres—the facetious tales and so forth—func-
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tioned as an actualizing backdrop against which macar o
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quarrel of old with new; we hear the same old folkloric disgracing
and ridiculing of the old—old authority, old truth, rhe old word.

The Letters of Obscure People, the poetry of the macaronics
and a series of other analogous phenomena indicate to what ex-
tent this process of interanimation of languages, the measuring of
them against their current reality and their epoch, was a con-
scious process. They indicate further to what extent farms aof lan-
guage, and forms of world view, were inseparable from each other.
And they indicate, finally, to what extent the old and new waorlds
were characterized precisely by their own peculiar languages, by
the image of language that attached to each. Langnages quarreled
with each other, but this quarrel—like any quarrel among great
and significant cultural and historical forces—could not pass on
to a further phase by means of abstract and rational dialogue, nor
by a purely dramatic dialogue, but only by means of complexly
dialogized hybrids. The great novels of the Renaissance were such
hyhrids, although stylistically they were monoglot.

In the process of this linguistic change, the dialects within na-
tional languages were also set into new motion. Their period of
dark and deaf co-existence came to an end. Their unique qualities
began to be sensed in a new way, in the light of the evolving and
centralizing norm of a national language. Ridiculing dialectologi-
cal peculiarities, making fun of the linguistic and speech man-
ners of groups living in different districts and cities throughout
the nation, is something that belongs to every people’s most an-
cient stare of language images. But during the Renaissance this
mutual ridiculing of different groups among the folk took on a
new and fundamental significance—occurring as it did in the
light of a maore general interanimation of languages, and when a
general, national norm for the country’s language was being
created. The parodying images of dialects began to receive more
profound artistic formulation, and began to penetrate major
literature.

Thus in the commedia dell’arte, Italian dialects were knit to-
gether with the specific types and masks of the comedy. In this
respect one might even call the commedia dell'arte a comedy of
dialects. It was an intentional.dialectological hybxid.

Thus did the\mterammatlon of languages occur 1n the very ep-
ach that saw the creation of the European novel Laughter and
polyglossia had paved the way for the novelistic discourse of mod:
ern times. I
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* * *

In our essay we have touched upon only two factors that were at
work in the prehistory of novelistic discourse. There remains be-
fore us the very important task of studying speech genres—pri-
marily the familiar strata of folk language that played such an
enormous role in the formulation of novelistic discourse and
that, in altered form, entered into the composition of the novel as
a genre. But this already takes us beyond the boundaries of our
present study. Here, at the conclusion, we wish only to empha-
size that the novelistic word arose and developed not as the result
of a narrowly literary struggle among tendencies, styles, abstract
world views—but rather in a complex and centuries-long struggle
of cultures and languages. It is connected with the major shifts
and crises in the fates of various European languages, and of the
speech life of peoples. The prehistory of the novelistic word is not
to be contained within the narrow perimeters of a history con-
fined to mere literary styles.



FORMS OF TIME AND OF THE
CHRONOTOPE IN THE NOVEL

Notes toward a Historical Poetics

The process of assimilating real historical time and space in liter-
ature has a complicated and erratic history, as does the articula-
tion of actual historical persons in such a time and space. Isolated
aspects of time and space, however—those available in a given
historical stage of human development—have been assimilated,
and corresponding generic techniques have been devised for re-
flecting and artistically processing such appropriated aspects of
reality.

We will give the name chronotope (literally, “time space”) to
the intrinsic connectedness of temporal and spatial relationships
that are artistically expressed in literature. This term [space-time]
is employed in mathematics, and was introduced as part of Ein-
stein’s Theory of Relativity. The special meaning it has in rela-
tivity theory is not important for our purposes; we are borrowing
it for literary criticism almost as a metaphor (almost, but not en-
tirely). What counts for us is the fact that it expresses the insep-
arability of space and time (time as the fourth dimension of
space). We understand the chronotope as a formally constitutive
category of literature; we will not deal with the chronotope in
other areas of culture.'

In the literary artistic chronotope, spatial and temporal indica-
tors are fused into one carefully thought-out, concrete whole.
Time, as it were, thickens, takes on flesh, becomes artistically
visible; likewise, space becomes charged and responsive to the
movements of time, plot and history. This intersection of axes
and fusion of indicators characterizes the artistic chronotope.

The chronotope in literature has an intrinsic generic signifi-

1. In the summer of 1925, the author of thesc lines attended a lecture by
A. A. Uxtomskij on the chronotope in biology; in the lecture questions of
acsthetics were also touched upon.
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n
o

listinctions, far in literature the pri-
A ch_ronot,_ e iq time. The chmnotnpe as a for-

id that it is precisely the chranotope that

rked nut, nlthnugh only certain specific
atope were reflected in art. These generic
odurtwe were then reinfarced by tradition; in
b sequent development they cantinued stubharnly to ex-
1sf } p 0 and heyand the paint at which they had last any mean-
ing that was praductive in actuality or adequate ta later histaorical
situations. This explains the simultaneous existence in literature
of phenomena taken from widely separate periods of time, which
greatly complicates the histarico-literary pracess.

" In the nates we are offering here toward a histarical poetics, we
will try ta illustrate this pracess, taking aur examples fram the
various histaries of generic heterageneity in the Furapean novel,
heginning with the so-called “Greek romance” and ending with
the Rahelaisian navel. The relative typological stahility of the
navelistic chranatapes that were warked out in these periads per-
mits us to glance ahead as well, at various navel types in succeed-
ing periods.

We da not pretend to campleteness ar precision in aur theareti-
cal formulations and definitions. Here and ahroad, serious wark
on the study of space and time in art and literature has aonly just
begun. Such wark will in its further development eventually sup-
plement, and perhaps substantially correct, the characteristics of
novelistic chronatapes offered by us here.

1:32

2. In his “Transeendental Aestheties” [one of the main sections of his Cri-
tique of Pure Reason| Kant defines spaee and time as indispensable forms of
any cognition, beginning with elementary perceptians and representations.
Here we employ the Kantian evaluatian of the impartance of these forms in
the eognitive proecss, but differ from Kant in taking them naot as “transcen-
dental” but as forms of the mast immediate reality. We shall attempt to show
the role these forms play in the pracess of canerete artistic eagnition {artistic
visualization] under eonditions obtaining in the genre of the navel.
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I. The Greek Romance

Three basic types of novels developed in ancient times, and there
are consequently three corresponding methads far artistically fix-
ing time and space in these novels—in short, the ere were th
novelistic chronotopes. These three types turned out to be extra-
ordinarily productive and flexible, and to a large degree deter-
mined the development of the adventure novel up to the mid-
eighteenth century. One must therefore begin with a detailed
analysis of these three ancient types, in order to uncaver the vari-
ants on them that are found in the European novel, and in order
to discover the new element that was eventually hrought forth an
European soil.

In the analyses that follow, we will devote our entire attention
to the problem of time (the dominant principle in the chronatape]
and to those things, and only those things, that have a direct and
unmediated relationship to time. We will bypass all questions
dealing with the origin of these types in history.

We will call, provisionally, the first type of ancient novel (not
first in the chronological sense) the “adventure novel of ordeal.”
This type would include all the so-called “Greek” or “Sophist”
novels written between the second and sixth centuries A.b.

The following examples have come down to us intact, and exist
in Russian translation: An Ethiopian Tale or Aethiopica of He-
liodorus,* Leucippe and Clitophon of Achilles Tatius,” Chareas
and Callirhoé of Chariton,© the Ephesiaca of Xenophon of

ree

a. The Aethiopica is thc longest—and by many considered to be the
best—of the still extant Greek novels, or erdtika pathémata (tales of suffer-
ing from love). The author, Heliodorus (fl. 220—250 A.p.) is variously associ-
ated with several figures, but it cannot be doubted he was heavily influenced
by the cult of Helios. The novel was exceptionally influential even in modern
times: Scaliger and Tasso admired him; Calderéon (Los Hijos de la fortuna)
and Cervantes (the unfortunate Persiles y Sigismunda) imitated it.

b. Achilles Tatius (fl. second century A.D.), Leucippe and Clitophon, in
eight books, remarkable for its many coups de théatre and the free and casy
attitude of its heroine toward sex. Byzantine critics admired Achilles’ pure
Attic diction, but were scandalized by his licentiousness. Arthur Heiserman
(The Novel before the Novel [Chicago, 1977]) interprets this text as a parodic
send-up of Greek novels.

c. Chariton [fl. no later than the second century a.1.) is now thought to be
perhaps the ecarliest of the Greek romancers, although very little is known
about him. The novel is exceptionally well made as the romances go, with
fewer irrelevant digressions.
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. ve survived in excerpts and paraphrases.”
novels we find a subtle and highly develaped type of
X i

and Chlaé of Langus.© Several other charac-

the technique of its use in the
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compased aof the very

C
s differ from each other

maost immediate successars, the Byzantin

incurable disease. However, the mar-

a
straightway. They are confronted with

3. Marvels beyond Thule, by Antonius Diogenes, the Ninus novel, the

d. The Ephesinca (also known as Anthin and Habracomes) is the clum-
siest of the romances; while it contains all the obligatory shipwrecks and en-
slavements, they are mare than ordinarily disjointed. Nothing is known
about Xenophon of Ephesus, and he has been assigned dates from the second
ta the fifth }:-ntl__y A.D., depending on which expert you read.

e. No mare ahout Longus is known [the very name is suspect] than of
Xenaphan of Ephesus, but in Longus’ case we care; we want to know more
since Daphnis and Chloé is psychologically the most sophisticated of all the

f tmaosphere is a bit laid on and oppressive



other, again they find each other. There are the usual obstacles
and ad entures of lovers: the ahduction of the bride on the eve of
the wedding, the ahsence of parental consent (if parents exist|, a
different b:r df‘grnnm and bride intended for either of the lovers
(false couples), the flight of the lavers, their journey, a storm at
sea, a shipwreck, a miraculous rescue, a tack by pirates, cap-
tiv ,,y and prison, an attempt an the innncence of the hero and
heroine, the offering-up of the heraine as a purifying sacrifice,
wars, hattles, being sold into Q]{] very, presumed dpm‘hq disguis-

ing one’s identity, recognition and fz lures of recognition, pre-

sumed betrayals, attempts on cha s ity and fidelity, false accusa
of

tions of crimes, court trials, court inquiries into the chastity and
fidelity of the lovers. The hemeq ﬁnd thei p irents (if unknown).
Meetings with unexpected friends or enemies play an important

role, as do fortune-telling, prophecy, pmphetlc dreams, premoni-
tions and sleeping pations. The navel ends happily with the

lovers umted in marriage. Such is the schema for the basic com-
ponents of the plot

The action of the plat unfolds against a very broad and varied
geographical background, usually in three to five countries sepa-
rated hy seas (Greece, Persia, Phoenicia, Egypt, Babylon, Ethiapia

and elsewhere). There are descriptions, often very detailed, of
specific fenrnree of countries, cities, structures of various kinds,
waorks of art [pictures, for example), the habits and customs of the
p_pulatin vanouq exatic and marvelous animals and other won-
1eq The navel also cantains fairly wide ranging dis-

ous religious, philosophical, political and scien-
ate omens, the power of Eros, human passions,
th]. Large partions of these novels are taken up
of the chamcterq~relevant or otherwme—con-
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y, th_e_ref ore rhe Greek romance strives for a certain en-
quality, a quahry that is characteristic of the genre.

pectq of the novel we listed above (in their abstract

| ithaut exception, in no way new—neither in their

plat na ,hel_r descriptive and rhetorical aspects. They had all
been en r_mnrered befare and were well developed in other genres
e Sl (first meeting, sudden passion,
melanchaly] had been warked out in Hellenistic love poetry; cer-
tain other motifs [starms, shipwrecks, wars, abductions) were dc-
velaped in the ancient epic; several other of these motifs (such as
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Q | had played an essential rale in tragedy; descriptive
motits had already been well d elnped in the ancient geograph-
i i

spe heq had nccuned in Ihemnca]

. of such genres as the lave elegy, the geo-

cal novel, rhetoric, drama, the historiographic genre in the
¥ romance may be variously assessed, but ane

ny a very real syncretism of these generic features. The
i used together in its structure almaost
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their passion for each other is t
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marriage. All action in the
roints. These pc\ints:th
selves crucia l_ events i t
they have a bicgraphic
that the novel is Ctmctured
(that which takes place) FM cer
need lie hetween them. From the very begi_

tween the hero and hercine is not subjec ; 1
mains absolutely unchanged thmmghn 1t t_he entire navel, Their

chastity is also preserved, and their _«a!na,ge at the end of the
navel is directly conjoined with their love—that same love that
had been ignited at their first meet n.g the outset of the novel

at t
itis as if absolutely nothing had happened between these two mo-
ments, as if the marriage had been consum
their meeting. Two adjacent moments

one of biagraphical time, are an(‘tly conj I
pause, the hiatus that appears hetween these wa strictly adjacent

3
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biographical moments and in which, as 1
constructed is not contained in the hio graphigal time-gsequence,
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it lies outside biographical time; it changes nothing in the life of
the heroes, and introduces nothing inta their life. It is, precisely,
an extratemporal hiatus between two moments of hiographical
time.

If the sitnation were otherwise—had, for example, the initial

instantaneous passion of the heroes grown stronger as a result of
their adventures and ardeals; had that passion heen tested in ac-
tion, thereby acquiring new qualities of a stable and tried love;
had the heroes themselves matured, come to know each ather
better—then we would have an example of a much later Euro-
pean novel-type, one that would not be an adventure novel at all,
and certainly not a Greek romance. Although the poles of the plot
would have remained the same (passion at the beginning, mar-
riage at the end), the events that retard the marriage would have
acquired in themselves a certain biographical or at least psycho-
logical significance; they would give the appearance of being
stretched along the real time-line of the heroes’ lives, and of
effecting change in both the heroes and in the events (the key
events) of their lives. But this is precisely what is lacking in the
Greek romance; in it there is a sharp hiatus between two mo-
ments of hiographical time, a hiatus that leaves no trace in the
life of the heroes or in their personalities.

All the events of the novel that fill this hiatus are a pure digres-
sion from the normal course of life; they are excluded from the
kind of real duration in which additions to a normal biography are
made.

This Greek romance-time does not have even an elementary
hiological or maturational duration. At the novel’s outset the he-
raoes meet each other at a marriageable age, and at the same mar-
riageable age, no less fresh and handsome, they consummate the
marriage at the novel’s end. Such a form of time, in which they
experience a most improbable number of adventures, is not mea-
sured off in the novel and does not add up; it is simply days,
nights, haurs, maments clocked in a technical sense within the
limits of eac'h separate adventure. This time—adventure-time,
highly intensified but undifferentiated—is not registered in the
sli ghtest way in the age of the heroes. We have here an extratem-
oral hiatus hetween two biological moments—the arousal of
passian, and its satisfaction.

When Voltaire, in his Candide, parodied the type of Greek ad-
venture novel that was popular in the seventeenth and eightecnth

g
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centuries (the so-called “Baraque navel”), he taok inta account
the real time that would have been required in such romances for
the hero to experience the customary dose of adventures and

heroes (Candide and Cunegonde) consummate the obligatory
Y ) e. But, alas, they have already graown ald, and the
wondrous Cunegonde resembles same hideous ald witch. Can-

summation follows upon passion, but only when it is na longer

18 R

t goes without saying that Greek adventure-time lacks any
atural, everyday cyclicity—such as might have intraduced into

it a temporal order and indices on a human scale, tying it ta the
repetitive aspects of natural and human life. No matter where ane

1gs and works of art, there are absalutely no in-

dications of histarical time, no identifying traces of the era. This
alsa explains the fact that scholarship has yet ta establish the pre-

cise chronology of Greek romances, and until gquite recently

y apinion as to the dates of origin of individual novels has

all of the action in a Greek romance
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1at fill it, constitute time-sequences that are neither

histarical, quotidian, hiagraphical, nar even bialagical and matu-
rational. Actions lie autside these sequences, beyand the reach of
that force, inherent in these sequences, that generates rules and
defines the measure of a man. In this kind of time, nothing

ications of its passing. This, we repeat,

d
hiatus that appears between

quence, in this case one that is hiographical.
Such is adventure-time as an entity. But

two mao

It is composed of a series of sh

separate adventures; within each ¢

nized from without, technically What is important is to be able
! a

i
to escape, ta catch up, to outstrip, to be or not ta b
place at a given mament, ta me

Within the limits of a given adve

minutes and secands add up, as they would in any struggle or any



A
"Gl
-+
-

<
D
(g}
4
—+
D
I
;
n
—
=
]
(ol
9]
-
—+
s
z.
=]

rQ
=
o
ly]
w
[g]
-
=8
8
g}
w
()
02
3
[
3
e+
w
mw
b=
(4]
e
3
o+
b=
(@]
.
=
(o]
(9]
[ W

...
n
(=]
=]
I
(o]
[
I~
D
I
:Du
2]
D
1
s
"~
I~
i

D]
[A)
a
<
~
D
<

o]
n
X,
)
=]

LN
k>
o
o
(@]
(=
o
-t
o
w
w
<

=
|
5
—
o, 0
i
:-r I
7
n
=)
rQ
1=
Lo
[ p J S |
J—py, )
=
n
=
2 = ¢
(=]
ja iy
I~y
&
pror
[ Y
= O g
[ :: n
o
In T o
A 0N
P ~
= o
i
oo T
5 =
~
[ )
B oe—
3
(=)
5
(@)
D
'I

D

=
—
e

(¢}

=t

n

3

._..
"o o

o it XY

ey

go!

g T

0

B

n

»

3

-

3

o

—

-+
b

(g]

-t

(]

= 13

Iready chosen another bride far

self doamed, and began ta devise
e wedding. While occupied with
in the men’s half of the
, an eagle had carried off the
sacr i ather had prepared This was a
bad omen, and the wedding had to be postpaned for several days.

S0

this, a voice unexpectedly rang out i

house” [part 2, 12}. As it happened, an
ifici s f

and Clitopkon by Achilles Tatius, citations fram Achilles
exandria, Letcippe arnd Clitophon (Moscow, 1625,

i, The passages from Levcippe and Clitophon are taken from The Greek
\ €
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But just at that moment, than chance, Clitophon’s intended
bride was abducted—taken by m _take for Leucippe.
_,litnphnn resalves ta steal into Leucippe’s bedroom. “ As soon

| ered the girl's hedohamher the following strange thing
1app e_ned to her mather. She was alarmed by a dream” (part 2,

nters the hedchamber and finds Clitophon there, but he

s to slip away unrecognized. The next day, hnwever

everything is in d:mger nf b in g exposed, and Clitophon and

} J)
Qo I~
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D

Leucippe must flee. The cape is built on a cham of ran-
dom “suddenlys” and “at ju t;h mnmentq” that henefit the he-
roes. “One must admit th Conops, who kept wat ch_ aver us, had

just happened that day ta h e gone from the house, on some er-

rand for his mistress. . . . We were lucky: having gatten as far as
the port of Berytus, we fml 1d a ship setting sail, whase mr nnring:

E

lines had already heen prepared r unfurling ”
On hoard ship, “A young man turned up alongside us quite by
Chﬂn(‘P (part 2, 31-32). He bhefriends them and plays a significant

Then fnllan the tradn:mml storm and e
third day of our vayage, a sudden fog spread aver the clear sky and
dimmed the light of day” (part 3, 1).

