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*_OW life 15 no Ionger ditectly given, in which the imm

‘of meaning in life has become a
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The Epic and the Novel

Tue_gpic and the novel, these two major moaum of mﬂnmm
epic literature, differ from one another not by their .w:%.oa
fundamental intentions but by the iven historico-
philosophical realities with which the authors were n.ozw.oﬁ..&.
The novel s the epic of an age in which the extensive totali

e i o St e R i htcans

Lhe Immanence
problem, yet which still
(thinks in terms of totality. It would be superficial—a matter
of a mere artistic technicality—to look for the only and
decisive genre-defining criterion in the question of whether
a work is written in verse or prose.

Verse is not an ultimate constituent either of the epic or
of tragedy, ‘although it is indeed a profound symptom by
which the true nature of these forms is most truly and
genuinely revealed. Tragic ve , is sharp and hard, it isolates,
it_creates distance. It clothes the heroes in the full depth of

—— e e A 3

their solitude, which is born of the form itself; it does not
allow of any relationships between them except those of
struggle and annihilation; its lyricism can contain notes of
despair or excitement about the road yet to be 58:.& and
its ending, it can show glimpses of the abyss over which .nrn
essential is suspended, but a_purely human understanding
between the tragic characters’ souls will never break through,
as it sometimes does in Pprose; the despair will never turn into

THE EPIC AND THE NOVEL

ever triviality there may be in the artistic invention - it has
a specific sharpness, a gravity all its own, in face of which
nothing that is merely lifelike—which is to say nothing
that is dramatically trivi —Ccan survive: if the artist’s crea.
tive mentality has anything trivial about it, the contrast
between the weight of the language and that of the content
will betray him, s
Epic verse, too, creates distances, but in the sphere of the
and

epic (which is the sphere of life) distance means ha

and lightness, a2 of the"bonds
und, a lifting of rthe heaviness, the dall.

oosening of the bonds that tie men

ness, which are integral 1o Jife and which.are dispersed only
wm.__,m_mmﬁnhﬁ_,.w%mwfﬁmﬂnmﬂ. The created distances of epic

verse transform such moments into the true Jevel of life. And

A

50 EmnnP&LﬁhnL?uﬁ,@i&ps@%@ﬁ just because its

immediate consequences—that of abolishing triviality and
coming closer to the essence—is the same, Heaviness,_is
trivial in the sphere of Enﬂ&m.hﬁnﬂ?g lightness is
trivial in tragedy. i Objective guarantee that the complete
removal of everything life-like does not mean an empty
abstraction from life but .the becoming essence, can
only be given the consistency with which these un-
lifelike forms are created; only if they are incomparably
more fulfilled, more rounded, more fraught with substance
than we could ever dream of in rea] life, can it be said
that tragic stylisation has been successfully achieved, Every-
thing light or pallid (which of course has nothing to do
with the banal concept of unlifelikeness) reveals the absence

of a normative tragic intention and so_demonstrates the

elegy, Tior the excitement into o longing for lost heights; the
soul can never seek to plumb its own depths with psycho-
logistic vanity, nor admire itself in the mirror of its own
profundity,
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and too_far_from_heayen, m\.ﬁo.&.@gip;gzm@. to

= TR

triviality—of “the -work, whatever the psychological subtlety
and/or lyrical delicacy of its parts,
In life, however, heaviness means the absence of present

meaning, a_hopeless_entanglemenr i senseless _casual con-

nections, a_withered_sterile existence too close_to_the earth

e A 2 gart
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I“suich 1 is.no longer .given, verse is banished from the
4 o v o - {..S!.}lu.... R T o S WA SR A A S s o
| great epic, or else it_transfor ps—Tiselt, ~uaexpectedly and .H
unincentionally, into lyric verde. Only” prose $an ther e
 compass, the suffering and”the Il the-strtggle and the %
crown,, with_equal power; only its unfettered plasticity and
P i P B =3 -
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liberate oneself from the bonds of sheer brutal materiality,

T e A et a1 o B

everything Hrmﬂ.tmmm. the finest immanent forces of life,
represents a challenge which must be constantly overcome—
it is, in terms of formal value judgement, triviality, A pre-
stabilised harmony decrees that epic verse should sing of

s e, i it

the blessedly existent totality of Iife; th _Pre-poetic_process

g . R iy

“of embracing all life in a Eﬁr&om%wrmm &vﬂ&h&ﬁnﬁmﬁ@mm
from all trivial ramibommrﬁﬁ..,moaohz%n._.mwamum buds were

= .

only just opening, ready to blossom. <ﬂmn.%_“mm_%;voémﬁ_..

Bt L, - T ey,

can os_wn_;ﬂmm,ﬂ.mmm.ﬁcm...mmmoﬁmm@ the bud to open; verse can #

only weave a garland of freedom round something that has
already been liberated from all fetters. If the author’s action
consists in disclosing buried meaning, if his heroes must first

break out of their prisons and, in desperate struggles or long,
wearisome wanderings, attain the home of their dreams—
their freedom from terrestrial gravity—then the power of
verse, which can spread a carpet of flowers over the chasm,
is not sufficient to build a practicable road across i, The
aghmess of great epic literature is only the concretely

o SP 7

immanént ucopia of the historical hour, and the form-giving
detachment which verse as a vehicle confers upon what-
ever it carries must, therefore, rob the epic of its great
totality, its subjectlessness, and transform jt into an idyll
or a piece of playful lyricism. ‘Lhe lightness.of.great_epic

literature is a positive val > and a reality-creating force only

1S
bl B e g e e

if the restraining bonds have really been thrown off. Great

i e ) g v - - e R W o i i,
epic literature is never the result of men forgetting their en-
siavement in the lovely play of a liberated imagination or in
tranquil retirement to_happy. isles_not_to_be found on the

map of this world of trivial attachment. In_times tc

slavement 1

e o

- comm—
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its_ non-rhythmic ri