During the shipwreck everyone perishes except the heroes

who are saved thanks to good fortune “And here ust as the ship
was qinking‘ some kindly deity rved for us a portion of its
carga.” They are cast up on th shore: “Thanks to our good for-
tune we were delivered to Pel usium towards evening, and joyfully
came out an dry land. . (pa t 3, 5)

It later turns out that all other characters who were thought to
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have perished during the shipw
goad fortune. When in the co of th
emergency help, these pers m_a__ag»
place at just the right time t

ducted hy handits as a sac
commit suicide: “I took u_ he SV ) 0
the very spot of Leucippe’s immolation. Suddenly
moonlit night—twa peopl.. ... rng dire
they turn out to he Menelaus and Satyrus.
friends alive was very unex P(‘fed‘ 1
was not overwhelmed with joy” (part

Toward the end of the navel, Cli

prevent the suicide and announce tha
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on a false accusation and hef
chained me dawn, tack off m

..... 0ff my clothes, hung ;
some of the tarturers hrought whips, others a noose, and a fire
was kindled. Klmns let out a howl and began to invoke the
gads—when ﬁuddPnly n full view of all, a priest of Artemis ap-

i w of a
proached, crowned with laurel. His appmach signified the arriv-
al of a festive prn ession in honor of g h
happenq an execut
the participan -essi
offerings. In s c_'h a way was I th
7, 12).

Several days after the postponement, everything is cleared up,
and events take yet another t

, nat of course without a number

Tt
ces

n
d intemlpf'n s. Leucippe, it turns

of new random caincidenc

out, is alive. The navel ends
As we see [and we have mt

of random contingencies), a a

life in the romance; one dav one hon_x‘ even one minute earlier ar

later have everywhere a decisive and fatal signif

t1meq There are na i
days, hours, minutes that a
ventures are nnt united int

f

, s and f ﬂureq to meet.
e sp .ciﬁc time during which ir-
1 i intervention of Fate
Ters Iater adventure novels—

rfé's LAQTFPP,—ﬁVC volumec in all aver Six thnumnd pages; La Cal-
p:nnéde Cléopdtre—twelve volume es, mare than five thousand pages; Cas-
h

par Lohenstein's Arminius and Tusnelda—twao huge volumes, over three
thousand pages
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those novelistic villains who as villains use chance meetings or
failures to meet for their own purposes: they “lie in wait,” they
“bide their time,” we have a veritable downpour of “suddenlys”
and “at just that moments.”

Moments of adventuristic time occur at those points when the
normal course of events, the normal, intended or purposeful se-
quence of life’s events is interrupted. These points provide an
opening for the intrusion of nonhuman forces—fate, gods, vil-
lains—and it is precisely these forces, and not the heroes, who in
adventure-time take all the initiative. Of course the heroes them-
selves act in adventure-time—they escape, defend themselves,
engage in battle, save themselves—but they act, as it were, as
merely physical persons, and the initiative does not belong to
them. Even love is unexpectedly sent to them by all-powerful
Eros. In this time, persons are forever having things happen to
them (they might even “happen” to win a kingdom|; a purely ad-
venturistic person is a person of chance. He enters adventuristic
time as a person to whom something happens. But the initiative
in this time does not belong to human beings.

We may take it for granted that moments of adventure-time, all
these “suddenlys” and “at just that moments,” cannot be foreseen
with the help of analysis, study, wise foresight, experience, etc.,
alone. Such things are better understood through fortune-telling,
omens, legends, oracular predictions, prophetic dreams and pre-
monitions. Greek romances are indeed filled with all these.
Hardly had “Fate begun her game” with Clitophon when he had a
prophetic dream revealing his future meeting with Leucippe and
their adventures. The novel is subsequently filled with similar
events. Fate and the gods hold all initiative in their hands, and
they merely inform people of their will. “At night the gods fre-
quently like to reveal the future to people,” says Achilles Tatius
through his Clitophon, “and not that they may be spared suffer-
ing—for they cannot control what fate has decreed—but that
they may bear their sufferings more easily” [part 1, 3).

Whenever Greek adventure-time appears in the subsequent de-
velopment of the European novel, initiative is handed over to
chance, which controls meetings and failures to meet—either as
an impersonal, anonymous force in the novel or as fate, as divine
foresight, as romantic “villains” or romantic “secret benefac-
tors.” Examples of the latter one can still find in Walter Scott’s
historical novels. Alongside chance (in its various guises) a num-
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ber of other types of predictions inevitably figure in the novel,
prophetic dreams and premonitions in particular. It is not manda-
tory, of course, for an entire novel to he constructed in adventure-
time of the Greek type. One need only have a certain admixture
of these time-elements to other time-sequences for its special ac-
companying effects to appear.

In the seventeenth century, the fates of nations, kingdoms and
cultures were also drawn into this adventure-time of chance, gods
and villains, a time with its own specific logic. This occurs in the
earliest European historical novels, for example in de Scudéry’s
Artameéne, or the Grand Cyrus,® in Lohenstein’s Arminius and
Tusnelda® and in the historical novels of La Calprenéde ' Pervad-
ing these novels is a curious “philosophy of history” that hands
over the settling of histarical destinies to an extratemparal hiatus
that exists between two mnmentﬁ of a rea] timf- sequence.

quence of moments in a hlqmncal Bamque novel also survives

into the historical novel of Walter Scott, determining several of
its characteristics: undercover activities of secret henefactors and
villains, the specific role of chance, various sorts of predictions

and premomtl___.,. In Walter Scott’s novels these moments are
the dominant ones.
Lf-'r us haeren to add that we are not talking here of chance tak-

g. Madeleine de Scudéry’s (1607—1701) ten-valume novel (1649-1653] is
ormous; it js _cmemherpd as a primary example of the roman a clef, and
tacked by Roilean in his Dialogue sur les héros des romans
it
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ing any specific initiative in Greek adventure-time, nor of chance
in general. In general, chance is b1 t one form of the principle of
ce

ny novel, as it has its place
ife itgelf. Even in human tim sequences that are more real
>
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re of varying degrees of reality| corresponding to moments
of Greek initiative-generated chance thPre are moments {one

mance, wem
vidual mntlfs ha

istic plots. Such motifs as meeting/parting
acquisition, search/discovery, recognition/nonrecognition and so
forth enter as constituent elements into plots, not

of various eras and types but also i

genres: epic, dramatic, even lyric. By their very nature these

228 T0. maftl ~ - . 1 v ) ¢

motifs are chronotopic (alth- ugh it is true the chronotope is de-
veloped in different ways in the various genres|. We shall discuss
here only one motif, but the one that is probably the most impor-

tant—the motif of meeting.
As we have already shown in our analysis of the Greek ro-

e

n

mance, in any meeting the thDnral marker (“at one and the
same time”] is inseparable from the spati al marker [“in one and
the same place”]. In the negative Otlf (“they did not meet,”
“they were parte d the chronotopicity is retained but one ar an-

] ned e
the chmnntnn bears a negative sign: they did
o .
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various contexts the matif of mcetmg may, nf course, h ex-
pressed by vanous verbal stratagems. It _may assume a multi

come a symbol (one that is sometimes very pmfound] ere fre
quently in literature the chranatope of meeting fulfills arc h
tectonic functions: it can serve as an opening, sometimes as a
culmination, even as a denouement |a finale| of the plat. A meet-
ing is one of the mast ancient devices for structuring a plot in the
epic (and even more so in the novel|. Of special importance is the
close link between the matif of meeting and such motifs as part-
ing, escape, aquisition, loss, marriage and sa forth, which are
similar to the motif of meeting in their unity of space and time
markers. Of special importance is the clase link hetween the
motif of meeting and the chronotope of the raad (“the apen
road”), and of various types of meetings on the road. In the chro-
notope of the road, the unity of time and space markers is ex-
hibited with exceptional precision and clarity. The impartance of
the chronotope of the road in literature is immense: it is a rare
work that does not contain a variation of this matif, and many
words are directly constructed on the road chronotape, and on
road meetings and adventures.

The motif of meeting is also closely related to other impor-
tant motifs, especially the motif of recognition/nonrecognition,
which plays an enormous role in literature (for example, in an-
cient tragedy).

The motif of meeting is one of the maost universal matifs, not
anly in literature (it is difficult to find a work where this motif is
completely absent| but also in other areas of culture and in vari-
ous spheres of public and everyday life. In the scientific and tech-
nical realm where purely conceptual thinking predominates,
there are no motifs as such, but the concept of contact is equiv-
alent in some degree to the motif of meeting. In mythological and
religious realms the motif of meeting plays a leading role, of
course: in sacred legends and Holy Writ (both in Christian works
such as the Gospels and in Buddhist writings) and in religious rit-
uals. The motif of meeting is combined with other motifs, for ex-
ample that of apparition (“epiphany”] in the religious realm. In

6. Wc will give a more fully developed characterization of this chronotope
in the concluding section of the present work.



FORMS OF TIME AND CHRONOTOPE IN THE NOVEL {99

those areas of philosophy that are not strictly scientific, the motif
of meeting can be of considerable importance (in Schelling, for
example, or in Max Scheler and particularly in Martin Buber).

A real-life chronotope of meeting is constantly present in orga-
nizations of social and governmental life. Everyone is familiar
with arganized social meetings of all possible sorts, and how im-
portant they are. In the life of the state, meetings are also very
important. Let us mention here only diplomatic encounters, al-
ways strictly regulated, where the time, place and makeup of
these encounters are dependent upon the rank of the person being
met. And finally, everyone knows the importance of meetings
[sometimes the entire fate of a man may depend on them| in life,
and in the daily affairs of any individual.

Such is the chronotopic motif of meeting. We shall return to
the more general question of chronotopes and chronotopicity at
the end of our essay. But we shall now resume our analysis of the
Greek romance.

In what sort of space is the adventure-time of Greek romances
realized?

For Greek adventure-time to work, one must have an abstract
expanse of space. The world of the Greek romance is of course
chronotopic, but the link between space and time has, as it were,
not an organic but a purely technical (and mechanical] nature. In
order for the adventure to develop it needs space, and plenty of it.
The contingency that governs events is inseparably tied up with
space, measured primarily by distance on the one hand and by
proximity on the other (and varying degrees of both]. To prevent
Clitophon'’s suicide, his friends must turn up in that place where
he is planning to commit it; to manage this, that is to be the right
time in the right place, they run, that is they overcome spatial
distance. In order for Clitophon to be saved at the end of the
novel, the procession led by the priest of Artemis must arrive at
the place of execution before the execution takes place. Abduc-
tion presumes a rapid removal of the abducted to a distant and
unknown place. Pursuit presumes overcoming distance, as well
as other spatial obstacles. Captivity and prison presume guard-
ing and isolating the hero in a definite spot in space, impeding
his subsequent spatial movement toward his goal, that is, his sub-
sequent pursuits and searches and so forth. Abductions, escape,
pursuit, search and captivity all play an immense role in the
Greek romance. It, therefore, requires large spaces, land and seas,
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different countries. The world of these ramances is large and di-
verse. But this size and diversity is utterly ahstract. For a ship-
wreck one must have a sea, but which particular sea (in the geo-
graphical and historical sense] makes no difference at all. For
escape it is important to go to-another country; far kidnappers it
is important to transport their victim to anather country—but
which particular country again makes no difference at all. The
adventuristic events of the Greek romance have no essential ties
with any particular details of individual countries that might fig-
ure in the novel, with their social or political structure, with their
culture or history. None of these distinctive details contribute in
any way to the event as a determining factar; the event is deter-
mined by chance alone, by random contingency in a given spatial
locus (a given country, city and so forth]. The nature of a given
place does not figure as a component in the event; the place fig-
ures in solely as a naked, abstract expanse of space.

All adventures in the Greek romance are thus governed by an
interchangeability of space; what happens in Babylon could just
as well happen in Egypt or Byzantium and vice versa. Separate ad-
ventures, complete in themselves, are also interchangeable in
time, for adventure-time leaves no defining traces and is therefore
in essence reversible. The adventure chronotope is thus charac-
terized by a technical, abstract connection between space and
time, by the reversibility of moments in a temporal sequence,
and by their interchangeability in space.

In this chronotope all initiative and power belongs to chance.
Therefore, the degree of specificity and concreteness of this
world is necessarily very limited. For any concretization—geo-
graphic, economic, sociopolitical, quotidian—would fetter the
freedom and flexibility of the adventures and limit the absolute
power of chance. Every concretization, of even the most simple
and everyday variety, would introduce its own rule-generating
force, its own order, its inevitable ties to human life and to the
time specific to that life. Events would end up being interwoven
with these rules, and to a greater or lesser extent would find
themselves participating in this order, subject to its ties. This
would critically limit the power of chance; the movement of the
adventures would be organically localized and tied down 1n time
and space. But if one were to depict une’s own native world, the
indigenous reality surrounding one, such specificity and con-
cretization would be absolutely unavoidable {at least to some de-
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gree). A depiction of one's awn world—na matter where or what
it is—could never achieve that degree of abstractness necessary
far Greek adventure-time.

Therefare, the warld of the Greek romance is an alien world:
everything in it is indefinite, unknown, foreign. Its heroes are
there for the first time; they have no organic ties or relationships
with it; the laws gaverning the sociopolitical and everyday life of
this warld are fareign to them, they do not know them,; in this
warld, therefore, they can experience anly random contingency.

But in the Greek ramance the alien quality of this world is not
emphasized and we cannat therefore call it exotic. Exaticism pre-
supposes a deliberate opposition of what is alien to what is one’s
own, the atherness of what is fareign is emphasized, savored, as it
were, and elahorately depicted against an implied background of
ane's own ordinary and familiar world. There is none of this in
the Greek romance. In it everything is foreign, including the he-
roes’ homeland |the hera and the heraine usnally have different
homelands}; there is no implied native, ordinary, familiar world
{the native country of the author and his readers} against whose
background the otherness and foreignness of what is foreign
might be clearly projected. Of course there is in these romances a
minimal degree of some presumed native, ardinary, normal world
{the warld of the author and his readers); there are some indices
for perceiving the wanders and rarities of this other world. But
this degree is so minuscule that scholarship has been almast en-
tirely unable to devise a method for analyzing in these romances
the presumed “real world” and “real era” of their authors.

The world of Greek romances is an abstract-alien warld, and
furthermore one utterly and exclusively other, since the native
world from which the author came and from which he is now
watching is nowhere to be found in it. Therefore, nothing in this
world limits the absolute pawer aof chance, and for that reason all
these abductions, escapes, captivities and liberations, alleged
deaths and resurrections and other adventures fallow upon each
other with such remarkable speed and ease.

But as we have already indicated, many items and events in this
abstract-alien world are described in minute detail. How can this
be reconciled with the principle of abstraction? The abstraction is
still there, because every feature described in Greek romances is
described as if it were isolated, single and unique. Nowhere are
we given a description of the country as a whale, with its distinc-



tive characteristics, with the features that distinguish it from
other countries, w1thm a matrix of relationships. Only separate
structures are described, without any connectiaon to an encom-

passing whole; we have isalated natural p__enomen_a—for exam-
ple, the strange animals that breed in a given !
customs and everyday life of the folk are nowhere described;
what we get instead is a description of some strange isolated
quirk, connected to nothing. This isolation ;md d isconnectedness

permeates all the objects described in the novel. Thus the sum
total of these objects does not equal the countries that are
picted (or more precisely, enumerated] in t

each object is sufficient unto itself.

All these isolated things described in the novel a

strange, rare: that is precisely why they are d en
cippe and Clitophon, for example, one finds a description of a
strange beast called a “Nile horse” (a hippopotamus). “It hap-
pened that the warriors caught a noteworthy river beast.” Thus
begins the description. Further on, an elephant is described and
one hears of “remarkable things pertaining to its appearance on
the earth” (part 4, 2—4) El-ewher.. a crocodile is described: “I saw
another Nile heast, even more _r aordinarily strong than the
river horse. It was called a crocod (Dﬂl'f 4, 141

themselves: they are made of the same ’nmerial they are con-
gealed “suddenlys,” adventures turned into things, offspring of
the same chance

Asg aresult, thP chronotope of Greek ramances—an nllen warld

s 1 peculiar consistency and
-..nity It ha< its own meluct-ﬁble logic that defines all lq charac-
teristics. Although in the abstract its motifs taken separately are

d already been well de-
1 sreek romance—still,
when combined in this new chronaotope, they become subject to

s
its ineluctable logic and thus acquire an utterly new meaning and
1
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In other genres these motifs were connected with different,
mare concrete and condensed chronotopes. In Alexandrine po-
try the lave motifs (first meeting, sudden love, lovers’ melan-
haly, first kiss and so forth) were developed in large part within a
ucalic-pastoral-idyllic chranotope. This is a small but very con-
crete and condensed lyric-epic chronotope that has played no
small rale in world literature. A specific and cycled (but not,
strictly speaking, cyclical] idyllic time functions here, a blend of
natural time (cyclic) and the everyday time of the more or less
pastoral (at times even agricultural] life. This time possesses its
own definite semicyclical rhythm, but it has fused bodily with a
specific insular idyllic landscape, one worked out in meticulous
detail. This is a dense and fragrant time, like honey, a time of inti-
mate lovers’ scenes and lyric outpourings, a time saturated with
its own strictly limited, sealed-off segment of nature’s space, styl-
ized through and through {we will not deal here with other varia-
tions of the love-idyllic chronotope in Hellenic and Roman po-
etry|. In the Greek romance, of course, nothing of this chronotope
remains. A single exception exists, and it is an oddity: Longus’
Daphnis and Chloé. At its center we have a pastoral-idyllic
chronaotope, but a chronotope riddled with decay, its compact iso-
lation and self-imposed limits destroyed, surrounded on all sides
by an alien world and itself already half-alien; natural-idyllic
time is no longer as dense, it is cut through by shafts of adven-
ture-time. Longus’ idyll cannot, of course, be definitively cate-
gorized as a Greek adventure romance. And this work gives rise
to its own line of descendents in the further historical develop-
ment of the novel.

Those factors in a Greek romance (of compositional as well as
narrative interest) associated with travel through foreign coun-
tries had already been well developed in the ancient novel of
tavel. The world of the travel novel bears no resemblance to the
alien world of the Greek romance. First and foremost we have at
the center of the travel novel’s world the author’s own real home-
land, which serves as vrganizing center for the point of view, the
scales of cumparison, the approaches and evaluations determin-
ing how alien countries and cultures are seen and understoaod (it
1s not compulsory that the native country be evaluated positively,
but it must absolutely provide us with a scale and a background).
In the novel of tavel, this sense of a native country in itself—that
1s, as an internal vrganizing center for seeing and depicting that is
located “at home”—radically changes the entire picture of a for-
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eign world. Furthermore, the hero in such a novel is the public
and political man of ancient times, a man governed by his so-
ciopolitical, philosophical and utopian interests. In addition, the
factor of the journey itself, the itinerary, is an actual one: it im-
parts to the temporal sequence of the navel a real and essential
organizing center. In such novels, finally, biography is the crucial
organizing principle for time. (We will not discuss here the vari-
ous possible forms a novel of travel might assume; the adventure
factor is regularly associated with one such form, but it does not
serve as the dominant organizing principle in such a novel. It
plays quite another role.)

This is not the place to investigate in detail the ather chrono-
topes of other genres of ancient literature, including the major
genres of epic and drama. We will merely point out that at their
heart lies folk-mythological time, in which ancient historical
time (with its specific constraints) begins to come into its own.
The time of ancient epic and drama was profoundly localized, ab-
solutely inseparable from the concrete features of a characteris-
tically Greek natural environment, and from the features of a
“man-made environment,” that is, of specifically Greek admin-
istrative units, cities and states. In every aspect of his natural
world the Greek saw a trace of mythological time; he saw in it a
condensed mythological event that would unfold into a mytho-
logical scene or tableau. Historical time was equally concrete and
localized—in epic and tragedy it was tightly interwoven with
mythological time. These classical Greek chronotopes are more
or less the antipodes of the alien world as we find it in Greek
romances.

Thus the various motifs and factors (of a narrative as well as a
compositional nature), worked out and still alive in other ancient
genres, bore in them completely different character and functions
from those obtaining in the Greek adventure-romance, under
conditions characteristic of the romance’s specific chronotope. In
the romance they entered into a new and unique artistic unity,
one, moreover, that was far from being a mere mechanical mé-
lange of various ancient genres.