¢ HBOUL can.. with equal power, embrace the
fetters and_the freedom, the given heaviness and_the con-
quered lightness of 2 world_henceforth immanently radiant
with monmm, meaning. It is no monm\a@:n.._qruz e-disintegration
€2 n-%mm%mwmmm led, it Cer
htness of a great e ic,
rse remained mere lyrical play
e, the epic poet, poured his idylls into the

mould, of=Verse~But _chose prose. for..the. totalit
Meister (mas 1

belong to the company of the
great humorous novels), for, in erse,..everything hidden

[~ A -
e m 5 . .
becomes manifest, and the swift flight of verse makes the

distance over which prose travels with its deliberate pace

- i e T b e R o AP
as it
T

B%m__w_:mmmaw%om meaning appear naked, mocked,

o R R — B i T T ———" AT e it inia s il

d; or merely a forgotten

it P S Ton el = B bt By HH.@EH—.
ante’s verse, 't0o, is not lyrical although it is more lyrical

g . i . ’ e L T T =ttt
aOIICLSC It incensifies and _concentrates the ballad

T e S b

tone into an epic one. .ﬁrm..wan._m:mnnn. of the meaning of
life_is present and existent in Dante’s world, but only

in_the beyond: ‘it is the perfect immanence of the trans-

cendent.
Distance in the ordinary world of life is extended to the
point érnnosmzmmmmmm..mm overcome, but beyond that world
every lost wanderer finds the home that_has awaited him
since “all “Sterity; every solitary, voice that falls silent on
earth is

it towards harmony and,

——— i

there, awaited by a_chorus that takes it up, carrics

S

ﬁm.._,.‘Hw,.w,.%mwﬁ....noms&ﬂmnnom lies sprawling.and .chaotic beneath

A B s s e o

the radiant celestial rose of sense made sensuous; it is visible
AT " .2 S ST e i Bl 1 — T R

and undisguised at every moment. Every inhabitant of that
home in the beyond has come from_this_world, each is

bound to it by the indissoluble force of destiny, but each
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recognises. it, sees.it.in. its fragility and heaviness, only when
he has travelled to the end of his path thereby made meaning-
ful; every. figure sings of its isolated destiny, the isolated
event in which its apportioned lot was made manifest: a
_ ballad. And just as the totality of the transcendent world.
| structure is the pre-determined sense-giving, all-embracing
\ a priori_of each individual destiny, so the increasing com-
| prehension of this edifice, its structure and jts beauty—the
| great experience of Dante the traveller—envelops every-
‘ithing in the unity of its meaning, now revealed, Dante’s
insight transforms the individual into 4 component of the
whole, and so the ballads become epic songs. "Lhe.meaning.
of "this world becomes distanceless, visible and _immanent
only in the beyond. Torgl A in._this world, is_bound_to
e fxagile or merely a longed-for one: the vesse passages in -
Wolfram von Eschenbach or Gottfried von Strassburg are
only lyrical ornaments to their:novels, and ¢he ballad quality

i

uncover

SLruCtire-of e hich is only a way
of expressing the subject’s recogniton That neither objective
life nor its relationship to the subject is spontaneously har-
monious in itself) %Wmm‘.mm.,gsﬁmwmmmou of the form-giving

I Py T i g T A

i ™
res and_rents e_inherent in

intention. All the
j the historical sifua t be drawr
Process anc cannot nor should be disar:

. ........,.Ju..u‘.....iz.tf:? .|..||x.i .. a el e
-sitional-means . Thus_the fundamental form-det
| tention of the novel is objectivised as the ps

| S e SCETRCC I the b

ermi

A nessimple

the oo0als ne

L the wa leading to them

-neither - .
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/ <28 be directly given, or else that, if they are given e
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is_rounded
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peychologically direct and solid manper, this s not evidence |
of really existent relations op cthical necessities but only of g |
: gi;l..lf;jaﬁ!:?!.ir&; e R St g
psychological fact to which nothing in the.world of objects
or norms need cessarily correspond. To put it another

"nmﬂ-ﬂ.ﬂnkq...... B L :

Way, this ‘givenness’ may be crime or madness; the boundarjes

« L R i e v et ot
which_separate_crime rom acc oism and madriess
from life-mastering wisdom are tentative, “purely psycho-

». When the mwm.ﬁmsos makes

itself terribly manifest and clear, there is n onger_any

confusion.
bbb s L

In this sense, the epic and the tragedy know neither crime
mwwm@%mm%smmmw hat the customary concepts of everyday

e call crime is, for them, either not there at. all, or it is
nothing other than the point, symbolically fixed and
sensually perceptible from afar, at which the soul’s relation-
ship to its destiny, the vehicle of ijts metaphysical homesick-
.ness, becomes visible. The_epic, world is either a purely
childlike one in which the transgression of stable, traditional

logical ‘ones, Q&mmmc gh at the end

equal, mutually homogeneous weights.
dy crime is either nothing at all or 4 symbol—

through which the sou] comes into its own. Of madness

ﬂwm, Loﬁmo.#:csa nothing, unless it be the m@nnnﬂq in-

comprehensible language of a superworld that possesses no

£-means-of expression. In non-problematic tragedy, mad-

ness can be the symbolic expression of an end, equivalent to
physical death or to the living death of a soul consumed by
the essential fire of selfhood. For crime and madness are |
objectivations of transcendenta] omelessness—the. 1omeless-

ness of an action In_rh human order of socia relations, the
61




THE THEORY OF THE NOVEL

homelessness of a soul in the ideal order of a supra-personal
system of values. Every form is the resolution of a funda-"
‘mental dissonance of existence; every form restores the
absurd to its proper place as the vehicle, the necessary condi-
tion of meaning. M.@m.mm; mwm,mmmn....om mwmﬁ&n%.m .H.w_m mccrmmfoyn
genuine and profound human_aspirations, or the possibilicy

A R isigeg e,
A R -

of the ultimate nothingness of man has to be absorbed.into

e N g

:Howmw% form as a basic vehicular fact, and when what is in

el sbowrd s %o b explined i analysed o, S

quently,.recognised.as being Arreducibly zhere, then, although
[SpStiams ithin_such a form may flow into a ‘sea~of-
| fulfilment, the absence of any manifest aim the determinitig
[ s e must e the Base 2 o
ment of the n.._rm_.mn..