Now that we better understand the specific character of the
Greek romance, we can consider the problem of portraying an in-
dividual in such novels. The distinctive features of all the narra-
tive devices in the novel will also become clear in the course of
our discussion.
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How indeed can 2 h man heing be partrayed in the “adventure-
1ave outlined above, where things accur simul-
y by ghance nnd also fail to occur simultaneously by
ance, where events have na cansequences, where the initiative
ngs everywhere exclusively to chance? It gaes without saying

in thi typ-e of time, an individual can he nathing ather than
ompletely passive, completely nnchanging. As we have said ear-

1, to such an individual things can merely happen. He himself
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is deprived of any initiative. He is merely the physical suhject of
action. And it follows that his actions will be by and large of
n ,L mentary-spatial sort. In essence, all the character’s actions
_eek romance are reduced to enforced movement through
e (escape, persecutiaon, quests); that is, to a change in spatial
ocation. Human movement through space is precisely what prao-
vides the hasic indices far measuring space and time in the Greek
romance, which is to say, for its chronotope.

It is nevertheless a living human being moving through space
and not merely a physical hody in the literal sense of the term.
While it is true that his life may he completely passive—“Fate”
runs the game—he nevertheless endures the game fate plays.
And he not only endures—he keeps on being the same person
and emerges from this game, from all these turns of fate and
chance, with his identity absolutely unchanged.

This distinctive correspondence of an identity with a particu-
lar self is the organizing center of the human image in the Greek
romance. And one must not underestimate the significance, the
profound ideclogical implications raised by this factor of human
identity. In this way the Greek ramance reveals its strong ties
with a folklore that predates class distinctions, assimilating ane
of the essential elements in the falkloric cancept of a man, ane
that survives to the present in various aspects of falklare, es-
pecially in folktales. No matter how impaoverished, how denuded
a human identity may became in a Greek ramance, there is al-
ways preserved in it some precious kernel of falk humanity; one
always senses a faith in the indestructible power of man in his
struggle with nature and with all inhuman forces.

If we carefully examine the narrative and compasitional as-
pects of Greek romance, we will be impressed hy the enormaous
role played by such devices as recognition, disguise, temparary
changes of dress, presumed death (with subsequent resurrection),
presumed betrayal (with subsequent confirmation of unswerving
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fidelity) and finally the basic compositional (that is, organizing|
motif of a test of the heroes’
instances the narrative plays dixe ctly with traits of human iden-
tity. Even this basic complex of maotifs—meeting/separation,
search/find—is but another narrative expressi i i
same concern for individual human identity.

Let us first consider the compositional-organizi
testing the heroes. At fh beginning of this essay we e
earliest type of ancient navel as an adventure novel of ordeal. The
term “novel of ordeal” ( rii 1 h pplied
primarily to the seventeenth-c centur y Baroq . A
histarians, whao view it as the furthest extent of the Eur

velopment of the Greek navel.

The shaping force of the idea of trial stands out with ext -
nary clarity in the Greek romance—in f ct, the general theme of
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trial literally takes on judicial and legal exp
The maijority of adv ntures in a Greek romance are orga
precisely as trials of th h o and heroine, especi
chastity and mutual ﬁd__ ity. But other th ngs m
their nohility, courage, str and—mare rare

their intelligence. Chance strews the path of our heraoes not
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1ceived premse]y as a test
sreek adventure-time, as we already know, leaves

no traces—neither in the world nor in human heings. No changes
of any consequence accur, internal or external, as a result of the
nted in the navel At the end of the novel that initial
equilibrium that had heen destrayed hy chance is restared once
7 o0 its source, everything returns to its

own place. The result of this whole lengthy navel is that—the

hero marries his sweetheart. And yet people and things have gone
1 somethj i 1at did not, indeed, change them

but that did (in a manner of speaking| affirm what they, and pre-
i e as individuals, something that did verify and es-
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their identity, their durability and continuity. The ham-
tters nathing and forges nothing—it merely
hlhty af an already finished praduct. And the prod-
1e test. Thus is canstituted the artistic and ideologi-
meaning of the Greek romance.
No artistic genre can arganize itself around suspense alone, for
very good reasan that to be suspenseful there must be matters
suh st;smce to engage. And only a human life, or at least some-
1ing directly touching it, is capable of evoking such suspense.
This human factor must he revealed in some substantial aspect,
however slight; that is, it must possess some degree of living
reality.

The Greek raomance is a very malleable instance of the novelis-
tic genre, one that passesses an enarmous life-force. It is precisely
the use of the trial as a compositional idea that has proved es-
pecially praductive in the histary of the navel. We encounter it in
the medieval courtly ramance, in its early and—especially—Ilater
manifestation. It is ta a significant degree the organizing princi-
ple behind Amadis' and Palmerin of England.* We have already
referred ta its influence an the Baraque novel, where the idea of
testing is enriched with specific idealogical content—where a set
of specific ideals emerge embodied in “the hero undergoing a
trial”—*“the knight without fear and above reproach.” This abso-
lute irreproachability of the herces results in a certain stilted-
ness, leading Boileau to sharply criticize the Baroque novel in his
Lucianic Dialogue sur les héros des romans.'

In the period following the Baroque, the organizational impor-
tance of the trial diminishes sharply. But it does not die out en-
tirely, and is retained as one of the organizing ideas of the novel in
all subsequent eras. It is filled with varied ideclogical content,
and the trial qua trial increasingly leads to negative results—as
in the nineteenth and early twentieth century, when we encoun-
ter just such variations on the theme of the trial. One meets es-
pecially often the kind of trial that seeks to identify the hera’s
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j. Amadis de Gaula (fourteenth century|, the Spanish chivalric romance
that is the primary target for Cervantes’ satire in Don Quixote. Based looscly
on the Arthurian cycle, it was enormously popular.

k. Pulmerin de Inglaterra {1547), one of a whole series { Palmerin de Oliva
|1511], Primnaleon |1512]) of Amadis imitatians.

1. Ct. tootnote g.
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calling, his “chosenness,” his genius. We see ane such vari
the testing of the Napoleanic parvenu in the E nch novel. An-
other version would be the testing of the her o i
and his ability to cope successfully with life. And finally, w

later variants on the theme of the trial in tha t mass of third-rate
novels that deal with the testing of a maral refarmer, a Nietz-
schean, an immoralist, an emancipated woman and sa farth.

But all these European variants on the novel of ordeal, whether
pure or mixed in form, depart significantly fram that test of iden-
tity (in its lapidary, yet forceful, expression) that is present in the
Greek romance. It is true that certain aspects of this preoccipa-
tion with human identity are retained— such as the motifs of rec-
ognition, presumed death and so on—hut they have heen made
more complex, and have lost their original lapidary farce. The
link of these motifs with folklore in the Greek romance—al-
though it is already sufficiently remote from folklore—is nev-
ertheless more unmediated.

To fully understand the human image in a Greek romance and
the distinctive features of its identity {and consequently the dis-
tinctive way its identity is put to the test) we must take into con-
sideration the fact that human beings in such works—as distinct
from all classical genres of ancient literature—are individuals,
private persons. This feature corresponds to the abstract-alien
world of the Greek romance: in such a world, a man can only
function as an isolated and private individual, deprived of any
organic connectiorr with his country, his city, his own social
group, his clan, even his own family. He does not feel himself to
be a part of the social whaole. He is a solitary man, lost in an alien
world. And he has no mission in this world. Privacy and isolation
are the essential features of the human image in a Greek ro-
mance, and they are inevitably linked up with the peculiarities of
adventure-time and abstract space. It is for this reason that the
human heing in a Greek romance differs in principle so sharply
from the public figure of the more ancient genres and, in particu-
lar, from that public and political man we see in the novel of
travel.

But at the same time this private and isolated man of the Greek
romance quite often behaves, on the surface, like a public man,
and precisely like the public man of the rhetorical and historical
genres. He delivers long speeches that are rhetorically structured
and in which he seeks to enlighten us with the private and inti-



FORMS OF TIME AND CHRONOTOPE IN THE NOVEL [109]

mate details af his lave life, his exploits and adventures—but all
this not in the form of an intimate confession—rather in the form
of a public acconnting. Finally, in the majority of these novels
legal pracedures play a critical role: they serve to sum up the ad-
ventures of the heroes and pravide a legal and judicial affirmation
of their identity, especially in its most crucial aspect—the lovers’
fidelity to each other {and in particular the chastity of the hero-
ine|. As a result, all the major moments of the novel are publicly
and rhetorically highlighted and justified (an apologia) and all
thase maments, taken as a whale, receive a final legal and judi-
cial stamp of approval. If, in the final analysis, we should ask
what, mare than anything else, defines the nnity of the human
image in a Greek romance, we would have to answer that this
unity is characterized precisely hy what is rhetarical and judicial
in it.

These rhetorical, judicial and puh]ic mnmentq hnweve’r as-
and authentlc content of an 1nd1v1dua] man Hls lntema] content
is absolutely private: the hasic givens of his life, the goals hy
which he is guided, all his trials and exploits are of an exclusively
personal sort and have na sacial ar palitical significance at all,
After all, the pivat around which content is arganized is the main
characters love for each nrher and thase internal and ext_exnal tri-
in the novel nnly hy virtue nf t,hen relatmnshlp to this plvot_,
Characteristically, even such events as war have meaning only
[and exclusively! at the level of the heroes’ love activities, In Len-
cippe and Clitophon, for example, the action begins w W
between the Byzantines and the Thracians—far the sole purpos
of enabling Leucippe to end up in Chmphnn f _h er's house, t
making passihle their first meeting. This w mentioned agai
at the end of the novel, sa that its conclusi ight
by the religious procession hanoring A_n_emi_g that motivates
Clitophan's release from tarture and execution.

Characteristically it is not private life that is subjected to and
interpreted in light of social and political events, but rather the
other way araund——sacial and pn]I cal event gain meaning in

<Q

the novel only thanks to their conne rio__ with private life. R.nd
such events are illuminated in the novel only insofar

late to private fates; their essence as purely social an
events remains autside the novel,
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Thus, the public and rhetarical unity aof the huma

be found in the contradiction between it and its pu
C

eral later rhetorical genres, in particular of autahiography.

In general, the ancient world did not succeed in generating
forms and unities that were adequate to the private individual
and his life. Although personal life had already hecome private
and persons individualized, although this sense of the private had
begun to infiltrate literature in ancient times, still, it was ahle to
develop forms adequate to itself only in the minar, lyrico-epic
genres and in the small everyday genres, the comedy and navella
of commaon life. In the major genres the private life of an individu-
alized person was only externally and inadequately arrayed, and,
therefore, in forms that were inorganic and formalistic, either
public and bureaucratic or public and rhetorical.

This public and rhetorical side of the individual, which is re-
sponsible for his unity and which he bears with him throughout
his adventures, also has an external, formalistic and conventional
nature in the Greek romance. In general, the homogenization of
all that is heterogeneous in a Greek romance (in the history of its
origins as well as in its essence as a genre), a homogenization that
results in a huge, almost encyclopedic genre, is achieved only at
the cost of the most extreme abstraction, schematization and a
denuding of all that is concrete and merely local. The chronotope
of the Greek romance is the most abstract of all novelistic
chronotopes.

This most abstract of all chronotapes is also the most static. In
such a chronotape the world and the individual are finished
items, absolutely immobile. In it there is no potential for evolu-
tion, for growth, for change. As a result of the action described in
the novel, nothing in its world is destroyed, remade, changed or
created anew. What we get is a mere affirmation of the identity
hetween what had been at the beginning and what is at the end.
Adventure-time leaves no trace.

Such is the first type of ancient novel. We will have to return to
isolated aspects of it in connection with the further development
of methaods far expressing time in the novel. As we have sug-
gested above, this novelistic type, and several of its defining char-
acteristics in particular (especially adventure-time itselt], exhibit
great liveliness and flexibility in the subsequent history of the
navel.
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Let us now pass to the second type of ancient novel, which we
will provisionally call the adventure novel of everyday life. In a
strict sense only two works belong to this catego : the Satyricon

of Petronius l,‘..'hic.. has come down to us in mparatively few
fragments| and The Golden Ass of Apuleius (which has survived

, i
in its entirety|. But the characteristic feaf.l..xe of f.h fvnf' occur
: &

The key to our analys1s of this second type of ancient novel is
Apuleius’ The Golden Ass. We will also mention some of the dis-
tinctive features of other surviving Ftnmpleﬂ of -h_- t.y‘ e

In this second type, what strikes us first of all is the mix of ad-
venture-time with everyday time—a _.1211tv we sought to express
in our provisional designation of the type as an “adventure-every-
day novel.” Of course a merely mechanical mix of these twa dif-

urse a
out of the question. Both adventure- and ex reryday
ial forms in thls combination, as tth are
t etely new chronotope cre-
emerges 2 new type of aﬂventuw-
!eei:' adventure-time one that is
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life, which define the peculiar nature of time in this novel.

These prerequisites are: (1] that the course of Lucius’ life be
given to us sheathed in the context of a “metamorphosis,” and (2
that the course of his life must somehow correspond to an actual
course of travel, to the wanderings of Lucius throughout the
world in the shape of an ass.

The basic plot of the novel—the life story of Lucius—is pre-
sented as the course of a life sheathed in a metamorphosis—as is

s

ed novella about Cupid and Psyche,

h turns out to be a parallel semantic variant of the basic n‘ot
is (transformation)—particularly
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human transformation—and identity (particularly human iden-
tity| are drawn from the treasury of p S8 v f

folkloric image of man is intimately bound up with transforma-
tion and identity. This comhination may be seen with particular
clarity in the popular folktale [skazka]. The f le g
man—throughout the extraordinary variety of folkloric narra-
tives—always orders itself around the motifs of transformati

and identity (no matter how vari

-
D

inuing presence of transfor-

mation motifs in purely popular folklare. This folklare has not, of
course, come down to us in its pure form, but we know of its exis-
enc t e reflection in litera-

t
ture (for example, in Apuleius’ naovella ahout Cupid and Psyche].
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ous that the literary development of this idea

acein i solatmn from all those other forms that the

a d and that we have enumerated above. One need

nly mention the influence of the Eleusinian Mystery tradition
sreek tragedy Philosophical forms of transformation un-

ubtedly had an effect on literature, as did the influence of
klore referred to abave.

Metamorphaosis or transformation is a mythological sheath for
e idea of development—but one that unfolds not so much in a
aight line as spasmodically, a line with “knots” in it, one that

efnre constitutes a distinctive type of temporal sequence.

The makeup of this idea is extraordinarily complex, which is why

the types of temporal sequences that develop out of it are ex-

tremely varied.

If we look closely at the ways Hesiod {in both his Works and
Days and his Theogony) took this complex mythological theme
and with great artistry broke it down into a variety of sequences,
we observe the following: a specific genealogical series unfolding,
a distinctive sequence of shifts in ages and generations {the myth
of the five ages: Golden, Silver, Bronze, “Trojan” or Heroic and
Iron), an irreversible theogonic sequence of metamorphosis in na-
ture, including the cyclical series of metamorphosis for grain and
an analogical series of metamorphosis in the vine of the grape.
What is more, for Hesiod even the cyclical sequence of everyday
agricultural labor is structured, in its own way, like a “meta-
morphosis of the farmer.” With all the above we are still far from
exhausting all the temporal sequences Hesiod generated that use
the idea of metamorphosis as their mythological aetiology. All
these series have in common the fact of sequentiality (items that
follow upon one another), but a sequentiality whose units assume
extremely varied forms (or images), forms utterly different from
one another. Thus, in the theogonic process the Era of Zeus re-
places the Era of Crunus; as the ages change (Golden, Silver, etc.)
so do the generations of men, while in another series it is the sea-
sons that replace each other.

The images we are given of various cras, generations, seasons

and phases of agricultural labor differ profoundly from one an-

1 1er. But amid all this diversity the unity of the theogonic pro-

ess, of the historical process, of nature and of agricultural life is

erved.

he conception of metamorphosis in Hesiod, as in other early
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philosophical systems and classical mysteries, has far-reachin
implications: the word “metamaorphasis” itself, in Hesiad, is not
used in the specific sense of a miraculous, instantaneous transfor-
mation of one being into another (a deﬁnmon hardering an the
magical); this definition the ward acquired only in the Roman
and Hellenistic era. The word appeared with this meaning only at
a later stage in the development of the metamorphasis theme.
Ovid’s Metamorphoses is typical of this later stage. Here the
general idea of metamorphasis has already becaome the private
memmm’phnqiq of individua] isolated heingq and is zlrezdy ac-

tion. The 1dea of representmg the whole wo_'rld of cosmogomc and
historical process from the point of view of metamorphasis—be-

ginning with the creation of the cosmaos out of chaos and ending

ith the transformation of Caesar into a star—is retained. But
idea is now actualized through a selection of metamarphaoses
taken from the whale of the mythalagical and literary tradition,
of which separ-te instances are superficially vivid but without
ather. They are metamarphases only in the

e wmd changes that are deplayed in a series

any internal unity Each such metamorphosis suffices
stitutes in itself a closed, poetic whole. The
etamnrphnqm is no longer able to unite

I-!-\ \"

m
mparal SeqUEDCPS that are ma]m and essential. Time

lated, self-sufficient temporal segments that
mechanically arrange themselves into no mare than single se-
isintegration of the mytho-

e
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quences. One can n observe this san
logical unity of _cient temporal sequences in Ovid’'s Fasti (a
work of great importance for studying the sense of time in the Ro-
man and Helleni
In Apuleius, m

1 hosis acquires an even mare personal,
isolated and quite o
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magical nature. Almost nothing re-

and po :rtraymg perqcma] md]-
 casmic and the histarical

he idea of metamarphasis retains enough
i f ymediated folklare tradi-

tion| to comprehend the entire life-long destiny of a man, at all
its critical turning points. Herein lies its significance fm the

This is not the place for an in-depth analysis of the essence of



the metamorphosis itself—Lucins’ transformation into an ass,
ion into a man and his mystical purifica-
€

mare, the genesis of the theme “metamarphosis into an ass” is

1
and to this day it has not heen fully explicated. For our
this is of no essential importance. We are
e functions of this metamaorphasis in the
he secand type.
Metamarphasis serves as the hasis for a methad of portraying
of an individual's life in its mare important moments
sis: tar showing haw an individual becomes other than
what he was. We are offered various sharply differing images of
one and the same individual, images that are united in him as
various epochs and stages in the course of his life. There is no
evolution in the strict sense of the ward, what we get, rather, is
crisis and rehirth.

This is what essentially distinguishes the Apuleian plat from
the plats aof the Greek ramance. The events that Apuleius de-
scribes determine the life of the hera; they define his entire life.
But of course his entire life, from childhoad through old age and
death, is nat laid out for us. This is nat, therefare, a biographical
life in its entirety. In the crisis-type of partrayal we see anly ane
ar twa moments that decide the fate of a man'’s life and determine
its entire disposition. In keeping with this principle, the novel
pravides us with twa ar three different images of the same indi-
vidual, images that have been disjoined and rejoined through his
crisis and rebirths. In the major plat, Apuleius presents three im-
ages of Lucius: Lucius befare his transformation into an ass, Lu-
cius the Ass and Lucius mysteriously purified and renewed. In
the parallel plot we have only two images of Psyche: befaré she is
purified by redemptive suffering, and after. But here the progres-
sion of the heraine’s rebirth is not broken down into three sharply
differentiated images of her, as in the case of Lucius.

In early Christian crisis hagiographies belanging ta this type,
we also have as a rule only two images of an individual, images
that are separated and reunited through crisis and rebirth: the im-
age of the sinner (before rebirth! and the image of the haly man ar
saint (after crisis and rebirth}. Three-image sequences are some-
times met with, especially where there is a particular emphasis
and development of that portion of the saint’s life devated ta



[116] FORMS OF TIME AND CHRONOTOPE IN THE NOVEL

askesis, or to purification through suffering, to a struggle with
oneself (corresponding to the segment of time Lucius spends as
an ass).

From what has been said, it should be clear that a navel of this

type does not, strictly speaking, unfold in biographical time. I

depicts only the exceptional, utterly unusnal moments of
man’s life, moments that are very shart compared ta the whale
length of a human life. But these moments shape the definitive
image of the man, his essence, as well as fhp nature of his entire
subsequent life. But the further course of that life, with its hio-
graphical pace, its activities and labors, stretches out after the re-
birth and consequently already lies beyond the ren]m of the

novel. Thus, Lucius, having passed through three in 1at1ons, en-

2D =

ters upon hm biographical life as a rhetorician and a p i

These, then, are the constitutive features of adve Ire-time 0O
the second type. It is not the time of a Greek romance, a time tha
leaves no traces. On the contrary, it leaves a deep and 1rmdlcah]e

mark on the man himself as well as on his entire life. It is, nev-

=+ -

ertheless, decidedly adventure-time: a time of exceptional and

unusual events, events determined by chance, which, moreover,
manifest themselves in fortuitous encounters (temparal junc-

tures) n_nd fortuitous nonencounters (temporal disjunctions).

But in the secand type of adventure-time this logic of chance is
ubordinated to another and higher logic that contains it, in the

t
teral sense. The witch’s maid Fotis accidentally took the wrong

Horl /]

box and in place of a cream for transforming men into bhirds gave
Lucius the cream for turning men into asses. It was an accident
that at t

hat moment the roses necessary to reverse this transfor-
tion not to be found in the house. It was an accident that
on that very night robbers attacked the house and drove away the
ass. And in all subsequent adventures of the ass itself, and of its
t 11, chance continues to play a major role.
e and again, it is chance that prevents the reverse transforma-
tion from ass back into man. But the pawer of chance and the ini-
tiative that lies with it is limif d; it can act anly within the limits
t T t for it. It is not chance but voluptuous-
ss, youthful frivolity and pmri rurmqity“ that urged Luciuq
d

0 1€ garn
primary initiative, therefore, belongs fhp hpm him cplf ;md to
his own personality. It is true that this initiative is not positive in
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a creative sense (but this is not very important); what we have is
oz , error (and in its Christian hagiographic
variant, sin) as initiatin.g f ces. The first image of the hero is
; iz mmauve—v Hu.l,‘.f 1nu<, un-

power of chance to himself, The ir al 1mk f he s dventme se-
quence is thus determined not by chanc.e‘_,. but by the hero himself
a 8

etermined by chance. L cius is s:wed
hows ln what he must do to regain
is icns here not as 2 synonym
k romance), l'»u.l. as Lu-
:atwnessz, hzemng b _____ to his punﬁrai ion, demanding
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s and askesis, Charac-
3 riﬂ rent meaning in
Apuleius fx'om What thev hazdl in a Cvl -f,k romance. In the Greek
romance, dreams and visions make men awsa 1 the will of the
gods or of chance; they could not be used as a means ior aw olding
the blows of fate or for taking measures again nst such a fate, but

; ed rather “t lw men may bf."'l their sufferings more
7 [Achilles Tatius). Dreams and vi _n.s, theref
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‘he initial and the final links in 1:.h chain of ade'Ti
'he p.»wer of chance. As a consequence 1h<. na

charice governing within the limits of separate adventures must
be interpreced in a new way.
1 i '
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Here you are, Lucius, after so many misfortunes sent you by fate, after
having endured so many tempests, have you finally reached a peaceful
haven, the altars of mercy. Neither your noble lineage, nor your position,
nor learning itself in which you so excelled, could avail you, but because
you had become a slave of voluptuousness, owing to the passion of your
youthful years, you have received a fateful retribution for your prurient
curiosity. But blind fate, tormenting you with the worst possible dan-
gers, herself not knowing how, led you to your present blessedness. She
must now go and rage somewhere else, she must seek out another victim
on whom to practice her cruelty. For among those who have dedicated
their lives to our supreme goddess there is no place for ruinous chance.
How did subjecting you to thieves, to wild beasts, to slavery, to cruel
choices at every turn, to a daily expectation of death-—benefit fate? For
now another fate has taken you under her protection, one not blind but

one who can see, and the light of her radiance illuminates even the other
gods.

What is emphasized here is Lucius’ individual guilt, which de-
livered him over to the power of chance (“blind fate”). We also see
a clear opposition of “blind fate” and “ruinous chance” to “a
seeing fate,” that is, to the hegemony of the goddess who had
saved Lucius. And here, finally, the essential meaning of “blind
fate” is revealed to us, a fate whose power is limited on the one
hand by Lucius’ individual guilt and on the other by the power of
“a seeing fate,” that is, the protection of the goddess. This essen-
tial meaning is contained in the fateful retribution and the path
to present blessedness to which this “blind fate,” “herself not
knowing how,” had led Lucius. Thus the entire adventure se-
quence must be interpreted as punishment and redemption.

The adventure-folktale sequence in the parallel subplot (the
novella about Cupid and Psyche) is organized in precisely the
same way. The individual guilt of Psyche serves as the initial link
in the sequence, and the final link is the protection of the gods.
Psyche’s own adventures and folktale tribulations are interpreted
as punishment and retribution. The role of chance, of “blind
fate,” is here even more circumscribed and subordinated.

Thus we see that the adventure sequence, governed as it is by
chance, is here utterly subordinated to the other sequence that
encompasses and interprets it: guilt—epunishment—redemp-
tion—-blessedness. This sequence is governed by a completely
different logic, one that has nothing to do with adventure logic. It
is an active sequence, determining (as its first priority) the very
metamorphosis itself, that is, the shifting appearance of the hero.
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1s a frivolous and fecklessly curious Lucius beomes Lucius the
his suffering he becomes Lucius purified and en-
thermore, a definite shape and degree of ineluc-
y is essential to this se quence whereas in the Greek adven-

quence there was no hint of either. Retribution must
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follow guilt, puriﬁcatl_n d blessedness must follow upon the
n of nd furthermaore, this ineluctahility is
huma_n; it is not mechanjca] or depersonalized. Guilt is a func-

1dividual personality itself; so is retribution, which is

]l_mt, as essential a fmce for purlfymg and impraving the individ-
ual. Thls entire sequence is grounded in individual responsibil-
ity. Finally, the shifting appearance of one and the same individ-
ual gives this sequence its essential humanness.

The ahave considerations demanstrate the indisputahle advan-
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tages such a sequence has in comparisan with Greek adventure-
time. Beginning with the purely mythaological conception of
metamorphosis, we have devised a means more legitimately to
express some of the more critical and realistic characteristics
of time. Here time is not merely technical, not a mere distribu-
tion of days, hours, moments that are reversible, transposable,
unlimited internally, along a straight line; here the temparal
sequence is an integrated and irreversible whaole. And as a conse-
quence, the abstractness so characteristic of Greek adventure-
time falls away. Quite the contrary, this new temporal sequence
demands precisely concreteness of expression.

But along with these progressive aspects some crucial limita-
tions remain. As in a Greek romance, the individual is private
and isolated. Therefore, his guilt, retribution, purification and
blessedness are private and individual: it is the personal business
of a discrete, particular individual. Such an individual’s potential
for initiating actions is, however, not creative; it is realized only
negatively, in rash and hasty acts, in mistakes, in guilt. Therefore,
the working of the entire sequence is limited by the particular
shape of the individual and his fate. As in a Greek romance, this
temporal sequence leaves no traces in the surrounding world.
Therefore, the connection between an individual’s fate and his
world is external. The individual changes and undergoes meta-
morphosis completely independent of the world; the world itself
remains unchanged. Therefore, metamorphosis has a merely per-
sonal and unproductive character.

Thus, the basic temporal sequence of the novel—although it is,
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s, it da
not participate in the irreversible histarical sequence of time, be-

cause the navel does not yet know such a sequenc
Such is the basic adventure-time of this type of novel. But

eryday time is present in it as well. What is it like, and how does

it mesh with that distinctive adventure-time characterized by us

above in such a2 way as to form one novelisti

t

The maost characteristic thing about this novel is the way it

S nt through space, his pilgrimages, lose
d technical character that they had in the Greek
i mannered enchaining of coordi-

temporal (at the same time/at
S

more concrete and saturated

a c
meaning, and forms a crucial relationship with the hero and his

fate. This type of space so saturates this new chranotaope that such
i escape and so forth take
ic significance.

The concreteness of 1ironotope of the road permits every-
day life to be realized within it. But this life is, so to speak, spread
out along the edge of the road itself, and along the sideroads. The
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life. He merely ohserves this life, med-
then as an alien farce; he nccaqmnally even
aind everyday mask-—hut in essence he does nat

nd is not determined by it.
iences events that are exclusively extraordi-
efine. sequence of guilt—retribution—eredemp-
tion—eblessedness. quch was the experience of Lucius. But in
passing from retribution to redemption—that is, precisely during
ess of metammph(‘ys]ﬁ——LUCIUC must deccend to low ev-
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1, 2 snldmr a cmk a baker. He <uﬁer< conﬁtant beat1ng<
is persecuted by <hrew1<h wives (the muleteer's wife, the
s wife]. But in all these situations Lucius performs not as
1s but as an ass. At the end of the novel he casts off the ap-
pearance af an ass and in a triumphant ceremony re-enters the
highest, most privileged spheres of life, a life outside crdinary
events, We might add further that the time spent by Lucius in ev-
eryday life caincides with his presumed death (his family consid-
ers him dead!, and his leaving that life is his resurrection. The an-
cient fol k,]cmc core of Lucius’ metamaorphasis is in fact precisely
death: the passage to the nether regions and resurrection. In this
instance everyday life corresponds to the nether regions, to the
grave. [Carresponding mythalogical equivalents might he found
for all the narrative matifs in The Golden Ass.|

This stance of the hera vis-3-vis everyday life is a distinctive
feature of this secand type of ancient navel, and it is ane of ex-
treme importance. This feature is preserved (although of course
with variations| throughaut the entire subsequent histary of the
type. It is always the case that the hera cannat, by his very na-
ture, be a part of everyday life; he passes t.hrou.gh such life as
would a man from anather warld. Most aften this hera is a rogue,
a man wha changes his everyday persanalities as he pleases and
who occupies no fixed place in everyday life, who plays with life
and does not take it seriously. The hera m1ght also be a wandering
actor disguised as an aristocrat, or a high-horn gentleman igno-
rant of his lineage |a “found]mg"] Everyday life is that lowest
sphere of existence from which the hera tries ta liherate himself,
and with which he will never internally fuse himself. The caurse

iuc
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of his life is uncommon, outside everyday life; one of its stages
just happens to be a progression through the everyday sphere.

Playing the lowest role in the lowest level of saciety, Lucius
does not participate internally in that life and is, therefare, in an
even better position to observe it and study all its secrets. For him
this is the experience of studying and understanding human
beings. “I myself,” says Lucius, “remember my sojourn as an ass
with great gratitude, for having suffered the turns of fate under
cover of this animal’s skin 1 have become, if not wiser, at least
more experienced.”

The position of an ass is a particularly convenient one for ob-
serving the secrets of everyday life. The presence of an ass embar-
rasses no one, all open up completely. “And in my oppressive life
only one consolation remained to me: to indulge that curiosity
which is my native bent, since people never took my presence
into consideration and talked and acted as freely as they wished”
(hook g}.

The ass has an additional advantage in this respect: his ears.
“And I—although distraught at Fotis’ mistake which had turned
me into an ass instead of a bird—found consolation in my pathet-
ic transformation in this fact alone, that thanks to my huge ears I
could hear excellently, even those things that happened far away”
(hook 9.

This extraordinary positioning of the ass in the novel is a fea-
ture of extreme importance.

The everyday life that Lucius observes and studies is an exclu-
sively personal and private life. By its very nature there can be
nothing public about it. All its events are the personal affairs of
isalated people: they could not occur “in the eyes of the world,”
puhlicly, in the presence of a chorus. These events are not liable to
puhlic reckoning on the open square. Events acquire a public sig-
nificance as such only when they become crimes. The criminal
act is a moment of private life that becomes, as it were, involun-
tarily pubhlic. The remainder of this life is made up of bedroom
secrets [infidelities an the part of shrewish wives, husbands’ impo-
tence and sa forth], secret profiteering, petty everyday fraud, etc

By its very nature this private life does not create a place for the
contemplative man, for that “third person” who might be 1n a
position ta meditate on this life, to judge and evaluate it. Thas life
takes place hetween four walls and for only two pairs of eyes. On
the other hand public life—any event that has any social signifi-
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cance—tends ¥ ng itself public (naturally], necessarily
an ohserver, a judge, an evaluator; and a place is al-

ways created for such a persan in the event, he is in fact an indis-
e gbligat, Ty parnmpant in the event. The pubhc man

s )
principle and in essence, w1" avall ltse]f to being made pub]lc
Public life and public man are by their very essence open, visible

and audible. Puhlic life adopts the mast varied means for making
itself public and accounting far itself (as does its literature).
Therefore, the particular pasitioning of a person who could ob-
serve ar eavesdrop on this life (a “third person’| presents no spe-
cial prablem, nor do the particular forms necessary for making
that life public. For this reasan the problem was unknown in clas-
sical ancient literature, which was a literature of public life and
puhblic men.

But when the private individual and private life entered litera-
ture (in the Hellenistic era] these problems inevitahly were hound
to arise. A contradiction developed between the public nature of
the literary form and the private nature of its content. The pro-
cess of warking out private genres began. But this process re-
mained incomplete in ancient times.

This problem was especially critical in cannection with larger
epic forms (the “major epic”). In the process of resolving this
prablem, the ancient novel emerged.

The quintessentially private life that entered the novel at this
time was, by its very nature and as opposed to public life, closed.
In essence one could only spy and eavesdrop on it. The literature
of private life is essentially a literature of snooping about, of over-
hearing “how others live.” This life may be exposed and made
public in a criminal trial, either directly, by inserting the trial into
the novel {along with searches and investigations), by inserting
criminal activities into private life, or circumstantially and con-
ditionally, in a half-hidden way, by utilizing eyewitness accounts,
confessions of the accused, court documents, evidence, investiga-
tive hmu‘.hcs and U forth And finally we encounter those forms

[ Cl
1Y)

'y' llvcb the personal letter, the intimate diary, the confessmn
€ have already seen how the Greek romance resolved this
bkm of portraying the personal life and the private individual.
tried to fit the content of a private life into external, inadequate
ublic and rhetorical forms—forms that were by that time al-
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ready stiff and dead; this was passible only in the context a
Greek adventure-time and the extreme abstractness through
which it was portrayed. In addition, on such a rhetarical basis the
Greek romance introduces as well the criminal trial, as some-
thing that plays a crucial role in the novel. The Greek romance
also frequently makes use of everyday forms such as the epistle.

In the subsequent history of the novel, the criminal trial-—in
its direct and oblique forms—and legal-criminal categories in
general have an enormous organizational significance. Crimes
play a correspondingly huge and significant role in the actual con-
tent of such novels. Various forms and varieties of the novel make
use of these manifold legal and criminal categories in different
ways. It suffices to mention, on the one hand, the adventure-
detective novel (the investigation, clues, piecing-together of
events with the help of these clues) and on the other hand, the
novels of Dostoevsky {Crime and Punishment and The Brothers
Karamazov).

The significance of legal-criminal categories in the novel, and
the various ways they are used—as specific forms for uncovering
and making private life public—is an interesting and important
problem in the history of the novel.

The criminal aspect plays a large role in Apuleius’ The Golden
Ass. Several of the inserted novellas are structured precisely as
stories about criminal acts {the sixth, seventh, eleventh and
twelfth novellas). But the criminal material itself is not essential
for Apuleius; what matters are the everyday secrets of private life
that lay bare human nature—that is, everything that can be only
spied and eavesdropped upon.

For the spying and eavesdropping on private life, the position of
Lucius the Ass is most advantageous. For this reason, tradition
has reinforced such a position, and we encounter it in a multitude
of variations in the later history of the novel. What is preserved of
the metamorphosis-into-ass is precisely this specific placement
of the hero as a “third person” in relation to private everyday life,
permitting him to spy and eavesdrop. Such is the positioning of
the rogue and the adventurer, who do not participate internally
in everyday life, who do not occupy in it any definite fixed place,
yet who at the same time pass through that life and are forced to
study its workings, all its secret cogs and wheels. This is par-
ticularly true of the positioning of the servant who goes from one
master to the other. The servant is the eternal “third man” in the
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private life of his lords. Servants are the most privileged witnesses
tc private life. People are as little embarrassed in a servant’s pres-
ence as they are in the presence of an ass, and at the same time
the servant is called upon to participate in all intimate aspects of
personal life. Thus, servants replace the ass in the later history of
the adventure novel of the second type (that is, the adventure
novel of everyday life]. The picaresque novel, from Lazarillo de
Tormes to Gil Blas, makes extensive use of the servant’s role. But
other aspects and motifs from The Golden Ass live on in this
classical (pure) picaresque novel—first of all, they share the same
chronotope. In a more complicated, no longer pure variant on the
adventure novel of everyday life, the figure of the servant retreats
into the background but his significance remains the same. And
in other types of novels as well (indeed, in other genres too) the
servant has this same essential significance (cf. Diderot’s Jacques
le fataliste, Beaumarchais’ dramatic trilogy and other works). The
servant is that distinctive, embodied point of view on the world of
private life without which a literature treating private life could
not manage.

The prostitute and courtesan occupy a place in the novel anal-
ogous (in their functions) to that of the servant (cf. for example,
Defoe’s Moll Flanders and Roxanne). Their position is likewise
extremely convenient for spying and eavesdropping on private life
with its secrets and intimacies. The procurer has the same sig-
nificance in the novel, althaugh he is a minor character; maost
often he functions as the storyteller. In The Golden Ass, for in-
stance, the ninth inserted novella is narrated by an old procuress.
I call to the reader’s attention the magnificent story by an old pro-
curess in Sorel’s Francion,” almost equal to Balzac in the pawer
with which it realistically portrays private life, and incomparahly
superior to analogous passages in Zola.

Finally, as we have said, the adventurer (in the broad sense of
the term) and in particular the parvenu fulfill analogous func-
tions in the novel. The role of the adventurer and parvenu is the
role of one who has not yet found a definite or fixed place in life,
but who seeks personal success—huilding a career, accumulating

n. Reference is ta La vraie Histoire comique de Francion {1623] hy Charles
Sorel {1599-1674), a book somewhat reminiscent of Gil Blas. It is a relatively
realistic portrait of the conditions under which paar students and would-be
authors lived in seventeenth-century Paris.
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wealth, winning glory (always out of personal interest, “for
self”); this role impels him to study personal life, uncover its hid-
den workings, spy and eavesdrop on its mast intimate ¢
And so he begins his journey “to the dep ‘_hs‘ _
shoulders with servants, prostitutes, pimps, and from them
about life “as it really is”]: such a chamr ter can climb upwa
(usually via the courtesan route] and thus reach the hi
private life—or can suffer a reversal aon the road o
to the very end a lowly adventurer (an adventure of the slum
warld]. The pasition of such characters is admirably suited ta ex-
posing and portraying all layers and levels of privat

the role of the adventurer or the parvenu can he said ta d
the structure of the more complicated type of adventure
everyday life: we have an adventurer, in the hroad sense, in
Sorel’s L'Histoire comique de Francion® {although of course he is
no parvenu); the heraes of Scarron'’s Comical Romance® |seven-
teenth century| are likewise adventurers; Captain Singleton and
Colonel Jack, the heraes of Defoe’s “picaresque” novels (the word
is used loosely| are alsa adventurers; parvenus first appear with

n
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Marivaux (Le Paysan parvenu)® and adventurers with the heroes
of Smollett. Rameau’s nephew in Diderat emhbadies and distills in
himself, in a wonderfully complete and profound way, all the spe-
cific attributes of an ass, a rogue, a tramp, a servant, an adven-
turer, a parvenu, an actor: he offers us a remarkahly strong and
deep example of the philosophy of the third person in private life.
This is the philasophy of a person wha knows only private life
and craves it alane, but whao does nat participate in it, who has no
place in it—and the‘refme sees it in sharp focus, as a whole in all
its nakedness, playing out all its roles but not fusing his identity
with any one of them.