" Where no aims are directly given, the structures which the
T e T s o T H g 7
soul, m the process of becoming-m . eI ' the arena

and su -stratum of its activity mﬂonmana_omm their obvious
)ts i _Supr: nal ideal necessities; they mam..mﬁmw;%
. but they neither carry

ent LIe
ik e R e =

the consecration of the absolute Q?Eﬂ...&nﬁ. nor are they the

perhaps powerful, perha

D T IO . f e Ao -
natural containers for the overflowing Antetiority of the soul.
They form the world of convention, a world rom whose

are exempt, a world which is present everywhere in a multi-
plicity of forms too complex for understanding. Its strict
laws, both in ronoE_.cm and in being, are necessarily evident
to the cognisant subject, but despite its regularity, it is a
world th i ithes .45 meaning to the aim-

T TR W T . . - ey
seeking subject or as Imatter, in_sensuous immediacy, to the
e e A .-..fl.}.l.f.ﬂ!.,.ull.{.f.i oy =

active -Hﬁﬁ-m@mommlﬂmaﬂn...ga.,.#ﬁmlm_mﬂm@ :

only as the embodiment of recog-

et gt G

nised but senseless necessities and therefore it IS Incompre-

hensible, unknowable etiSeteal Substance, Yet for creativ
NI o v i S e T e P g
' Titerature substance £:00¢.as_existence and only substances
62
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which_are_profoundly Jhomo

P #

enter into the fig

lationships.

At T A b

geneous with one another can

e w..h......_...h...f.‘i. "
0

Paung union of reciprocal compositional re-

e
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Lyric_poetry can ignore the Phenomenalisation of the

first nature and can ereate a protean mythology of substantial
subjectivity out of the constitutive strength of it ignorance,
In lyric poetry, only the great momen exists, the momeng a¢

which the meaningful
meaningful divorce,

the soul becomes

unity of nature and soy] or their
the necessary and affirmed loneliness of
eternal. At the lyrical moment the purest

interiority of the soul, set apart from duration without choice,

lifted above the obscure]

the only true
FN& out in a sphere that lies beyond such ¢

Eﬂﬁlt--- -

f its_meaningtu
iece of scene




\ awakens_interiority; it is a charnel-house of =d
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no lyrical substantiality; its forms are too rigid to adapt
themselves to the symbol-creating moment; the content of

the second nature, precipitated by its own laws, is too definite

....... A e —

to be able to rid itself of those elements which, in lyric
poetry, are bound to become essayistic; furthermore, these

s
B e, L ——

elements are so much at the mercy of laws, are so absolutely
devoid of any sensuous valency of existence independent from
laws, that without them they can only disintegrate- into
nothingness. This second nature is not dumb, sensuous and
yet senseless like the first; it is a complex of senses—meanings
—which has become rigid and strange, and which no ,.Hfmv"mm..on

1n-

teriorities; this second nature could only be brought to life—

if this were possible—by the metaphysical act of reawakening
the_souls which, _in an_early or ,_.mmm_rnwmmﬁuhﬂsmmmmﬂnm or

T g —

preserved it; it can never be animated by another interiority.
e e Sl

It is too akin to the soul’s aspirations to be treated by the
soul as mere raw material for moods, yet too alien to those

£

aspirations ever to become their appropriate and adequate

expression, gﬁmgo (the first nature), the

modern sentimental attitude to nature, is only a _projection

of man’s experience of his self-made environment as a prison
instead of as a parental home, ., R
" When the structures made by man for man are really
adequate to man, they are his necessary and native home;
and he does not know the.nostalgia. that_posits and experi-
ences nature as the.objectof ifs_own seeking and finding.
The first nature, nature as a set of laws for pure cognition,
E@%ﬁﬁzgﬁgﬁp@mgmlmtgﬁhm
i hilosophical bjectivation of man’s
At RS OWICOSIuets.,. —
When the soul-content of these constructs can no longer
directly become soul, when the constructs no longer appear
as the agglomerate and concentrate of interiorities which can

at any moment be transformed back into a soul, then they
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must, in order to subsist, achieve a power_which_dominates
men blindly, without exception or choice. And so men call

& the recognition of the power that hiolds them n thrall
and” they conceptualise as_‘law’ their despair at_ifs

omni-

potence and universality : conceptualise it into

o b A B

a mcmmfmtmm

and exalting logic, a necessity that Is eternal, immutable and

beyond the reach of man.
The nature of laws and the nature of moods stem from the
same’Tocus 1n_the. soul: I €Y_DIesuppose_the impossibility
of an attained and meaningful substance, the impossibility of |
finding a constitutive object adequate to the consETRTRe <l
ject. In its experience o] “nature, the subj 1
WMMH dissolves the whole outside world in mood, and itself
becomes mood by virtue of the nexom: ¢ 1dentity of essence
between the contemplative subject and its object. The desire
i —— . T T e
to know a world cleansed of all wanting and all willing trans-
{orTHs the subject nto an a-subjective, constractive 3

cting embodiment of cosn; B

_ nitive functions,
to be so, for the subject is constitutive on y When it acts from
within—i.e. only the ethical subject is constitutive, It can only
avoid falling prey to laws and moods if the arena of its actions,
the normative object of its actions, is made of the stuff of
pure ethics: if right and custom are identical with morality :
if no more of the soul has to be put into the man-made struc-
tures to make them serve as man’s proper sphere of action
than can be released, by action, from those structures, Under
such conditions the soul has no need to recognise any laws,
for the soul itself is the law of man and man will behold the
same face of the same soul upon every substance against
which he may have to-prove-himself- Under such conditions,
it would seem petty and futile to try to_overcome the strange-
n e non-huma ld by the mood-arousing power
of the subject: the world of man that matters is the one
where the soul, as man, god or demon, is at home: then the
soul finds everything it needs, it does not have to create or