In the complex, synthesizing navel of the great French realists
Stendhal and Balzac, the positianing of the adventurer and the
parvenu retains in ful] its organizing significance. All kinds of

_f footnaote n.
Le Roman camique {1651} hy Paul Scarron [1610-1660) recounts the ad-
ventures of itinerant actors, with satirical cameos of provincial life.
). Le Paysan parvenn (1735-1736) by Pierre Marivaux (1688-1763), like
Marivaux's ather novel La VW de Marianne {173171741), is csscntlally a pay
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ather “third-persan” representatives of private life—courtesans,
prastitutes, pimps, servants, clerks, pawnbrokers, doctors—live
and move in the hackground of their novels.

In classic English realism—Dickens and Thackeray—the rale
of the adventurer and parvenu is less important. In their works
such characters play secondary roles (the exception is Becky
Sharp in Thackeray’s Vanity Fair).

I note in passing that in all the examples we have analyzed, the
factor of metamorphasis is preserved, to a certain extent and in
one or another form: the rogue’s change of roles or masks, the
transformation of the beggar into the rich man, the homeless
tramp into the wealthy aristocrat, the thief and pickpocket inta
the kind and repentant Christian and so forth.

In addition to the figures of rogue, servant, adventurer, pimp,
the novel devised other means for spying and eavesdrapping on
private life—and while these other means are at times very clever
and subtle, they became neither typical nor essential to the genre
as such. For example: the Lame Devil in Lesage (in his novel Le
Diable boiteux)' removes the roofs from houses and exposes per-
sonal life at those moments when a “third person’s” presence
would not be permitted. In Smollett’s Peregrine Pickle the hera
makes the aquaintance of the Englishman Cadwallader, a man
who is completely deaf, in whose presence no one is embarrassed
to speak on any topic whatever (as has been the case with Lucius
the Ass); later on it turns out that Cadwallader is not deaf at al],
but has only pretended to be so in order to eavesdrap on the se-
crets of private life.

Such, then, 1s the extraordinarily important position Lucius the
Ass occupies as an observer of private life. In what sort of time
does this private life unfold?

In The Golden Ass and other examples of the ancient adven-
ture novel of everyday life, “everyday time” is in no sense cycli-
cal. In general, such novels offer few instances of repetition as
such, of a periodic return of one and the same features (phe-
nomena). The only cyclical time known to ancient literature was
an idealized, agricultural, everyday time, one interwoven with

1. Le Diable boiteiix (i7y7) by Alain Lesage (1668~1747] is an adaptation of
Guevara’s El Diablo cojuelu (1641), but has most of all to do with bourgeois
life at the beginning of the cighteenth century.
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fers sharply fram all these variants c o -yc!ic

a

most, novelistic time is tharaughly cut off from nature and from
natural and mythological cycles. This alienation of th yday
plane from nature is actually emphasized. Nature motifs turn up
in Apuleius only in the sequence guilt—~rede d
ness (cf., for example, the seashare scene hefore Lucius’ return

trip). Everyday life is the nether warld, the grave, where the sun

- W1, L

does nat shine, where h is no starry firmament. For this rea-
san, everyday life is pres ed to us as fhe 11nder< de of

At its center is obscenity, fhaf is

love alienated from reprnductlon

tions, from the structures of the

day life is priapic, its logic is t

thievery, various aud, b
In this everyday maelstrom of 1 i i
its unity and wholeness—it is chopped up into separate seg-
ments, each encompassing a single episode from everyday life
The separate episodes—and this is especially true of the inserted
life—are round

novellas dealin, ng with everyday
plete, but at the t e cie 1
everyday wnrld s scattered, fragmented, deprived of essential
connections. It is not permeated with a sin
which has its ow
These tempora l
therefore, arrange i
the nnvel, which is the -
tion—spurification _
punishment—redemption|. Everyday
i

ppnence
itself is
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son why there is no single everyday time. But it dces reveal sccial
heterogeneity. Sccial contradictions have not yet become appar-
ent in this heterogeneity, but the situation is fraught with them.
If such cont_radictjcn were to surface, then the world would start
to move, it would ke s h ved into the future, time would receive a
fullness and a historicity. But this prccess was nct brought to
completion in ancient times, and certainly nct with Apuleius.

It is true that this process was advanced scmewhat in Pe-

tronius. In his werld, socially hetercgenecus elements come close
to being c.cn,t,mdj,c.tcty_ As a result his world bears witness to the
distinguishing features of a particular era, the earliest traces of
histerical time. Rut in his works as well the process is neverthe-
less far from comrpleted.

The Satyricon of Fetrenius belengs, as we have already said, to
the same type of everyday adventure novel. But in this work ad-
venture-time is tightly interwoven with everyday time (therefore,
the Satyrican is closer to the Furapean type of picaresque novel),
Underlying the wanderings and adventures of its herces (En-
colpius and others) there is no clearly defined metamorphaosis nor
any specific sequence of guilt—~retrlh»utm.nﬂredem_p1_1_0n_, This
theme is replaced, it is true, by an analogous motif; persecution
by the mfunated god Pnapuq—z]thnmgh the mmlf is Lf_ﬂed nd

']

€
ings of Odysseus and Aeneas) But the lnc:mrm n.f he hemes. vis
a-vis the everydayness of ordinary private life is in all respects the
same as it was far Lucius the Ass. They pass through the every-
day sphere of private life but do not participate 'nt_ezxna]]_y in it,
These Iogues are spies, charlatanq and pm tes.‘ spying and
1

1howeve1 unstab]e turn up in the qncml het_ﬂngen eity of this pri
vate-life world. The image of Trimalchio's feast nnd th it i
described serve to bring aut the distinguishing features of the era:
that is, we have to some extent a temparal w_hr_)]g that encom-
passes and unifies the separate episodes of everyday life.

In haglogtaphlc examp]eq of the Fveryday type ad pf_,ue,_, thg
factor of metamorphasis is faregrounded [a sinful life—cri-
sis—»r1edemption—ssainthaad|. The everyday-plane adventu
given in the form of an expasure of a sinful life, or o
confession. These forms—and particularly the 1
border on a third type of ancient navel.
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II1. Ancient Biography and Autobiography

Moving on to the third type of ancient navel, we must from the
outset make one crucial reservation. By this third type we have in
mind a biographical novel, although antiquity did not prc e
the kind of novel that we (in our terminology) would ral] a
“novel,” that is, a large fiction influenced by biographical models.
Nevertheless a series of autobiographical and biagraphical forms
was worked out in ancient times that had a profound influence
not only on the development of European hiography, but also on
the development of the European novel as a whale. At the heart
of these ancient forms lies a new type of biographical time and a
human image constructed to new specifications, that of an indi-
vidual who passes through the course of a whole life.

From the point of view made available by this type of time and
new human image, we will briefly survey ancient autobiographi-
cal and biographical forms. In our survey we will not pretend to
any completeness of the data, nor to an exhaustive analysis of it.
We will select only those details that bear a direct relationship to
our subject of inquiry.

We note two essential types of autobiography in classical
Greece.

Provisionally we will call the first type Platonic, since it found
its earliest and most precise expression in such works of Plato as
the Apology of Socrates and the Phaedo. This type, involving an
individual’s autobiographical self-consciousness, is related to the
stricter forms of metamorphosis as found in mythology. At its
heart lies the chronotope of “the life course of one seeking true
knowledge.” The life of such a seeker is broken down into precise
and well-marked epochs or steps. His course passes from self-con-
fident ignorance, through self-critical scepticism, to self-knowl-
edge and ultimately to authentic knowing {mathematics and
music).

This early Platonic scheme of “the seeker’s path” is made more
complex in Hellenistic and Roman times by the addition of vaii-
ous highly important motifs: the seeker’s passage through a series
of philosophical schools with their various tests, and the marking
of this path by temporal divisions determined by their own bio-
graphical projects. We will return later to this more complex
scheme, for it is one of great importance.

In the Platonic scheme there is also a moment of cnsis and re-
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birth (the wards of the oracle as a turning point in the course of
Sacrates’ life]. The specific nature of this “seeker’s path” is all
the more clearly revealed when contrasted with an analogous
scheme: the course of the soul’s ascent toward a perception of the
Forms (the Symposium, the Phaedra and aothers). In such works
the mythological and mystery-cult bases of the scheme are clear-
ly in evidence. Such sources reinforce the kinship between this
scheme and those “conversion staries” we discussed in the pre-
vious section. Sacrates’ life course, as it is revealed ta us in the
Apolagy, is a public and rhetorical expression of the same meta-
morphasis. Real hiographical time is here almost entirely dis-
salved in the ideal (and even ahstract] time of metamarphosis.
What is impartant about the figure of Sacrates is therefare nat ta
be found in this idealized-biagraphical scheme.

The second Greek type is the rhetorical autobiography and
biography.

At the base of this type lies the “encomium”—the civic funeral
and memarial speech that had replaced the ancient “lament”
|trenos). The form of the encomium also determined the first au-
tobiography of ancient times, the advocatory speech of the Attic
arator Isocrates.

When speaking of this classic type ane must abave all keep the
following in mind. These classical forms of autaohiography and hi-
ography were not works of a literary or bookish nature, kept alaof
from the concrete sacial and palitical act of noisily making them-
selves public. On the contrary, such forms were completely deter-
mined by events: either verbal praise af civic and political acts, or
real human heings giving a public account of themselves. There-
fore, the important thing here is nat anly, and not soa much, their
internal chronotape (that is, the time-space of their represented
life) as it is rather, and preeminently, that exterior real-life chro-
notope in which the representation of ane's own ar someane
else’s life is realized either as verbal praise of a civic-palitical act
or as an account of the self. It is precisely under the conditians of
this real-life chronatope, in which one’s own or anather’s life is
laid bare (that is, made public], that the limits of a human image
and the life it leads are illuminated in all their specificity.

This real-life chranatape is constituted by the public square
(the agora). In ancient times the autohiographical and biographi-
cal self-consciousness of an individual and his life was first laid
bare and shaped in the public square.



puhllc square,’ thP square hf* had in mind was that of “the
man people,” the square of bazaars, puppet theaters, taverns, that
is the square of Enmpmn cities in t
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s fu s a iog iized 1nd1v1d
ual {in such an image of a man| there was not, nor muld there he,
anything intimate ar private, secret or personal, anything relating
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solely to the individual him ef anything tha

g that was, in principle,
sohtary Here the individual is open on all sides, he is all surface,
there is in hlm nothmg that exists “for his sake alone,” nothing

that ('nu]d not he suhject to puhl icor thte control and evaluation.

______ tail, is entirely public.
is fullv undPr%tandable that unde! such conditions there
T

could not in principle he any difference hetween the approach one

ook to an ‘s life and to one’s own, that is, between the bio-
graphical and autobiographical points of view Only later, in the
Hellenistic and Roman era, when the public unity of the individ-
ual began to disintegrate, did Tacitus, Plutarc _h and various rhe-

s pnhhqhod 1830 essay in response to
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cdy was harn in the public square, that it
alled ta aristacratic society. . . . How can
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lo}

) s own self? This question was resalved in the

affirmative. Plutarch, by selecting material going hack toa Homer

{whase heroes glarified themselves| estahlished the permissihil-

ty of self-glari fication and indicated thase forms by which it
1

i

should be malded, sa as ta avaid anything offensive. A secand-
rank rhetarician, Anqtldes likewise sarted through a wide hady
of mat erml on this questian and concluded that pmud self-

per Hm1ss1,ble and correct.

But it is highly significant that such a questian should arise at
all. Self-glarification, after all, is hut the maost sharply focused,
mast vivid distinctive feature of a hiographical and autchiagraphi-
cal appraach ta life. Thus there lurks heneath the specific ques-
tion of the prapriety of glarifying aneself a mare general questian,
namely, the legitimacy of taking the same appraach ta ane’s awn
life as to anather’s life, to ane’s own self as ta anather self. The
very pasing of such a question is evidence that the classical pub-
lic wholeness of an individual had hraken down, and a differentia-
tion between hiographical and autohiographical forms had hegun.

But there could be no talk of such a differentiation under the
conditions of the Greek public square, where the self-conscious-
ness of the individual originated. There was as yet no internal
man, no “man for himself” (1 for myself), nar any individualized
approach to one’s own self. An individual’s unity and his self-con-
sciousness were exclusively public. Man was campletely on the
surface, in the most literal sense of the waord.

This utter exteriority is a very important feature of the human
image as we find it in classical art and literature. It manifests it-
self in many ways, and by the most varied means. I will mentian
here only one familiar example.

Already by Homer’s time, Greeks as reflected in their literature
were individuals who behaved in a most unrestrained manner.
Homer'’s heroes express their feelings vividly and naoisily. We are
particularly struck by how often and how loudly they sob and
weep. In the familiar scene with Priam, Achilles weeps so naisily
in his tent that his moans are heard throughout the entire Greek
camp. This trait has been variously explained: it has heen at-
tributed to the peculiarities of a primitive psycholagy, to the ar-
bitrary prerequisites of literary canon, to the particular nature of
Homer’s language—in which varying degrees of emation could
be transmitted only by indicating the varying degrees of its exter-
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nal expression; or allusion is sometimes made to general “rela-
tivity” of methods for expressing emotiaons (it is well known, far
instance, that people of the eighteenth century—the rational

ly]. But what is important is the fact that this is not an isolated
feature in the ancient hera: it fits harmaoniously with his ather
features and is rooted in a principle that is larger than is usually
supposed. This feature is but one manifestation of that complete
exteriority of public man we have been discussing.

For the classical Greek, every aspect of existence could be seen
and heard. In principle (in essence) he did not know an invisible
and mute reality. This applied to existence as a whole, hut pre-
eminently to human existence. A mute internal life, a mute grief,
mute thought, were completely foreign to the Greek. All this—
that is, his entire internal life—could exist only if manifested ex-
ternally in audible or visible form. Plato, for example, understood
thought as a conversation that a man carries on with himself (the
Theaetetus, the Sophist]. The concept of silent thought first ap-
peared only with the mystics, and this concept had its roots in
the Orient. Moreover, in Plata’s understanding of the process,
thought conceived as a “conversation with oneself” did not entail
any special relationship to one’s self (as distinct from one’s rela-
tionship to others); conversation with one’s own self turns di-
rectly into conversation with someone else, without a hint of any
necessary boundaries between the two.

There is no mute or invisible core to the individual himself: he
is entirely visible and audible, all on the surface. But in general
there are no mute or invisible spheres of existence either, of the
sort in which a man might take part and by which he might be
shaped (the Platonic realm of Forms is thoroughly visible and au-
dible]. To locate the basic controlling nodes of human life in cen-
ters that are mute and invisible was even further from the classi-
cal Greek world view. This is the defining characteristic of the
remarkable and immediate exteriority we find in the classical in-
dividual and in his life.

It is only with the Hellenistic and Roman epochs that we have
the beginnings of a translation of whole spheres of existence—
within the individual himself, as well as in the world cutside
him—onto a mute register, and into something that is in princi-
ple invisible. But this process was also far from completed in an-
cient times. It is significant that even today one cannot read St.
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ugustine's Confessions “ta aneself”; it must be declaimed
ud—to such an extent is the spirit of the Greek public square
still alive in it, that square upan which the self-consciousness of
Eurapean man first coalesced.

When we speak of the utter exteriority of Greek man we do so,

of caurse, fram our own paint of view. It is precisely our dlstlnc-

ion bhetween internal and external which the Greek did not
know, therefare he did nat acknowledge the categaries “mute”
and “invisible.” Qur “internal” was, for the Greek’s conception of
man, laid out an the same axis as our “external,” that is, it was
just as visible and andible and it existed on the surface, for others
as well as for aneself. Therefore, all aspects of the human image
were related ta ane another.

But this utter exteriority of the individual did not exist in
empty space |“under a starry sky, on the bare earth”] but rather in
an organic human callective, “in the folk.” Far that reason this
“surface,” on which the entire man existed and was laid bare, was
not something alien and cold (“the desert of the world”)—it was
his own native falk. To be exterior meant to be for athers, for the
collective, for one’s own peaple. A man was utterly exteriorized,
but within a human element, in the human medium of his own
people. Therefore, the unity of a man’s externalized wholeness
was of a public nature.

This explains the unrepeatable distinctiveness of the human
image in classical art and literature. In it, everything corpareal
and external is made more high-spirited and intense, while every-
thing that is (from our point of view) spiritual and internal is
made corporeal and externalized. This image had “neither core
nor shell,” neither an inner nor an outer, and was similar to na-
ture as Goethe saw it (it was in fact just this image that provided
the Urphaenomenon). In this it differs profoundly from the con-
cept of man held in succeeding epochs.

In following epochs, man’s image was distorted by his increas-
ing participation in the mute and invisible spheres of existence.
He was literally drenched in muteness and invisibility. And with
them entered loneliness. The personal and detached human
being—“the man who exists for himself”—Ilost the unity and
wholeness that had been a product of his public origin. Once hav-
ing lost the popular chronotope of the public square, his self-
consciousness could not find an equally real, unified and whaole
chronotope; it therefore broke down and lost its integrity, it be-
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came abstract and idealistic. A vast number of new spheres

life
vate individual that were not, in general, subject to being made
public (the sexual sphere and athers), or were subject only to an
intimate, conditional, closeted expression. The human image be-
came multi-layered, multi-faceted. A core and a shell, an i
and an outer, separated within it.

We will show below that the mast remarkahle experiment to
re-establish the fully exteriorized individual in world literature—
although without the stylization of the ancient model—was
made by Rabelais.

Another attempt to resurrect the ancient whaoleness and exteri-
ority, but on an entirely different basis, was made by Gaoethe.

But let us return to the Greek encomium and the first auto-
biography. As we have analyzed it, the defining characteristic of
the ancient world’s peculiar consciousness of self was the fact
that biographical and autobiographical approaches to life were
identical, and were, therefore, both necessarily public. But in the
encomium the image of man is extremely simple and pre-formed,;
in it there is almost no quality of “becoming.” The starting point
for an encomium is the idealized image of a definite life type, a
specific profession—that of military commander, ruler, political
figure. This idealized form is nothing but an accumulation of all
the attributes adhering to a given profession: a commander should
be like this, followed by an enumeration of all the qualities and
virtues of a commander. All these idealized qualities and virtues
are then discovered in the life of the man being eulogized. The
ideal is fused together with the figure of the deceased. The figure
of the eulogized man is one that is already formed, and the figure
is usually given us at the moment of its greatest maturity and
fullness of life.

It was on the basis of biographical schemes developed for the
encomium that the first autobiography arose, in the form of an
advocatory oration: the autobiography of Isocrates, which was to
have an enormous influence on all of world literature {and es-
pecially on Italian and English humanists). This was a public ac-
counting of a man’s own life, in the form of an apologia. Human
image in such a form was shaped by the same principles as shaped
the image of the deceased in the encomium. At its heart was the
ideal of a rhetorician. Isocrates glorifies rhetorical activity as the
loftiest of life’s activities. Isocrates’ professional self-conscious-
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ness is fully particularized. He gives us the details of his material
i es, even mentioning how mur:.h mo ey he makesasa
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moral is baldly stated. But this same norm T
quality suffuses the entire autobhiography

One must not forget, hawever, that the epach that praduced
the first autohiography witnessed as well the initial stages in the
breakdown of the Greek public wholeness of the human image (a
whaoleness that had manifested itself in epic and tragedy). Thus,
this autobiography is still somewhat formal, rhetorical and
ahstract
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descendants. The traditions of the family and clan had to be
passed down from father to son. Thus every family had its own
archive, in which written documents on all links in the clan wer

[g]

ing clan and family traditions from link to link, and these were
preserved in the archive. This made even autohiographical con-
sciousness public and historical, national.

The specific historicity that Rome gave to autohiographical
self-consciousness distinguishes it from its Greek counterpart,
which was oriented toward living contemporaries, toward those
who were actually there on the public square. Roman self-con-
sciousness felt itself to be primarily a link between, on the one
hand, deceased ancestors, and on the other, descendents who had
not yet entered political life. Such self-consciousness is thus not
as pre-formed as in the Greek model, but it is more thoroughly
saturated with time.