E 65
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THE THEORY OF THE NOVEL

animate anything out of its own self, for its existence is filled
0 overbrimming with the finding, gathering and moulding
bf all that is given as cognate to the soul,

men and criminals, but even the greatest hero is only a head
taller than the mass of his fellows, and the wise man’s digni-

/ fied words are heard even by the most foolish. The autono-

mous life of interiority is possible and necessary only When

the” distinctions between men_have made an unbridgeable

chasiii; when the gods are silent and neither sacrifices nor the

T L A R PO A Pt g ot g

ecstatic gift of tongues can solve their riddle; when the world

of déeds separates itself from men and, becatse of this inde-
pendence, "becomes hollow and incapable “of “absorbiig™tle

[ T T AT b P ” R—_—— TR SAGER L8 4 S L. A
true meaning of deeds in itself, incapable of becoming a
vt Eogis TS T ik i L e (e R L S S Y P
symbol through deeds and dissolving them in turn into’ syt

bols; when interiority and adventure are forever divorced

AL A Y T TR i

from oné another,
"The epic hero is, strictly speaking, neyer an individual.
is traditionally” thought that one of the essential character-
istics of the epic is the fact that its theme is not a personal
destiny but the destiny of a community. And rightly so, for
the completeness, the roundness of the value system, which
determines the epic_cosmos creates a whole which is too
H.. om.mlmu:w.n f.mn:_, any part of it to become so enclosed Eﬁrm..: ,H,EMF
50 dependent PO Ttself, as 0 find itself as an int riority—
i.e. to become a personality. The omnipotence of ethics, which

. posits every soul as autonomous and incomparable, 15 still

1-a—world. en hife guae mds an
imianent meaning in itself, the categories of the organic
determine everything: an individual structure and_physiog-
nomy is simply the product of a balance between the part
and the whole, mutually determining one another; it is never

66
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the product of polemical self-contemplation by the lost and

Fn_mHN mmaonmmmw. The significance which an event can

have in a 0 e ent c
nave in a world d that i§ Tou rounded in this Way is therefore always

2 Juantitative one; the series of adventires i which the even

s D

expresses _a.mm:.. has weight in so far as it is significant 1o 2
great organic life complex—a nation or a family. | |

B B 8 o

E_.oom have to be kings for different reasons from the

e e
I

heroes of tragedy (although these Téasons are also formal), |

Intr4gedy the hero must be a king simply because of the need
to sweep all the petty causalities of life from the onto-
.Hom_n& path of destiny—because the socially dominant figure
is _&.m. only one whose conflicts, while _wnmm_.azm the sensuous
illusion of a symbolic existence, grow solely out of the tragic
ﬁnov?&m, because only such 2 figure can be mﬁmmomsm&_ even
as to the forms of its externa) appearance, with the required
atmosphere of significant isolation, ~ - {5l r ity
g.&.ﬂw a symbol in tragedy becomes a reality in the - epic:
Eegn% linking an individual des w_y .aw.,.“.w
totality, World destiny, which in E.mmo.ww. HmBE.nJ,\r the
number of noughts that have to be added to 1 to trans-
form it.anto a million, is what actually gives the events of
the epic their content; the epic hero, as bearer of his desii
1s not lonely, for this m&ﬂ%&; m,mm.rm,.wm,&w&mmww
threads to the community %roﬂmﬁwmeﬂmHﬁmmmdmzmm

1 o AR St L ppaninl s 4 S
AL T :

As for_the community, it is an organic
11 B

trnsically. meani

substance of adventure in an ep
strictly closed; this substance is an organism of infinite interi

richness;-and-in _

other adventure,
The way Homer’s epics begin in _the middle and do not
finish at the end i a reflexivn of the truly epic mentality’s

B W S i,

e - PPI——— i
total indifference 6 any form of _architectural construction

L]

¥

-and the introdugtion. .of extraneous theries-=sueh g that of
Bamae . VS

A St
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THE THEORY OF THE NOVEL

Dietrich von Born in the Song of the Nibelungs—can never
disturb this balance, for everything in the epic has a life of its
own and derives its completeness from its own inner signifi-
cance. The extraneous can calmly hold out its hand to the
central; mere contact between concrete things creates con-
| crete relationships, and the extraneous, because of its per-
spectival distance and its not yet realised richness, does not
endanger the unity of the whole and yet has obvious organic
existence.
ante Jis the only great example in which we sce the
cta early congucti -the_organic, and therefore
philosophical trafisition from the
novel. In Dante there is still the perfect
fiess and completencss oF the g epic,
are_already andividuals, consciously and encr-. |
_themselves in op .o.mwims.ﬂﬁ a reali At is -

of Dafite 15 a highly systematic one, abolishing the
epic independence of the organic part-unities and transform.-
" ing them into hierarchically ordered, autonomous parts, Such
individuality, it is true, 1s found more in the secondary figures

A T g T

ai,mm.‘:wm:_mrmtmmo.;?m tendency of each part-unity to retain
its autonomous Iyrical life (a category unknown and unknow-
able in the old epic) increases towards the periphery as the

distance from the centre becomes greater.

c and the
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determined the destiny of the community—because his hero’s
lived experience was the symbolic unity of human mnmmnw in

P PR
general.

dence of Ii € an

% organic maite of the. olier sl
Dante opposes a hierarchy -of fulfilled postulates. Dante—
and only Dante—did not have to endow his hero with

visible social superiority or with a herojc destiny that co-
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this substantiality both
“their hierarchical order

historico-philosophical situation was alrea

e e o)

fied 10 the novel—a
disappearance of the organic, Th

ity—had to be > of abst
therefore not directly suitable for aesthetic f
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atisation is, it is true, the ultimate basis of the
, but in the created rea
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system_of “concepts. Tt is becatse of this sensual “&mﬂmﬁm%“ g
s of the concepts themselves and of
within the system, that completeness
and totality can become constitutive structural categories
rather than regulative ones: because of it,
through the totality is a voyage Wwhich, althéugh full of sus-
pense, is a well-conducted and safe one; and, because of i,

it was possible for an epic to be created at 2 time when the

dy beginning "to

e o naindnd

st e CR i

lity of the novel all that

e is" the distance separatir

SRSl s e T Rt
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1al structures based
Ppresence and their sheer ability to c
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s world s the totality of a visual

WAICH 1s why any system that could

system being, after the final
¢ only possible form of a
one of abstract _concepts_and
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the progression
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be systematised

-giving. Such

stematisation
emphasises the

riority of
¢, in the
the nostalgia of

nse, mwn.amq abstract; abstract,
cxs. for_utopian perfection, a no
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allows it to subsist, which doe

e S 10t even attempt to surmount

1t but renders it sensuous as the lived ex rience of the novel’s

oo laake ke L 9

characters, 1ses It as

R " s pinein T P e TP > e
and so turns it into an ir ent of composition.

“We have a ready recognised

i

Pl iy,

W0, groups

the “dangers that arise from

the fundamentally ‘abstract nature of the novel: the risk of

overlapping into lyricism or drama
reality so that the work becomes an idyll, the risk of sink-
ing to the level of mere entertainment literature, These

dangers can be resisted only by positing the fragile and

i AR TR ﬂ%ﬁr....ga.tﬁ

hﬂawﬁwmmmoammncao mpﬁ nrnz&cz.m as ultimate Rm_.wmﬁsvgm,
=208, CONSCIOUSIY"aRd " consistently, everythi ng_that_points
Qutside and beyond the confines of the world.

Very art form is defined by the metaphysical dissonance
of life which it accepts and organises as the basis of 1 totality
complete in itself; the mood of the resulting world, and the
atmosphere in which the persons and events thus created
have their being, are determined by the danger which arises

from this h.m.moEEmH_ resolyed disso ance and which therefore

N

threatens the form. The dissonance special to the novel, the

refusal of the imman

B it T

life, produces a E.JEGS of form whose formal nature is much
ess obvious than i other kinds of art, and_which, because
it looks like a"problem “of content, needs to be approached
by both ethical and acsthetic arguments, even more than do

problems which are obviously purely formal. - |, : W

The novel is the art-form of virile maturity, in' contrast
to_the normative childlikencss of the epic (the drama form,

i T s.m. . H....‘ R g e G T

being in the margin of life, 1s outside the ages of man even

if these are conceved as @ priori catcporics or-normative -

g

istance between, these two abstract grotps of elements,

oD R d—
only upon their factual
ontinue; abstract, finally, :
_ntention which, instead of surmounting the

stages). The novel is the art-form of virile maturity:  this
= ll.i..r.u i 2

Tt iy bt
me

oE.mnmq&N, is an imperfe
it_amounts to Tesigna

nd if shiccgvely cxpeg

Is determined 1s twofold:  either the fragility of the world

L o B e T L a4
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, the risk of narrowing
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he danger by which the noyel |
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may manifest itself so crudely that it will cancel out the

| ‘ifimanence of mean ﬂnnmﬂimwﬂmam%zmoﬁ_uﬂd@& r else the

N

sorbed into the work may be so great that it will lead to a

= i A e - g
premature closing of the circle of the novel’s world, causing

gL g S SR

the form to_disintegrate into disparate, heterogeneous parts.

s T DRSSP SRS S i

The fragility of the world may be mﬁwonm&mzw %mm.c_.mom_ but
it cannot be abolished; consequently this fragility will appear
in the novel as unprocessed raw material, whose weak co-
hesion will have been destroyed. In either case the structure

— o i L S i,

remains abstract: the abstract basis of _the novel assumes

form, 25 a result of the bstraction secing through itself, the
ne; f me the form 1s attained pre-

PO R PRI T R T T Y 4 e LR

, ruthlessly, towards

TR GTIOr

‘onging for_the dissonance to be resolved, affirmed and ab-

imanence of meaning required by

ciscly when the author goes all the wa
N e s e ——

€Xposing its absence. : .
“Art always says ‘And yet!” to life. The creation of forms
is the most profound confirmation of the existence of a dis-
sonance. But in all other genres—even, for reasons we can
Tiow understand, in the epic—this affirmation of a m_mmomgmo
precedes the act of form-giving, whereas in the nove JC IS
i i i i een_ethics

the form.itself, Thac is why the relationship between eth
H.onmmmOm.%mﬁbmﬂ_.%;

and a process of the noy teren
rom _what it 1s in other kinds of literature. There, ethic is
a purely formal pre-condition which, By*its depth, allows
the form-determined essence to be attained munf by its
breadth, renders possible a totality which is likewise deter-

mined by the form and which, by its all-embracing nature,

N S 2L T R

" establishes a balance between the constituent elements—a

balance for which ‘ustice’ is only a term in_the language of
pure ethics. In the novel, on the other han d,
intention 1‘.u.<a..|i.. p P.,.iq.u. of-everv—o .
15, 10 15 MOst ‘mmﬂm.
RIRLO Y B (8
A I b 3
Thus, the novel, in contrast to others genres whose exist-
ence resides within the finished form, appears as something in

72
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rocess of becoming. That is why, from the artistic view-
pont, the novel is the most hazardous,genre, and why it has
been described as only half an_art_by many who equate
having a problematic with being problematic. The description
may seem convincing because the novel—unlike other genres
—has a caricatural twin almost indistinguishable from itself
in all inessential formal characteristics: the entertainment
novel, which has all the outward features of the novel but
which, in essence, is bound to nothing and based on nothing,
Le. is entirely meaningless. Other genres, where being is
treated as already attained, cannot have such g caricatural
twin because the extra-artistic element of its creation can
never be disguised even for a moment; whereas with the \
novel, because of the regulative, hidden nature of the effective |
binding and forming ideas, because of the apparent resem-
blance of empty animation to a process whose ultimate con-
tent cannot be rationalised, superficial likeness can almost
lead to the caricature being mistaken for the real thing. But
a closer look will always, in any concrete case, reveal the
caricature for what it is.