Another specific peculiarity of Roman autobiography (and biog-
raphy) is the role of the prodigia, that is, of various auguries and
their interpretations. In this context they are not an external
feature of the narrative (as they become in seventeenth-century
novels), but an important means for motivating and shaping auto-
biographical material. Tightly tied up with them is the impor-
tant, and purely Roman, autobiographical category of “fortune”
(fortuna).

In the prodigia, that is, in the auguries of a man’s fate—his sep-
arate acts and undertakings as well as his life as a whole—indi-
vidualized and personal elements indissolubly fuse with state and
public elements. The prodigia are an important moment at the
beginning and at the completion of all state acts and undertak-
ings; the state takes no step without having first read the omens.
The prodigia are indicators of the fate of the state, predicting for
it either fortune or misfortune. From the state level they move to
the individual personality of the dictator or military commander,
whose fate is indissolubly bound up with the destinies of the
state, and readings of the prodigia for the state fuse with his per-
sonal destiny. The dictator of the lucky arm (Sulla) and of the
lucky star (Caesar) appear. In this context the category of luck has
a distinctive life-shaping significance. It becomes the form for ex-
pressing a personal identity and the course of a whole life (“faith
in one’s own star”). Such is the origin of Sulla’s consciousness of
self in his autohiography. But, we repeat, in the good fortune of a
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esar, the destinies of the state and of single persons
single whale. There can be na question of anything
ersonal, any private luck. This is, after all, a luck mea-
;n. prajects of state, in wars. This goad fortune is
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a campletely new type St. Augustine’s Retractationes' belong to
this autobiographical type i
humanistic warks

nis (for exarr u 1cln n
this type, but in later periods this type is reduced to a single stage
(alheit very important| in artistic biographies (for example, in
Gaoethe|.

Such are the types of ancient autohiography, which might all be

called forms for depictin If-consciousness of a man.
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maost, the influence of Aristotle on the distinctive methods of the
ancient biographers, and in particular his doctrine of entelechy as
the ultimate purpose of development that is at the same time its
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1
acts, words and other expressions of 2 man are not merely exter-
nal manifestations (that is, for aothers, far a “third person”| of

t. In his Retractiones (427 a.D.] Augustine criticizes his own superabun-
dant output of ninety-three works from a religious point of view he felt he
had only recently achieved, although he had songht to confarm ta it mast of
his adult life
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the character’s heing, which outside its en-
xist. Apart from its surface manifestations,
itself, its visibility and audibility, character
ullness of reality, no fullness of being. The greater
elf-expressian, the fuller the being.
= human life (bios] and character may no longer be
portrayed hy means of an analytical enumeration of the char-
nlogical qualities of the man (his vices and virtues| and
through their unification into a single stable image of him—but
rather, one must portray him by means of his deeds, his speeches
and other extensions and expressions of the man.

This energetic type of biography was first established by Plu-
tarch, who has had an enaormous influence on world literature
(and not only on hiography)|.

Riographical time in Plutarch is specific. It is a time that dis-
closes character, but is not at all the time of a man’s “becoming”
or growth.” It is true that outside this disclosure, this “manifesta-
tion,” there is no character—but in keeping with the principle of
“entelechy,” character is predetermined and may be disclosed
only in a single defined direction. Historical reality itself, in
which disclosure of character takes place, serves merely as a
means for the disclosure, it provides in words and deeds a vehicle
for those manifestations of character: but historical reality is de-
prived of any determining influence on character as such, it does
not shape or create it, it merely manifests it. Historical reality is
an arena for the disclosing and unfolding of human characters—
nothing more.

Biographical time is not reversible vis-a-vis the events of life it-
self, which are inseparable from historical events. But with regard
to character, such time is reversible: one or another feature of
character, taken by itself, may appear earlier or later. Features of
character are themselves excluded from chronology: their in-
stancing can be shifted about in time. Character itself does not
grow, does not change, it is merely filled in: at the beginning it is
incomplete, imperfectly disclosed, fragmentary; it becomes full
and well rounded only at the end. Consequently, the process of

8. Time is phenomenal; the essence of character is outside time. It is
therefore not time that gives a character its substantiality.
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in historical reality, but rather solely to a fulfillment, that is
a filling-in of that form sketched at the very outset. Such i
Plutarchian biographical type.

The second type of biography may he called analytic. At its
heart we have a scheme with well-defined rubrics, heneath which
all biographical material is distributed: social life, family life,
conduct in war, relationships with friends, memarable sayings,
virtues, vices, physical appearance, habits and so forth. Various
features and qualities of character are selected out from the vari-
ous happenings and events that occur at different times in the
hero’s life, but these are arranged according to the prescribed
rubrics. To prove the rubric valid, only one or two examples from
the life of a given personality need be provided.

In this way, the temporal progression of the biographical se-
quence is broken up: one and the same rubric subsumes mo-
ments selected from widely separate periods of a life. Here as
well, what governs from the outset is the whole of the character;
and from such a point of view time is of no importance at all, nor
is the order in which various parts of this whole make their ap-
pearance. From the very first strokes (the first manifestations of
character) the firm contours of the whole are already predeter-
mined, and everything that comes later distributes itself within
these already existing contours—in the temporal order (the first,
energetic Plutarchian type) as well as in the systematic (the sec-
ond, atemporal, type).

The major representative of this second ancient type of biogra-
phy was Suetonius.” If Plutarch had exercised a profound influ-
ence on literature, especially on the drama (for the energetic type
of hiography is essentially dramatic), then Suetonius primarily 1n-
fluenced the narrowly biographical genre, particularly during the
Middle Ages. Biography structured by rubrics survives to our very
day: the biography of “a human being,” “a writer,
man,” “an intellectual” and so forth.

The forms that we have mentioned so far, autobmgmph' al as
well as biographical {and there was no distinction, in principle,
hetween the approaches toward the individual adopted by each],
had an essentially public character. We must now touch upon

disclosing character does nat lead ta a real change or “becoming”
t

noa

a tamily

. Referencc here is to De viris illustribus, written during the reign of Tra-
jan, smd caonsisting of biographics of Roman lm:rary men arranged according
to classes, such as “De grammaticus et rhetanbus,” etc.
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those autobiographical forms in which the breakdown of this
public exteriority of a man is already evident, where the detached
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The first madification consists of a satirico-ironic or humorous

i 1d diatribes, of one’s self and one’s life. Spe-
, uld be taken of the fzmﬂmr ircnic autchiographies
and self-characterizations in verse hy Harace, Qvid and Proper-
ius, which include an element of the parodying of public and he-

ere personal and private topics, unahle to find a posi-
heir expression, are clothed in irony and humor

A second modification, and one that has had important histor-

ical resonance, is rep esented hy Cicero’s letters to Atticus,
Public and rhetarical forms expressing the unity ﬂi

imaéje h,éd 1iwgun to ossity, had hecome official and co minnn];
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georgic—to say nothing of nature in an epic or tragedy. Nature
enters the drawing-room world of private individuals anly as pic-
turesque “remnants,” while they are taking a walk, or TP]FIXI ng or
glancing randomly at the surrounding view. These picturesque
remnants are woven together in the unstable unity of a cultured
Roman'’s private life; but they did not come together ta form a
single, powerful, animating independent nature caomplex, such a

we see in epic or in tragedy [nature as it functions in Prom thgus

Bound, for instance). These picturesque remnants can exist only
in the isolation created hy closed verbal landscapes that surround
them. Other categories as well undergo analogous transforma-
tions in this new little private drawing-room world. Numerous
petty details of private life begin to take on an impartance; in
them, the individual feels himself “at home,” his private sense of
self begins to take its bearings from these petty details. The
human begins ta shift to a space that is clased and private, the
space of private rooms where something approaching intimacy is
possible, where it loses its monumental formedness and ex-
Cl_lSi ely public exteriority.
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death of his daughter. Ci ter elongs here as well.
In succeeding epochs we meet such consolations in Augustine,
Boethius and finally in Petrarch.
We must also include in this third modification Seneca’s let-

u 1 baok (“Tao Myself”]* and,
finally, The Confessions and other autabiographical warks of St.

e to the Meditations that Mar-
originally jotted down in notebooks fnr his own gnidance. Only
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lic significance, however, the personal side of these events now

begins to be accentuated. As part of this process, such issues as
the transitoriness of all that is good, man’s martality, become
very prominent; in general, the th
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to insult) is, nevertheless, filled with a profound respect for
own public dignity, and he is haughtily grateful to fat

other men for his virtues. And the very form assumed
biography in this third modification hears a public and rhetarical
stamp. We have already said that even Augustine’s Co

require a noisy declamation.

Such are the basic forms of ancient autohiography and biogra-
phy. They were to exercise enormous influence on the develop-
ment of similar forms in European literature, as well as on the
development of the novel.

o

IV. The Problem of Historical Inversion
and the Folkloric Chronotope

In concluding our survey of ancient forms of the novel, we will
note some general characteristics of the methods used to express
time in these works.

How is the fullness of time treated in the ancient novel? We
have already seen that in any temporal representation some mini-
mum sense of time’s fullness is inevitable (and literature’s pri-
mary mode of representation is temporal). Moreover, there can be
no question of reflecting an epoch outside of the passage of time,
outside any contact with past or future, outside time'’s fullness.
Where there is no passage of time there is also no moment of
time, in the full and most essential meaning of the word. If taken
outside its relationship to past and future, the present loses its in-
tegrity, breaks down into isolated phenomena and objects, mak-
ing of them a mere abstract conglomeration.

Even the ancient novel had a certain minimum fullness of time
peculiar to it alone. Such time is, so to speak, minimal in the
Greek novel, and only slightly more important in the adventure
novel of everyday life. In the ancient novel, this fullness of time
has a dual character. In the first place, its roots are in a popular
and mythological understanding of time’s fullness. But these
fixed, temporal forms were already in decay and, under condi-
tions of sharp social differentiation beginning to be felt at that
time, they could not of course incorporate and adequately shape
new content. But these folkloric forms for expressing the fullness
of time nevertheless functioned in the ancient novel.

On the other hand, the ancient novel also contained the feeble
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first efforts at new forms far expressing time’s fullness—forms
d ta the uncaovering of sacial contradictions. Every such un-
covering in .vit bly ushes time into the future. The more pro-

= P

foundly these contradictions are uncovered and the riper they he-
come in consequ,nce the mare authentic and comprehensive
becomes time’s fullness as the artist represents it. We have seen
the first heg_nmn_gq nf such a real-life unity of time in the adven-
tu novel of everyday life. But these first effarts were toa feehle
t_o e off the collapse of the major epic forms inta navelness.

Heze it is imperative ta pause an a distinctive feature of that
feeling for time that exercised an enarmous and determining in-

fluence an the develnpment of literary forms and images.

is distinctive feature manifests itself preeminently in what
might he call d a historical inversion. The essence of this inver-
sion is found in the fact that mythalogical and artistic thinking
lacates quch cm‘egnneq as purpose, ideal, justice, perfection, the
harmaonious condition of man and society and the like in the
past. Myths about paradise, a Galden Age, a heraic age, an an-
cient truth, as well as the later cancepts of a “state of nature,” of
natural, innate rights and so an, are all expressions of this histar-
ical inversian. Ta put it in somewhat simplified terms, we might
say that a thing that could and in fact must anly he realized ex-
clasively in the future is here portrayed as something out of the
past, a thing that is in nao sense part of the past’s reality, but a
thing that is in its essence a purpose, an ohligation.

This peculiar “trans-pasitioning,” this “inversion” of time typi-
cal of mythaolagical and artistic mades of thought in various eras
of human development, is characterized hy a special cancept of
time, and in particular of future time. The present and even mare
the past are enriched at the expense af the future. The farce and
persuasiveness of reality, of real life, helang ta the present and the
past alone—to the “is” and the “was”—and to the future helongs
a reality of a different sort, one that is more ephemeral, a reality
that when placed in the future is deprived of that materiality and
density, that real-life weightiness that is essential ta the “is” and
“was.” The future is nat haomaogeneous with the present and the
past, and no matter how much time it accupies it is denied a basic
concreteness, it is somehow empty and fragmented—since every-
thing af:ﬁrmatlve, ideal, abligatary, desired has heen shifted, via
the inversion, inta the past (ar partly inta the present); en route, it
has become weightier, more authentic and persuasive. In order to

3
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endow any ideal with authenticity, one need anly canceive of its
once having existed in its “natural state” in same Golden Age, ar
perhaps existing in the present but somewhere at the other end of
the world, east of the sun and west of the moon, if nat an earth
then underground, if not underground then in heaven. There is a
greater readiness to build a superstructure for reality ({the present]
along a vertical axis of upper and lower than to mave forward
along the horizontal axis of time. Should these vertical structur-
ings turn out as well to be other-worldly, idealistic, eternal, out-
side time, then this extratemporal and eternal quality is per-
ceived as something simultaneous with a given moment in the
present; it is something contempaoraneaus, and that which al-
ready exists is perceived as better than the future (which does not
yet exist and which never did exist]. From the point of view of a
present reality, historical inversion (in the strict sense of the
word| prefers the past—which is more weighty, more fleshed
out—to such a future. And these vertical, other-worldly structur-
ings prefer to such a past that which is eternal and outside time
altogether, yet which functions as if it were indeed real and con-
temporary. In its own way each of these forms empties out the
future, dissects and bleeds it white, as it were. The historical in-
version in philosophical structures is characterized by a corre-
sponding assumption of “beginnings” as the crystal-clear, pure
sources of all being, of eternal values and modes of existence that
are ideal and outside time.

Another form that exhibits a like relationship to the future is
eschatology. Here the future is emptied out in another way. The
future is perceived as the end of everything that exists, as the end
of all being (in its past and present forms|. In this respect it makes
no difference at all whether the end is perceived as catastrophe
and destruction pure and simple, as a new chaos, as a Twilight of
the Gods, as the advent of God’s Kingdom—it matters only that
the end effect everything that exists, and that this end be, more-
over, relatively close at hand. Eschatology always sees the seg-
ment of a future separating the present from the end as lacking
value; this separating segment of time loses its significance and
interest, it is merely an unnecessary continuation of an indefi-
nitely prolonged present.

Such are the specific characteristics of a mythological and liter-
ary relationship to the future. In all forms that partake of this rc-
lationship, the real future is drained and bled of its substance. But



" But before we deal with these individual variants, we must de-
fine in mare detail the relationship hetween these fmm< and an
actual fut For even in these forms, after all, everything must

1 real f'l_]tl__I(i into prermely thzt which does nat yet exist

to make actual that wh 'ch is presumed ohbligatery and true, to in-
- with beingu, to join it to time, to counterpose it—as scme-
thing that actually exists and is at the same time true—to the
lity, which also exists, but which in contrast is had,

Images of this future were inevitahly loca ed in the past, or
ferred to some Land of Cnckmgne beyen 1h_e, SEVE

134

14te .
VEN Ay 1hat, gl] 1he energy ni lhlc presume dfutnle cmve
deepen and intensify images of material here- and_-nrw 1e-
ality, and above all the image of the living, corper
a2 man grew up at the future’s expense, became a I*ng
compared with the present generation (“You are
he had access to unseen physical strength and gre
wark; his struggle with nature was pertrayed as hercic,

minded and pragmatic intelligence was ht’;’:!‘oic,_‘_ even

appetite and his thirst became hercic. In such
size, strength and a man’s symbelic significanc
mled frem gpatial dimensions and temporal
man was physically a big man as well, a
ing an enormity of space and lw-_.,g
a real physical lifespan. It is true t
<uch a great man may undergo a pre
ing which he may indeed be small,

€
tial in space and time (like the sun, he sets, he descends into the

nether regions, into the earthj—but in the en v
his full pmentm] p:ﬂm”y and lf’l’l’lDCIall he ggming once again
hig and long-lived. We are simplifying somew hi

w. Stanza 2, line 1, of Lermanteov's Borodine (1837),



terms of space and time. Fnlk]nrw man deman_dq space and time

for his full realization; he exists entirely and fully in rhe imen—
sions and feelq cnmfnrtah]e in them. A dehhemte oppo n
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accnmmodatlon of the 1deal ta temporally and spatmlly sklmpy
farms (which would have the effect of playing down the impor-
tance time and space have]. Here we must stress one additional
feature characteristic of authentic folklore: in it a character is
great in his awn right, nat an same ather account; he himself is
tall and strang, he alane is ahle ta rnumphantly repel enemy
troops (as did Cuchulainn during the winter hibernation of the
Ulads). He is the very antithesis of “a little tsar ruling a great
Falk”: folkloric man is the great folk, great in his own right. The
only thing he enslaves is Nature; and he himself is served only
by wild beasts {and even these are nat his slaves |a social cate-
gary, tr.]).

is spatial and temparal grawth of a man, calibrated in forms
of here-and-naw (material| reality, appears in folklore not only as
the above-mentioned features of external grawth and strength,
other highly diverse and suhtle forms as well. Nevertheless
ogic is everywhere the same: it is a direct and straight-
forward growth of 2 man in his awn right and in the real world of
the here-and-now, a grawth pracess without any inauthentic de-
ng, without any idealized compensation in the form of weak-
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basi
ness and need [which would he there anly to offset his greatness,
tr.]. We will discuss in same detail ather forms for expressing the
growth of 2 man in connection with our analysis of Rabelais’
great novels

Therefore, the fantastic in falklore is a realistic fantastic: in no
way does it exceed the limits aof the real, here-and-now material
world, and it does naot stitch tagether rents in that woild with
anything that is 1deahqtl(‘ ar ather-worldly; it works with the

ordinary expan of time and space, and experiences these ex-
a s them in great breadth and depth. Such a fan-
e 1 the real-life passihilities of human development—
pgssibllitles nat in the sense of a program for immediate practuical
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action, but in the sense of the needs and possibilities of men,
those eternal demands of human nature that will not be denied.
These demands will remain forever, as long as there are men;
they will not be suppressed, they are real, as real as human nature
itself, and therefore sooner or later they will force their way to a
full realization.

Thus folkloric realism proves to be an inexhaustible source of
realism for all written literature, including the novel. This source
of realism had a special significance for the Middle Ages, and in
particular for the Renaissance. But we will return again to this
question in connection with our analysis of Rabelais.

V. The Chivalric Romance

We will touch very briefly on the distinctive features of time—
and consequently of the chronotope as well—in the chivalric ro-
mance (we must refrain from an analysis of individual works).

The chivalric romance functions with adventure-time of the
basically Greek type—although in certain novels time is closer to
the everyday adventure type used by Apuleius (this is particularly
true of Wolfram von Eschenbach’s Parzival). Time breaks down
into a sequence of adventure-fragments, within which it is orga-
nized abstractly and technically; the connection of time to space
is also merely technical. We encounter here the same simul-
taneities and disjunctions in time, the same play with distance
and proximity, the same retardations. The chronotope of this
novel is also close to Greek romance—the “otherness” of its
world is portrayed in a variety of ways, and has a somewhat ab-
stract character. A testing of the identity of heroes (and things)—
basically, their fidelity in love and their faithfulness to the de-
mands of the chivalric code—plays the same organizing role.
Inevitably there also appear moments crucial to identity: pre-
sumed deaths, recognition/nonrecognition, a change of names
and the like (and also a more complex play with the issue of iden-
tity, such as the two Isoldes, the beloved and the unloved, in Tris-
tan). We also find oriental and fairy-tale motifs that are ultimate-
ly linked to the issue of identity: enchantments of every sort,
which temporarily take a man out of the ordinary course of
events and transport him to a strange world.

But alongside this, a radically new element appears in the ad-
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evil magicians; in enchanted groves, in castles and elsewhere it
lies in wait. In the majority of cases the hero does not endure real
“misfortunes”—which intrigue only the reader—rather, he lives
“miraculous adventures,” which are interesting and attractive to
him as well. “Adventure” takes on a new tone in the context of
this completely miraculous world in which it occurs.

Furthermore, in this miraculous world heroic deeds are per-
formed by which the heroes glorify themselves, and glorify oth-
ers (their liege lord, their lady). The heroic deed is the feature that
sharply distinguishes the chivalric romance from a Greek one,
and brings it closer to epic adventure. Glory and glorification are
features completely alien to the Greek romance, and this fact
heightens the similarity between the chivalric romance and the
epic.