OEQ&EQQE&S %mwﬁwnmﬂn&:&%n&mmomug
of the novel likewise enjoy only a semblance of truth—not
only because the normative incompleteness, the problematic
nature of the novel is a true-born form in the historico-
philosophical sense and proves its legitimacy by attaining its
substratum, the true condition of the contemporary  spirit,
but also because its nature as a process_excludes complete- |

. RmcXCluces complete
s.content 1s concerned. As form, the novel

> a fluctuating vet firm balanc
B e re S i ety R T s e e
.and being; as the idea of bec g CCOmes-4- —1h
the novel, g tself into a_normative _u.aﬁm. om
becoming, surmounts itself. The voyage is co

B, S

way begins.’ PESVEGSTIINNR
The Jhalf-art’ _of -the novel, therefore,.. prescribes still

stricter, still more inviolable artistic laws for itself than do the
SLACLer, stll more 1 o UC | 0T 1tscl
73




BN

w __

y A

U

A gl

THE THEORY OF THE NOVEL

‘closed’ art form, and these laws are the more binding, the
more indefinable and unformulable they are in their very

essence: they are la t. Tact and taste, in themselyes

subordinate.catcgories.which bel8ig wholly o The sphere ot

mere life and are irrelevant to an ommmnm&.nﬁrmmmw_%ol} here
el

e b miﬁ«.rgx..xa.}«lnd i i b e P HET et
acquire great constitutive Siguicance: only through them is
- & N R T Py T N A Pt R 4 o ..mrtA P AT it
: e wmmﬁnunm;.o%;ﬂro novel’s totality and at

el L —...wb..,.mﬂ.. o e

ic ative obj
ucally normative obje

content and not merely as a formal 4 priori, and where a
coincidence, or at least 2 marked convergence between ethic
as an interior factor of life and its substratum of action in
the social structures, is not given as it was in the epic ages,
there is a danger that, instead of an existent totality, only a

e B S e o e

subjective aspect of that totalit iu,...mm.wwﬁmmﬂwmwﬁ..ormmm%u.m

e St wih s o o AP i o7

or even destroying the .Q.mwm__.ﬁ.,_..,.w@ﬂ.ﬁnmon of acceptance and

objectivity which the great mﬂm demands, This danger cannot
be circumvented but can only be overcome from within.
For such subjectivity 15 not eliminated i it remains oh-
expressed or is transformed into a wil] for objectivity: such
a silence, such a will, is even more subjective than the overt
manifestation of 3 clearly conscious .msvmanaﬁ.ﬂﬁ and there-
fore, in the Hegelian sense, even more abstract,

The self-re ition 4 awith it, self-abolition of sub-
_.mncSJm.. ; PR gt D OLIEIC

fiovel, th 1 osophers.of early Romanticism. As a

formal co the novel form this signifies an interior
. - \

of maintaining itself iy equilibrium, of pose-

7 the firsc th oreticians of the

THE INNER FORM OF THE NOVEL

3 ty of the world to subsist, At the same time le_creative
o subjectivity glimpses a unified world in the mutual relativity
2 of“elements essentially alien to one another, and gives form

to this World, Yet this glimpsed” unified world

T

su which recogrises 1t as such IS Just as empirical—

just as much part of the outside world, confined in its own
interiority—as the nrﬁmnﬁﬂ.ﬁm}m\w&”&mﬁ become its objects,

"Such irony is free from that cold and abstract superiority
which narrows down the objective form to a subjective one

ke its own creatures, as a free
A must transform itself into a purely

; nadequate

o R R Sty

R e Wil B e S S i S RN S04
i literature,
& 7 _Lheirony of the novel is the self-correction of the world’s

¢ relations can transform {themselves
yet well-ordered round of E_.mcb%nwﬁnmw_‘mm and

% it it Pt e M B 5 U S aroc RS R T A e T s

- P 4 -1l o - A
Cross-purposes, within which everyt seen as many-

_sided, within which things appear as isolated and yet_con-

nected, as full of value and yet totally devoid of it, as abstract

£ fragments and as concrete autonomous life, as flowering an

as_decaying, as the infliction of suffering and as suffering

AP b s

1tself.

_ purely formal;" the aHagoMISHC nature of the jnor ood outer -
Worlds is not abolished but only recognised as necessary; the -

feceptive subject, as is normatively required for great epic

o

1on of the no tively creative mﬁ,m..““_a” ettt = subject-

Slrgsnterionty. which opposes power com exes that are

alien_to it and. which. strive tg wumm.ﬁ.ﬁtnbmlhobﬁhﬁﬁbmma

donging upon she alien world -A-subjectivity which sees

through gact and, therefore, limited nature of the
74

“Thus 2 new perspective of life is reached on an entirely

new basis—that of the indissoluble connection between the

relative independence of the parts and their attachment to

e - 3 A g

the whole, But the parts, despite this attachment, can never

~oWm,._immmmﬂ.._?.wmowuvHﬁ. abstract .tmmeWmmimmmmnnnn : and their

bt i B i = v LS L7 % Yy
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relationship mw.hmmm Smm,mﬂw_

although it approximates s closely

s possible to arfi-organic o

agan again,

€ consequence of this, from

of view, is that, althoug the ¢
possess the infinity of authentie epic literature, their struc-

 tureisessentially different fro

m that of

Compositional point
crs and their actions

the epic. ,.m.rn structural

Jiffer

organic nature of the

organic
tingent and discrete,

relatively inc ependenit parts are more |

e e

ey Tt A

contained than those of the

S el -

material of

B S e B,

cen_something

d stable amd moamﬂr_m g tha

n- éE,a:\.Amsw_._. fundamental

the

g that is heterogeneously con-
because of mﬁ.m..houmumobn.ﬁmgn, the

Hor s agy

Euww_wmﬁwﬁb%a%,
novel finds expression

that is hom

um%mnmﬁw more self-

T -

epic and must therefore, |

are not to destroy the whole, be wnserted into it by means

which transcend their mer

presence,

. . e,
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This aspect is only a symptom of contingency; it merely
sheds light upon a state of affairs which is necessarily present
at all times and everywhere, but which is covered over, b
skilfally .#mnﬂoﬁ.., ositional tact, by a se ¢ O