In contrast to the heroes of Greek romance, the heroes of chi-
valric romance are individualized, yet at the same time sym-
bolic. The heroes of different Greek romances resemble each
other, although they bear different names; only one novel can be
written about each such hero; cycles, variants, series of novels by
different authors cannot be created around such heroes. The hera
of such a novel is the private property of its author and belangs ta
him as might a thing. As we have seen, all such heroes represent
nothing and no one beyond themselves; they simply exist as
such. In contrast to this, the different heroes of chivalric ro-
mances in no way resemble each other, neither in their physical
appearance nor in their diverse fates. Lancelot in na way resem-
bles Parzival, Parzival does not resemble Tristan. But several nav-
els have been created around each of these figures. Strictly speak-
ing these are not heroes of individual novels {in general there are
no individual, self-contained chivalric romances)—what we get
is heroes of cycles. They cannot, therefore, helong ta individual
novelists as their private property (of course, we do not have in
mind author’s copyright and such notions)—Ilike epic heraes,
they belong to a common storehouse of images, although this is
an international storehouse and not, as in the epic, one that is
merely national.

Finally, both the hero and the miraculous world in which h
acts are of a piece, there is no separation hetween the twa. This
world is not, to be sure, his national homeland; it is everyw her
equally “other” (but this “otherness” is not emphasized)—
hero moves from country to country, comes into contact wi
various masters, crosses various seas—but everywhere the wor
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In general the chivalric romance exhibits a subjective playing
with time, an emational and lyrical stretching and compressing
of it (excepting those fairy-tale and dream-vision deformations
ntioned nhnve) whole eventq dlqappear as if they had never

and so on. Quch a subjective p]aymg w1th time is utterly foreign
to antiquity. In fact, time—at least within the boundaries of indi-
vidual adventures—was characterized in the Greek romance by a
dry and considered precision. Antiquity treated time with great
respect (it was sanctioned by myths) and did not permit itself the
liberty of any subjective playing around with time.

The chronotope of the miraculous world, which is charac-
terized by this subjective playing with time, this violation of ele-
mentary temporal relationships and perspectives, has a corre-
sponding subjective playing with space, in which elementary
spatial relationships and perspectives are violated. In the majority
of cases, moreover, there is no trace of the “free” relationship of a
man to space that is affirmed in folklore and fairy tales—what we
get rather is an emotional, subjective distortion of space, which is
in part symbolic.

Such is the chivalric romance. In its subsequent development
the almost epic wholeness and unity characterizing the chrono-
tope of the miraculous world disintegrates (this occurs in the later
prose forms of the chivalric romance, in which Greek elements
have more force]—and this wholeness and unity are never again
to be resurrected in their epic fullness. But separate aspects of
this highly distinctive chronotope—in particular the subjective
playing with spatial and temporal perspectives—now and then
re-emerge in the subsequent history of the novel {of course, with
somewhat changed functions): among the Romantics {for exam-
ple, Novalis’ Heinrich von Ofterdingen), the Symbolists, the Ex-
pressionists (for example, the very subtle psychological playing
with time in Meyrink’s Golem)* and occasionally among the Sur-
realists as well.

Toward the end of the Middle Ages, a special sort of work be-
gins to appear: encyclopedic (and synthetic) in its content, and
which is structured as a “vision.” We have in mind here Roman

Xx. Gustav Meyrink (pseudonym of Gustav Meyer, 1868-1932), a strange
figure sometimes compared to Kafka. His Der Golem was published in 1915.



[156] FORMS OF TIME AND CHRCNOTOPE iN THE NOVEL

de la Rose (u_-__ aume de Lorris) and its continuation [Jean
de Meung|, Piers Plowman {Langland) and, finally, The Divine

Comedy.

These works are of great interest in their treatment of tnrm, but
we can touch or ﬂy on the most basic features common to them
all,
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works time is 1l1.1.f.'1:.lv excluded from action. This is a “vision,”
aftrer all, and visions in rc:.l time are very brief; indeed the mean-
ing of Wh it is seen is itself extratemporal [although it does have

some connection with time), In Dante, the real time of ¢
sion—=as well as the point at which it intersects with two other
types of time, the specific by ( t

humsan U{E) and historical ti

All that i spatial ,md mel: ora
as well as actions, have either an allegorical significance (es-
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ny contradictions and stretch them out along a verti-

cal axis. Literally, and with the consistency and force of genius,
Dante realizes this stretching-out of the world—a historical
world, in essence—along a vertical axis.

He structures a picture of the world remarkable for its architec-
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. es as Francesca ; £0

Archhishop Ruggieri, are horizental time-saturated branches at

right angles to the extratemporal vertical of the Dantesque world
This is the source of the extraordinary tension that pervades all

of Dante’s world, 1t is the result of a struggle between living his-

VI. The Functions r_)f the Rogue, Clown and Fool

n the Novel

Simultaneously with farms of high literature in the Middle Ages,
development taok pl in those law falklaric and semifolkloric
forms that tended towa d satire and parody. These forms tended

to hecome cycles; par d ic and satiric epics emerge. In the Middle
Ages, this literature of the dregs of society features three promi-
nent types, enormously significant for the later development of
the Euraopean navel. These figures are the rogue, the clown and

f course, they are not in any sense new figures; both
classical g_nf_iquity and the anc1ent Onent were famlhar with
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medieval times, which will later influence the development of
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the everyday-adventure chronatope. These figures carry
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cance can be reversed—hut one cannot take them literally, he-

cause they nt what they seem. Third and last, and this again

fallows fr am what has come hefare, their existence is a reflection

of same other ode of heing—and even then, not a direct reflec-
ion. They are llfeq maskers; their heing coincides with their
nle, and outside this role thPy simply do not exist.
Essential to these three figures is a distinctive feature that is as
well a privilege—the right to he “ather” in this world, the right

w1, Ll

not ta make commaon cause with any single one of the existing
categaries that life makes availahle; none of these categories
quite suits them, they see the underside and the falseness of
every situation. Therefare, rhey can exploit any position they
chaose, but anly as a mask. The rague still has some tieg that
hind hlm ta real life; the clown and the faal, hnwever‘ are “not of
this warld,” and therefore passess their awn special rights and
privileges. These figures are laughed at hy others, and themselves

as well. Their laughter bears the stamp of the public square where
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issue of autharship is nat therefore just one issue amaong others,
as it is far the ather genres: it is a farmal and generic concern as
well. We have already touched upan this question in connection
with forms fm spying :md eavesdropping an private life.

neric mask that cm]ld SETVe ta deﬁne the posjtmn fmm which he
views life, as well as the position from which he makes that life
puhblic.

And it is precisely here, of caurse, that the masks aof the clown
and the foal {transfarmed in various ways| come ta the aid of the
novelist. These masks are not invented: they are rooted deep in
the folk. They are linked with the folk through the faol’s time-
haonored privilege nat ta participate in life, and by the time-hon-
ored bluntness of the foal's language; they are linked as well with
the chronotope of the public square and with the trappings of the
theater. All of this is of the highest impartance far the navel. At
last a form was found to portray the made of existence of a man
who is in life, but not of it, life’s perpetual spy and reflectar; at
last specific forms had been found tao reflect private life and make
it public. (We might add here that the making-public of specifi-
cally nonpublic spheres of life—far example, the sexual sphere—
is one of the more ancient functions of the foal. Cf. Gaethe's de-
scription of carnival |

The indirect, metaphorical significance of the entire human
image, its thoroughly allegorical nature is of the utmast impor-
tance. For this aspect is, of course, related ta metamarphasis. The
clown and the fool represent a metamarphasis of tsar and gnd—r
but the transformed figures are located in the nether warld,
death (cf. in Roman Saturnalia and in Christ’s passion the analo-
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of 1h most h.«cuc 1,4011 s f
of any sort of convention 1 pOS
and falsely stereotyped in human relationships.
The vulgar conventionality that pervades human life manifests
itself first and foremost as a feudal structure, with something like
a feudsl ideology downplaying the relevance of spatial and tem-
poral categories. Hypocrisy d
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bestial,
In fabliaux® and Schwiinke,” in {

cles, a battle is launched T eLdal_backdm»pf vulgar con-
vention and the falsehood e : by

relationships. Qpposed to convention and functioning as a force
for exposing it, v;ré have the level-headed, cheery and clever wit of
the rogue (in the form of a villain, a petty townsman-apprentice, a
young itin Iant cler_cv‘ a tramp bhelonging to no class), the par-
odied taunts of the clown and the simpleminded incomprehen-

sion of h fco-l. dpp ed to ponderous and gloomy deception we
have the rogue’s cheertful deceit; opposed ta greedy falsehood and
12V th fanl's unqe]ﬁqh simplicity and his healthy

hypacrisy we

failure to d_,rst,:m_d; opposed ta everything that is conventional
and fa]se“ ‘_h the clown—a synthetic form for the {parodied}
exposure of others.

The novel continues this struggle against conventicnality, but
along lines that t have a deeper significance and are more com-
plexly organized. The primary level, the level where the author

y. Fabligux, of which almost 150 arc still extant, are short satiric tales in
actosyllabic verse dating for the most part from thc twelfth o feurteenth
centuries

b
n
e}
B

wwiinke, satiric verses chiefly associated with tolk uadition.
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makes his transformation, utilizes the images of the clown and
the fool [that is, a naiveté e xpreeced as the inahility to understand
stupid conventions|. In the struggle against conventions, and

wcy of all available life-slots to fit an authentlc

human being, these masks take on an extraordinary significance.
y grant the right nat to understand, the right to confuse, to
t e; the right to parady others while talking,

h aken literally, not “to be aneself”; the right to
ive a life in the chronatope of the entr’acte, the chronctope of
heatrical space, the nght to act life as a comedy and to treat oth-
ers as actars, the right to rip nff masks, the nght to rage at others

t!ay to the puhllc a pe,rsonal hfe‘ down to its most private and pru-
rient little secrets.

The next stage in the transformation of the rogue, clown and
foal accurs when they are introduced into the content of the
novel as major protagonists |either in direct or transformed
guise).

Quite often the twa levels on which these images function
come together into one—all the more so because the major pro-
tagonist is almost always the bearer of the authorial point of view.

In one form or ancther, to one degree or another, all the aspects
we have analyzed appear in the “picaresque novel,” in Don Qui-
xote, in Quevedo,” Rabelais, in German humanistic satire (Eras-
mus, Brandt,"® Murer,“ Moscherosch,* Wicram),* in Grim-
melshausen, Sorel (Le Berger extravagant” and to a certain extent
in Francion),® in Scarron, Lesage, Marivaux; later, during the En-

aa. Reference here is to El Buscon (written in 1608, but not published until
1626), one of the most heartlessly cruel books ever written.

bb. Sebastian Brandt {1458?—1521), author of the Narrenschiff (1494).

cc. Thomas Murner (1475-1537), German satirist, author of Die Narren-
beschworung {1512]; but his masterpiece is Von dem grossen Lutherischen
Narren (1533).

dd. Reference here is to Johann Michael Maoscherosch (1601-1669], Ger-
man satirist whose Gesichte Philanders von Sittenwald (16411643, mod-
cled un Queveda’s Suerios, gives a graphic picture of the ravages of the Thirty
Years War.

ce. Jorg Wickram (1520—1562), author of probably the best collection of
Schwinke, Das Rollwagenbtichlin {1555).

tt. Charles Sorel’s Le Berger extravagant {1627).

gg. Francion (ct. tootnote n).



lightenment, in Voltaire |
Akakios),"" in Fielding (] y ews, Jonatha &
what in Tom Jones), occasionally in Smollett and, after his own
special fashion, in Swift.

It is characteristic that internal man—pure “natural” subjec-

tivity—could be laid bar
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bare 1

fool, since an adequate, direct (that i

practical life, not allegorical] means
t

and others. A per-
terne’s own term|, be-

S
exposing the “internal man” and

the author, simpleminded and naive on the part of the protago-
nists—always takes on great organizing potential when an ex-

=

posure of vulgar conventionality is involved. Conventions thus

y life, mores, politics, art and so on—are
usually portrayed from the point of view of a man who neither
paztzcxlpates in nor understands them. The device of “not under-
standing” was widely employed in the eighteenth century to ex-
pose “feudal unreasonableness” (there are well-known examples
in Voltaire; 1 mention also Montesquieu’s Lettres persanes,

h no from the point of view of an uncom-
prehending Pierre (the influence of Stendhal is felt here), the de-
piction of an Election f the Moscow

portrayval of a theatrical performance, a court, the famous descrip-
tion of the mass |in Resurrection| and so forth
: - ‘ ;
hh. Voltairc’s Diatribe du docteur Akakia (1752} is a satirical attack on
the president of the Berlin Academy, Maupertuis, It wag consigned to the
Ainvnas ki Eda winls
names oy Frederick 11
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ans Q f ad that winds
itioning of the rogue,

The picaresque nove] by and large works within the chranotape
ea

the position of Lucius the Ass.

What is new here is the sharply intensified exposure of vulgar
conventions and, in fact, the expo e

, sure of the entire existing sacial
structure (especially in Guzman Alfarache and in Gil Blas)."
(‘haractens ic for Don Quixote is the parodied hyhridization of
s warld e of ch valric romances,
W1fh the “h1 h oad winding through one’s native land” chmno-
fnpﬁfhatlctp al of the pic e
Cervantes’ nav .el has en
of literature’s
nificance is no

already famll r cl _mnot_p I
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mgmﬁcance hut ta the present day this significanc
grasped in its essence. A profounder
require first of all a geneuc analysis of th

) ns
of warldwide images of the rague, clown a an fool—fram the deep

. t
inta account the enarmaous 1m fact, incompara bl-] rale they have

played in folk consciousness; we must study the differentiation of
these images, hath national and local (there were, no doubt, as
many lacal foals as there were local saints|, and the particular
role they play in the national and lacal self-consciousness )
falk. Furthermare, the prohlem of t nsforming these images,

while at the same time appropriat ng them for literatu
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eral (nondramatic literature|, and especially for the navel, pre-
sents particular difficulty. It is a fact not usually fully appreciated
that at this paint in literary history, ht erature’s sundered tie with
the public square is re-estahlished, by means both special and
specific. Here, mareaver, we enmunre new forms for making
public all unofficial and farhidden spheres of human life, in par-

10. There is, of course, a huge camman stare of maotifs.
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ticular the sphere of the sexual and of vital body functions (¢
lation, food, wine), as well as a decading of all the symbols that
had covered up these processes {comman everyday symbals, ritu-
alistic ones and symbols pertaining to the state religion). Finally,
there is real difficulty with the prahlem of prosa
if you will, the problem of the prosaic memphgr {whi
has nothing in common with the poetic metaphar)
duced into literature by the rogue, clown and foal, a b
there is not even an adequate term (“parady,” “jake,” “h mo

“irony,” “grotesque,” “whimsy,” etc., are but narrawly rest_nmlve
labels for the heterogeneity and suhtlety of the ideal. Indeed,
what matters here is the allegoricized being of the whale man, up
to and including his world view, something that in no way coin-
cides with his playing the role of actor {although there is a point
of intersection). Such words as “clownishness,” “crookedness,”
“jurodstvo” [holy-foolness|, “eccentricity” take on a specific and
narrow, experiential meaning. Thus the great practitioners of this
prosaic allegorization created their own terms for the concept
{taken from the names of their heroes): “Pantagruelism,” “Shan-
dyism.” Together with this allegorical quality, a special complex-
ity and multi-layeredness entered the novel; “intervalic” chrono-
topes appeared, such as, for example, the chronotope of the
theater. We have an especially lucid example of this new element
in the novel (one of many) in Thackeray’s Vanity Fair. At the
heart of Tristram Shandy lies the intervalic chronotope of the
puppet theater, in disguised form. Sterneanism is the style of a
wooden puppet directed and commented upon by the author him-
self. (Such is the hidden chronotope in Gogol's “Nose” and
“Petrugka.”

In the Renaissance, the above-mentioned forms of the novel
violated that other-worldly vertical axis along which the catego-
ries of a spatial and temporal world had been distributed and had
given value to its living content. Novels of this kind paved the
way for a restoration of the spatial and temporal II]d'[CI'ld] whole-
ness of the world on a new, more profound dud more complex
level of development. They paved the way for the n ’s
pnatlon of that world a world in whuh bllI]u]td ieously Ameri

lished. And the way was preparcd for an uttt:lly new way of seeing
and of portraying time in the novel
In our analysis of Rabelais’ Garguntua and Paniagriel we hope
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SUL LAV,

he Rabelaisian Chronotope

i as in all our previous analyses,
e 1 d with any specialized questions of genesis;
we will touch upon them anly when absalutely necessary. We
e the navel as a unified whale, permeated with a sin-
y and a single artistic methad. Tt should be mentianed

hasic an alynml positions are derived from the first

Y ks, since the fifth baok taa sharply departs in its artistic
ethad f:om the unity of the whale.

One must note, ﬁrqt of all, the extraordinary spatial and tem-
poral expanses that leap at us from the pages of Rabelais’ novel.
But the issue here is not merely that the action of the novel is not
yet cancentrated in the spaces of raams where private family life
goes on but rather unfolds under the apen sky, in movement
around the earth, in military campaigns and journeys, taking in
various countries. All this we observe in the Greek romance as
well, and far that matter alsa in the chivalric romance; we alsa
see it in the bourgeais adventure navel of travel in the nineteenth
and twentieth century. What is at issue here is that special con-
nection between a man and all his actions, between every event
of his life and the spatial-temporal world. This special relation-
ship we will designate as the adequacy, the direct prapartianality,
of degrees of quality (“value”) to spatial and temporal quantities
(dimension). This does not mean, of course, that in Rabelais’
world pearls and precious stones are worse than cobblestanes be-
cause they are of incommensurately smaller size. But it does
mean that if pearls and precious stones are goad, they should he
as big as poussible, and as big as possible in every situation. Every
year seven ships, loaded down with gold, pearls and precious
stones, are sent to the Abbey of Théleme. In the Abbey itself
there are 9,332 bathrooms (one for each room) and each mirror
has a trame of pure gold, inset with pearls (hook 1, ch. 55). This
means that everything of value, everything that is valarized posi-
tively, must achieve its full potential in temporal and spatial
terms; 1t must spread out as far and as wide as passible, and it is
necessary that everything of significant value be provided with
the power 10 expand spatially and temporally; likewise, every-
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thing evaluated negatively is small, pitiable, fggb‘e and must he
destrayed—and is helpless ta resist this destruction. There is no
mutual hastility, no contradiction between s.patial nd temporal
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“The Good,” beauty, they are directly proportional to one
other. Therefare, everything that is goad grows: it grows in all re-
spects and in all directians, it ¢ I
growth is inherent in its very nature. The had,
does nat grow but rather degene s
in this pracess its real-life dimin u_tiop is comp
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When we speak of isect proportmnallty, we do not mean to
suggest that there was a time when this quality was separated
from its spatial and temporal expression in Rabelais’ warld, only
later to be unified with it. On the contrary, these two were fram
the very start connected in an indissoluble unity of images in that
warld. But these images were deliberately counterposed to the
disproportionality inherent in the feudal and religious world
view, where values are opposed to a spatial-temporal reality, treat-
ing it as vain, transitory, sinful, a feudal world where the great is
symbolized by the small, the powerful by the meek and power-
less, the eternal by the moment.

This direct proportionality is responsible for that extraordinary
faith in earthly space and time, that passion for spatial and tem-
paral distances and expanses that is so typical of Rabelais, as well
as of other great Renaissance figures (Shakespeare, Camoéns,
Cervantes).

But this passion for spatial and temporal equivalence in Rabe-
lais is far from naive—as it was in the ancient epic and in folk-
lore. As we have already suggested, equivalence is specifically
contrasted with medieval verticality, and this polemical opposi-
tion receives a special emphasis. Rabelais’ task is to purge the
spatial and temporal world of those remnants of a transcendent
world view still present in it, to clean away symbolic and hier-
archical interpretations still clinging to this vertical world, to
purge it of the contagion of “antiphysis” that had infected it. In
Rahelais this palemical task is fused with a more atfirmative one:
the re-creation of a spatially and temporally adequate world able
to pravide a new chronotope for a new, whole and harmonious
man, and for new farms of human communication.
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usion of the palemical and the affirmative tasks—the
tasks of purging and restaring the authentic world and the au-
thentic man-—is what determines the distinctive features of
Rabelais’ artistic method, the idiosyncrasies of his fantastic real-
ism. The essence of this methad consists, first of all, in the
destruction of all ardinary ties, of all the habitual matrices
[sosedstva] of things and ideas, and the creation of unexpected
matrices, unexpected connections, including the most surprising
logical links (“allogisms”) and linguistic connections {Rabelais’
specific etymology, morphology and syntax).

Amid the good things of this here-and-now world are also to be
found false connections that distort the authentic nature of
things, false associations established and reinforced by tradition
and sanctioned by religious and official ideology. Objects and
ideas are united by false hierarchical relationships, inimical to
their nature; they are sundered and separated from one another
by various other-worldly and idealistic strata that do not permit
these objects to touch each other in their living corporeality.
These false links are reinforced by scholastic thought, by a false
theological and legalistic casuistry and ultimately by language it-
self—shot through with centuries and millennia of error—false
links between (on the one hand) good material words, and (on the
other) authentically human ideas. It is necessary to destroy and
rebuild the entire false picture of the world, to sunder the false
hierarchical links between objects and ideas, to abolish the divi-
sive ideational strata. It is necessary to liberate all these objects
and permit them to enter into the free unions that are organic to
them, no matter how monstrous these unions might seem from
the point of view of ordinary, traditional associations. These ab-
jects must be permitted to touch each other in all their living cor-
poreality, and in the manifold diversity of the values they bear. It
is necessary to devise new matrices between objects and ideas
that will answer to their real nature, to once again line up and
join together those things that had been falsely disunified and dis-
tanced from one another—as well as to disunite those things that
had been falsely brought into proximity. On the basis of this new
matrix of objects, a new picture of the world necessarily opens
up—a world permeated with an internal and authentic necessity.
Thus, in Rabelais the destruction of the old picture of the warld
and the positive construction of a new picture are indissalubly in-
terwoven with each other.

In prosecuting the more positive side of his task, Rabelais relies
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Rahelaisian laughter—directly lin to the medieval genres of
the clown, rogue and fnel‘ w deep back into pre-class
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rer of the warld's weight

And here we have the first at-
tempt of any consequence ta structure the entire picture of the
world around the human canceived as a hady—which is ta say, in
a zone of physical contact with such a hady [although this zane is,
in F ab ]ais, 1nﬁm_ ely wide],

mically oppaosed to the
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the hody, rather it rejected such life; therefare,
) s and sense, the life of the hody could only he
us, crude, dirty and self-destructive. Between the waord
and the hady there was an immeasurahle ahyss.
1is reasan Rabelais appases human carporeality {and the
ding warld that is in a direct zane of contact with the
ot anly to medieval, ascetic other-warldly ideology, hut to
the ]1centmuqneqq and coarseness of medieval practice as well.
He wants to return hoth a language and a meaning to the hady,
return to it the idealized quality it had in ancient times, and si-
multaneausly return a reality, a materiality, to language and to
meaning.

The human hady is portrayed hy Rahelais in a variety of differ-
ent aspects, various first of all in its anatamical and physialogical
aspect. Then follows the clawnish and cynical, then the fantas-
tic, grotesque allegorization {the human being as a micracosm).
And finally there is its peculiarly folklaric aspect. These aspects
interpenetrate each other and are only rarely present unallayed.
But anatomical and physiological precision and attention to de-
tail are sure to he there wherever the human hady is present.
Thus, Gargantua’s hirth: it is portrayed with a clownish cyni-
cism, with precise anatomical and physiological details—Gar-
gantua’s mother, who had eaten too much tripe, suffers a prolap-
sus of the rectum resulting in severe diarrhea (the defecation
series) and then the birth itself:" “Thanks ta this unfortunate ac-

cident there took place a weakening of the uterus; the child leapt

i
i

D-l-

ii. All citations from Rabelais are from: Gargantua and Pantagruel, tr.
J. M. Cohen (Baltimore: Penguin, 1955).
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up through the Fallopian tubes ta a hol
across the diaphragm to the upper arm

Whe- e this vein divides in
two, he took the left fork and crawled out through the left ear’
[book 1, ch. 6)."" Here, gratesque fantasy is combined with the
precision of anatomical and physialagical analysis

alysis.
In all his descriptions of battles and beatings, we get, alongside
grotesque exaggeration, precise anatomical ipti
juries, woundq and death% 1nﬂ1rr d o the human body.

He beat the brains out of some, hroke the arms and legs of others, dis-
jointed the neckbones, demnlmhed the spines, split the noses, punche

=

the legs, dxslocated the shoulder b]ades, h1ps, cmcked the. elbow hones in
yet others. If one of them tried to hide himself in the thick vines, he
would bruise him up-and-down his spine and break the hase of his hack,
as if he were a dog. If one of them tried to save himself hy flight, he
knocked the man’s head into pieces along the ‘lambdaidal’ suture.

Here is the same Friar John killing a guard:

. and with one blow he sliced the man’s head in two, cutting through
the skull over the templebone, thus separating from the back of his head
both parietal bones and a great part of the frontal bone together with the
sagittal suture. With the same blow he sliced through both membranes
of the brain thus exposing the ventricles, and the posterior part of the
brain was left hanging over the shoulders (just like a doctor’s cap, black
outside and red within). And then the guard tumbled to the ground dead.

Yet another analogous exampie: in Panurge’s grotesque story of his
being roasted on the spit in Turkey and how he saved himself, we
natice the same anatomical detail and precision (book 2, ch. 14):

Having run in, he [the master of the house—M B.| seized the spit on
which I was trussed up and struck my tormentor with it on the spot,
from which blow he died, for lack of treatment; he ran him through with
the spit, a little above and to the right of the navel, and pierced the third
lohe of his liver, and the diaphragm as well. Having passed through the
pericardium the spit came out through the upper shoulder, between the
vertehrae and the left shoulder-blade.

11. |In the Russian original] Gargantua and Pontagruel is cited in V. A
Pjast’s |Russian] translation
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In Panurge’s grotesque tale, the human body series (on its ana-
tomical plane) is crossed with the food-and-kitchen series (Pan-
urge being roasted like meat on a spit, having first been basted
with fat] and the death series (the distinctive features of that se-
ries appear below).

None of these anatomical analyses appear as static descrip-
tions; they are drawn into the living dynamics of action—battles,
fistfights and so on. The anatomical structure of the human bady
is revealed in action, and it becomes, as it were, a character in the
novel in its own right. But it is not the individual body, trapped in
an irreversible life sequence, that becomes a character—rather it
is the impersonal body, the body of the human race as a whale,
being born, living, dying the most varied deaths, being born again,
an impersonal body that is manifested in its structure, and in all
the processes of its life.

With the same degree of precision and visual clarity Rabhelais
describes the external actions and movements of the human
body—for example, in his description of Gymnaste’s acrobatics
on horseback [book 1, ch. 35). The expressive possibilities of
human body-movement and gesture are illustrated with extraor-
dinary clarity and detail in the mute debate {by means of gestures)
between the Englishman Thaumaste and Panurge (here this ex-
pressiveness has no precise denotative meaning; it is important
precisely because it is self-sufficient; book 2, ch. 19]. An analo-
gous example can be found in Panurge’s conversation on marriage
with the deafmute Goatsnose (book 3, ch. 20].

This grotesque use of the fantastic to describe the human hody
and all its processes is well illustrated in the portrayal of Pan-
tagruel’s illness, whose cure involves lowering into his stomach
workers with spades, peasants with pick-shovels and seven men
with baskets to clean the filth out of his stomach (book 2, ch. 33).
The same is true of the “author’s” journey into Pantagruel’s
mouth (book 2, ch. 32).

In order to describe the human body in its grotesque and fantas-
tic aspect, a mass of the most varied objects and phenomena are
drawn into the body series. In this new context they are im-
mersed in an atmosphere of the body and of the life of the hody;
they enter into a new and unexpected matrix with bady organs
and processes; in this body series, they are brought down ta earth
and made more material. We have seen evidence of all this in the
two examples offered above.
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To purge his stamach, Pantagruel swallows like pills some
great copper halls, “like thase an Virgil’s monument i
Locked up inside theqe pills are warkers with equipmen md has-
kets for the cleaning-aut of the stamach. After the purging is aver
Pantagruel vamits, and the balls spring aut. When the workers
are released fram their pills, Rabelais recalls haw the Greeks
exited from the Trajan Harse. One af these pills can be seen in
Orléans, on the steeple of the Church of the Haly Crass (haak 2,
ch. 33).

An even wider circle of aobjects and phenamena enter the gro-
te%que anatomical series of the authnr‘q journey inside Pan-
inside the mnuth. h]gh mauntains (teeth], meadows, farests, far-
tified towns. There is a plague in ane af the tawns, the result of
foul vapors rising from Pantagruel's stamach. There are aver
twenty-five populated kingdoms in the mouth; inhabitants tell
each other apart by their hailing from the “hither” ar “yon” side
of the teeth, as in the human warld we refer to the “hither” and
“yan” side of mountains and so forth. The description of the
warld disclosed inside Pantagruel’s mouth takes up almast two
pages. The falklaric basis of this entire grotesque image is pa-
tently abvious (cf. analogous images in Lucian).

If the geagraphical and economic warld was drawn into the
bady series in the episade in Pantagruel’s mouth, then the ordi-
nary everyday agricultural world is drawn into the body series in
the episnde with the giant Slitnase [Brengnarille] (book 4, ch. 17):

The terrifying giant Slitnose had swallowed all the saucepans, cauldrons,
pots, pans and even staves and ovens on the island, owing to the lack of
windmills which were his usual fare. As a result shortly before dawn—
the hour of his digestion—he fell seriously ill with an upset stomach,
caused (as the doctors said] hy the fact that the digestive powers of his
stomach, naturally acecnstomed to absorbing windmills, could not fully
process stoves and hraziers; pots and pans were digested well enough, as
witnessed hy the sediment found in four harrels of urine that he had
filled twice that marning.

Slitnase avails himself of a health-resort cure on the “Island of
the Winds.” Here he swallows windmills. He tries out—on the
advice of local specialists on stomach ailments—spicing the
windmills with roosters and chickens. They sing in his belly and
fly about, which hrings an the calic and cramps. Moreover, the
faxes of the island leap dawn his throat in pursuit of the birds. At
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that point he must take a wheat-and-millet enema ¢t
stomach. The chickens make a dash for the grain,
rush after them. He puts more pills into his mon
pounded of racing- and hunting-dogs (boak 4, ch. 44).
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dent world view, brought together in a single all-encompassing
series of bodily deformities and perversians.

An excellent example of the penchant for making grotesque
analogies is found in Panurge’s discourse on horrawers and lend-
ers in chapters 3 and 4 of the third haook. We are offered, hy anal-
ogy with the mutual interaction between borrowers and lenders,
the description of the harmonious structure of the human bhody
as microcosm:

The intention of the builder of this microcosm is that it should pravide
shelter for the soul—which he had placed there as a guest—and that it
should support life. Life consists of blood: blood is the locus for the soul;
therefore, there is only one task in this world, and that is continuously to
forge blood. At this forge their hierarchy is such that one is always bor-
rowing from another, one puts another in debt. The material and metals
suitable for transmutation into blood are provided by Nature: it is bread
and wine. All forms of nourishment are contained in these two. . .. To
find, to prepare, to cook this nourishment, hands work, feet move and
transport the whole mechanism, eyes act as guides. ... The tongue
tastes, the teeth chew, the stomach receives, digests and evacuates [this
food]. The nutritive portion goes to the liver, which again transmutes it
and turns it into blood. . . . Then the blood is transported for further re-
finement to another workshop-—to the heart itself, which by its diastolic
and systolic movements refines and enflames it, so that it is perfected in
the right ventricle and sent through the veins to all members. Each
organ—feet, hands, eyes and all the rest—draws the blood to itself and
each in its own way takes nourishment from it. Thus they become debt-
ors who were previously creditors.

In this one grotesque series—the analogy with debtors and
creditors—Rabelais offers a picture of the harmony of the uni-
verse and the harmony of human society.

All these grotesque, parodied and clownish series of the human
body on the one hand serve to expose the body’s structure and its
life and on the other hand drag into the body-matrix a hetero-
geneous world of things, phenomena and ideas that were, in the
medieval picture of the world, infinitely far from the body, and
included in completely different series of words and objects.
Whatever direct contact these objects and phenomena had with
the body was brought about, first and foremost, via a verbal ma-
trix, their verbal compacting into a single context, a single
phrase, a single compound word On occasion Rabelais does not
shy away from even completely nonsensical compound words, if
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cnly they will serve tg place in series [to “matricize”] these words
and concepts that human speech—hased as it was on fixed struc-
ture, a fixed world view, a fixed system of values—had never as
yet used in a single context, a single genre, a single style, a single
sentence, with a single intonation. Rabelais is not afraid of a logic
along the lines of “the melen is in the garden, but my uncle is in

iev,” requen  the peculiar lc | SOYCETErS, 4s

fanity [of which

e bel 1is unha r ;2 special signifi-

cance: it permits him to create vnb el'ies of objects that arve in

themselves reascmakble, but hecome monstrous when linked to-

gether (for example, the episcode with Slitncse, the Swallower of
Windmills).

But at the same time it must not be t}m 1ght that Rakelais is

precccupied with form alone, All 1he<_
that seem the most ahsurd in terms of the
aimed primarily at destroying the esta ]:l_ <he.

t

at l‘rmg,mg dnwn (he h]gh and tmcmg p

I-‘\ \—n
-
Ni-n

<1mu]taneonu<ly he is accomphchmg 2 maore positive task, one
that gives all these word-linkages and grotesque images a definite
direction: to “emhbody” the world, ta materi al_ ize it, 1o tie

thing in to spatial and temporal series, to m
on the scale of the human hody, to construct—aon
where the destrayed picture of the warld had hs il I
ture. Even the mast monstrous and unexpected wozd----atrices
are saturated with the unifying force of these ideclegical im-
pulses of Rabelais. But there is, as we will see below, still another
and even more profound and idicsyncratic meaning hidin_.g behind
Rabelais’ gratesque images and series,

Alongside this grotesque anatomical physiological use of cor-
poreality for “embodying” the whaole world, Rabelais—a human-
ist physician and pedagogue—was concerned with direct propa-
ganda on behalf of the culture of the bady and its harmonicus
development. Thus, Rabelais opposes to the ariginal scholastic
upbringing of Galgantua—one that ignored the body—the subse-

quent humanist upbringing under Panacrates, where enormous
attention is paid to anatomical and physialogical studies, hygiene

and various types of sports. To the medieval body—coarse, haw ll
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“wined.” Pantagruel’s birth, on the other hand, is preceded by a
great drought and consequently by a great thirst—affecting peo-
ple, animals, the earth itself. The picture of this drought is given
in Biblical style and saturated with concrete reminders of antig-
vity and the Bible. This lofty plane is interrupted by the phys-
ialogical series with its gratesque explanatian far the salinity of
sea water: “The earth was so heated that it burst into a great
sweat, which caused it to sweat out the whole sea which for that
reason is salty, for all sweat is salt. You will admit this to be true if
you taste your own sweat, or the sweat of pox-patients when they
are made to sweat—it is all the same to me” {baok 2, ch. 2|.

The salt motif, as well as the drought motif, prepares the way
for, and intensifies, the fundamental motif of thirst under whose
aegis Pantagruel is born—the “King of the Thirsty.” In the year,
the day, the hour of his birth, everything in the world is thirsty.

The motif of salt is introduced in a new way at the very mo-
ment of Pantagruel’s birth. Before the infant himself appears, out
of his mother’s womb “leap 68 muleteers, each pulling by the col-
lar a mule heavily laden with salt; after which there follows nine
dromedaries loaded down with bales of ham and smoked ox-
tongues, seven camels loaded with salted eels, followed by 25
cartloads of leeks, garlics and green onions.” After this series of
salty thirst-provoking hors d’oeuvres, Pantagruel himself appears
in the world.

Thus, Rabelais constructs the grotesque series: drought, heat,
sweat (when it is hot people sweat), salt (sweat is salty}, salty hors
d‘oeuvres, thirst, drink, drunkenness. Dragged into this series
along the way: the sweat of pox-patients, holy water (whose use is
regulated by the church during the drought|, the Milky Way, the
sources of the Nile and a whole series of Biblical and classical ref-
erences (mention 1s made of the parable of Lazarus, Homer, Phoe-
bus, Phaetan, Juno, Hercules, Seneca). All this occurs in the space
of a page and a half, describing Pantagruel’s birth. Rahelais here
creates a characteristic new and monstrous matrix of abjects and
phenomena—elements that within quite ordinary contexts are
completely incompatible.

Gargantua’s genealogy 1s found among the symbols of drunken-
ness: it 1s uncovered 1n a crypt, amid nine wine flasks under a
goblet on which was 1nscribed “Hic bibitur” (book 1, ch. 1]. Let us
now tuin our attention to the matrix of words and things that
links the crypt and the drinking of wine.

g
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Almost all the truly important episodes in the novel are intro-
duced inta the eating and drinking series. The war between
Grandgousier's kingdom and the kingdom of Picrochele, which
takes up most of the first hook, is caused by scones and grapes
foods that are in addition viewed as a remedy for constipation and

whole fourth hook (as well as the fifth) is a search fo e
of the sacred bottle” All the ships that set sail are decorated with
symbols of drunkenness in the farm of heraldic devices: a bottle,
a goblet, a pitcher (amphara), a wooden jug, a glass, a cup, a vase, a
wine basket, a wine barrel (Rabelais describes each ship’s device
in detail).

, highly

The eating and drinking series are, like the hody serie
detailed and hyperbalized in Rahelais. In every in
given the mast detailed enumerations of the mast varied ap-

aggerated quantities. Thus, for example, the f i1
during a description of the supper in Grandgousier’s
lowing the battle (book 1, ch. 37):

Supper was served: first 16 oxen were roasted, then 3 heifers, 32 calves,
63 suckling kids, 95 sheep, 300 suckling pigs in a marvelous sauce, 220
partridges, 700 woadecock, 400 capons from Lundun and Cornonailie and
1700 juicy varieties from other hreeds, 600 pullets and as many pigeons,
600 guinea-fowls, 1400 hares, 303 bustards and 1700 capon chicks. Game
they could not get in such quantity: there were only 11 wild boars sent by
the ahbot of Turpenay, and 18 fallow deer, a gift from the Lord of Garnd-
mont, together with 140 pheasants from the Lord of Essars, and some
dozens of wild pigeons, water-hens, teal, bitterns, curlews, plovers,
heath-cock, briganders, sea-ducks, lapwings, sheldrakes, both large and
dwarf, and also creasted herons, storks, hustards and flamingoes with
red plumage, landrails and turkey-hens, together with various sorts of
dumplings.

In the description of Gaster’s Island (the Maw), there is a par-
ticularly detailed enumeration of the most varied dishes and ap-
petizers: two whale chapters (59 and 6o in book 4] are devoted to
this list.

As we have already stated, the most varied objects, phenomena
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and ideas are drawn into the eating and drinking series—items
completely foreign to that series from the reigning point of view
{in its ideological and literary practice, as well as in spoken lan-
guage), items also foreign to the customary way of ordering
things. The means of incorparation are the same as in the body
series. We offer several examples.

The struggle of Catholicism with Protestantism, and particu-
larly with Calvinism, is partrayed as a struggle between King
Lent and the Sausages that inhabit Savage Island. The episode
with the Sausages takes up eight chapters in the fourth book
(35--42). The sausage series is a highly detai<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>