. L e

AR e s tevealed aain and again a
¢ outward form of the =o<&. Is essential

Hrm;w.nn_.ﬁmmon between a conceptual system which

dttain
utopian, can

which is the

completeness because " completences o Immanently |

¢ _objectivised only in_that
_the aim of biography. In a world
the organic was the &T&oﬁmnmnxnlmamlmwm,mo@ of ‘existence, to
make the individuality of 7 living being, imwtmu_mm_.mmmmmoa_
the starting point of stylisation and the centre of form-giving
would have seemed foolish—a gratuitous violence inflicted
upon the organic. mﬁm.,mm.,..w.ﬁ,,m@%ﬁ%m;_m_\mﬁﬁm‘, the ex-

emplary significance of an individual life could never be any-

completel capture life afd“a [ife complex which can never |/%.

strict co

they must have 3 ositional and architectural sig-
| nificance, whether™ thie s <S_the form of contrasting lig ts

| ©rown_upon the central problem (as with the sowsliss
cluded in Don :

thing more than an example: to represent it as the vehicle
of values rather than as their substratum, assuming even that
such a project might have been conceived, would have been
an act of the most ridiculoys arrogance. In the biographical

a prelude, of hidden motifs which mawhm%vmgwwsﬁmw\m at the form, the separate being—the individual_has a_specific
' end (as with the Confessions of a Bequtiful Soul). The sost-  § weight which would have been too high for the predominance

e S gy,

fied by their mere presence,

The ability of parts which are only co

of life, too low for the absolute Ppredominance of the

0ol : mu,wm”mmdw
his degree of isolation would have beeq too great for the
former, meaningless for the latter; his relationship to the ideal
of which he is the carrier and the agent would have been over-
emphatic for the former, insufficiently subordinated for the

latter,

only as a symptom, in that it_renders the structure of the
novel’s totality clearly visible, It is

!

n itself for every exemplary novel to exhibir this extreme unfulfillable, sentimental
. 13 i oS T X . T — \..-..-:l;... P D
consequence of the novel’s Structur O-Sur-——3 striving both for the immediate unity of life and for a com-

e B
e — P e it

mount-the problematic of the ng

vel by insisting excl

on

thi

usively

Pletely rounded

arc

ESnER; of th

€ system is balanced and

to excessive obviousness of composition

or with the first novel of Paul Ernst. ™
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$ specific aspect must, in fact, lead to m,h.z.mo_.m_.mw and

» as with the Romantics

1t 1s_transformed into being. The central

is significant only by his relation-
s.that_stands above him: but this
g —

77

brought to rest:
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only through its existence within

iozaqmssﬁn,__mamﬁm&
_. that_individual and his lived experience. Thus in the bio-

graphical form the balance_ of both _spheres which are in-
realised and unrealisable a new and
autonomous life that i

itself and Immanently meaningful: the life of the E.OEMSmao

— e L ——

\

R realities which mu

individual. _ )
Ne_contingent world and the problematic individual are
es which 1 atually d etermine one another., If the indi-
vidual is unproblematic, then his aims gre given o him with™
immediate obviousness, and “the realisation of the world
constructed by these ‘given aims may involve hindrances and
difficulties but never any serious threat to his interior life:
Such a threat arises only when the outside world is no lofiger
adapted to_the jndividual’s ideas and the idess become “sub-
jective mmoaf&mnNﬂuﬂgﬁl;mmwwmmmwmw “ideasas
unrealisable an me!nrlm:mmmbmmo sense, as unreal, i.e. their
transformation into_ideals, _destroys the immediate problem-
free._organic..nature .of _the individual, Individuality then
becomes an aim unto itself because it finds within jtself every-
thing that is essential to it and that make its life autonomous
—even if what it finds can never be a firm Possession or-the
basis of its life, but.is.an object of search. The surrounding™
world 1vi 0 i

|
fi

Ca;-and--

{
|
|
|
|

| Rt TR : R rmeammcooen W M
|| therefore the unbridoeable chasm between the Rmmmm that
t1s_and th€"ideal that should be must_represent the essence

thelr materials

"of the outside world the differenc of e

only a structural one. HEm.hEﬁnnnnagmwm.m.ﬁ_mmm most

N Tyt AR e ——y
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reality and the ideal becomes apparent only by the absence
of the ideal, in the immanent self-criticism of mere reality
caused by that absence; in the self-revelation of the nothing-
ness of mere reality without an immanent ideal.

This_self-destruction of reality, which, as given, is of an

ature and is not immediately
S S ey

USUOUS Wiy, GHpeArs 18 EWo differ:

ot — + 0% RS Ry

mm &wwuﬁmgm between the _.ﬁnﬂ.m&ﬂ.m of

¢ substratum of his actions; the more

e e

the ideas of life which, in the soul, have turned into ideals, the
more clearly this disharmiony will appear.._Second, /mm__ the
inability of the outside world, which is a stranger to_ideals
and an enemy of interiority, to achieve real completeness; an
mnability to find either the form of totality for itself as g whole,
or any form of coherence for its own relationship to its
elements and their relationship to one another: in other
words, the outside world cannot be represented. Both the

s T T S

parts and the whole of such an outside world defy any forms

= i

of “directly sensuous representation, They acquire life only
when they can be related _either fo the Iife-experiencin

L e s b -
A S R

interiority of the E%Epg?mﬁ?gghﬁ‘r.@rﬁ@m

observing and creative eye of the artist’s subjectivity: when

they become objects of mood or reflexion,

This is the formal reason and the literary justification for
the Romantics’ demand that the novel, combining all genres
ﬁ&mw;mwmoﬁ should” include pure 1 ric_poetry and pure
thought in its structure. The 1screte nature of the outside
world

emands, for the sake of epic significance and sensuous
ﬂmum.:ﬁuﬁ the d._..:)._:n_.b.w

of-elementssome of which-are essen

clearly in-the pure negatvity of the ideal. In the subjective
world of the soul the ideal is as much at home as the soul’s
other realities, But, at the level of the soul, the ideal by enter-
ing lived experience can play, even in its content, a directly
positive role; whereas in the outside world the gap between

78
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tially alien to epic literature while others are alien to imagin-
ative literature in general. The inclusion of these elements

- Is not merely a question of lyrical atmosphere and intellectual

significance being added to otherwise prosaic, isolated and
inessential events, Only in these elements can the ultimate
- . s -

R
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) these events take Dplace—the life sphere of the novel: only a

THE THEORY OF THE NOVEL

f basis of the whole, the basis which holds the entire work
together, become visible; the system of regulacive ideas which

H constitutes the totality. For the discrete structure of

e out-
'side world is due, in the last analysis, to the fact_that any
system of ideas has only regulative power vis-a-vis xeality.
JThe incapacity of idess to_penetrate Leality makes reality
heterogeneous and discrete. And this incapacity creates a still
‘more profound need Tor the clements of reality to have some
definite relationship 10 a system of ideas than was the case

in_Dante’s world.. There, life and meaning were conferred
upon each event by allocating to each its place in the world’s
architecture, just as directly as, in Homer’s organic world,
life and meaning were present with perfect immanence in
every manifestation of life,

The inner form of _the novel has been understood as the

process of the problematic individual’s journeying towards.

himself, the road from dull captivity within a mere ly present

Teality—a reality that is heterogeneous in itself .and meaning-

“less to the E&.ﬁnmﬂ[w_ﬁé@am clear self-recognition. After
$hch.self-recognition has been attained, the ideal thus formd
irradiates the individual’s life as irs Immanent meaning; but

the”conflict_between what is and what _should be has not

been abolished and cannot be abolig ed in the sphere wherein

R e

ation—the_profound and intensive

113~
e e AR o s

eaning—is attainable. The imma-

tion of a m M,m_d..m ife’s

i Rt A e W S W e T T - . 3
{' fence of meaning which the form of the novel requires lies

,in the hero’s finding out through experience that 2 mere
| glimpse of JInéaning is the hig

hest that life has to offer, and "~
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means of shaping it—the biographical form-—reyes] the great
difference between the discrete, unlimited nature of the
material of the novel and the continuum-like infinity of the
material of the epic. This lack of limits in the novel has a

e S e

‘bad’ infinity about it therefore_ir_ needs..certain_imposed

o

FE..GF ow%m,ﬂo._.vomoﬂn form; whereas the infinity of purely
€pic ‘matter is an inner, Organic one, it is itself s carrier of
value, it puts emphasis on value, it sets its own limits for
itself and from within itself, and the outward infinity of its
range is almost immaterial o it—only a consequence and, at
Most, a symptom.

The novel overcomes its ‘bad’ infinity by recourse to the
biographical Torm On the one hand, th scope of the world

i P iy o AT o

is limited by the scope of the hora's

_ ’s possible cxperiences and
its,

. mass is organised by the orientation of his development
cowards finding the Meaning of Tife in self-recogaiion: "gn

the other "mwnmg..._ﬂgmw&.m.ﬁmﬂm ly_heterogeneous mass of isolated

g e i B B R

persons, non-sensuous structures and meaningless events re-

i i R e - 2 A P A AN, [ s it ¢ 8
ceives a unified articulation by the relating of each mowmwmmm
A s T M T B s P{J}Jkri.i.rﬂml e Ty ﬁ.—i..:.}.u:i?ﬁ - e

eletieiit o the central character an the problem symbolise:
by the story of his Tife.

" The beginning and the end of ) novel, which
are determined by the beginning and end of the process
which supplies the content of the novel, thus become signifi-

e eR—— >

gt Jandmatks along a clearly mapped road. The movel in
itself and for itself is by no means “bound“to the natural

beginning and end of life—to birth and death; yet by the
points_at_which it begins and ends, it indicates the onl

bp— L= L e e ot e

essential segment of life, that seoment which is determined
T

miuﬂ:-ﬂ\é ———

y the QQE%#§§.|

the only thing worth the commitment
1

- At e

struggle will

= S-S

- | have ﬁmm.g.ﬁ.m.;maﬂ@? The process of finding out extends over

a lifetime, and its direction and Scope are given with its
normative content, the way towards a man’s recognition of
himself. The inner shape of the process and the most adequate

8o

before or after that segment only in perspective and only
as it relates to that problem; it tends to unfold its full epic

totality only within_that span”of Tife which is essential to it.

T AR et s T e gf T e e e e sl - .
¥ .

When the beginning and the end of this segment of Tife
do not coincide with those of a human life, this merely shows

F : 81
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development of a2 man is stll the thread upon which the

eSS A

whole_worldof .the.novel is _strung_and along which it

unrolls, but now this development acquires significance only

because it is typical of that system of ideas and o%.nmnnnam

aaaaa R e T T E——— e i —

ideals which regulatively determines the inner and outer
world of the novel.
( Wilhelm Meister’s, existence in literature stretches from

the point at Which his crisis in face of the given circum-

stances_of his Tife becomes acute to_the poimr at which he

A o S e A

,.m_s%ﬂra m;dmnmm_mﬁ%Emw..mmmmbhommmﬂn ﬁ_.o.__m..mm.nnoﬂgﬁ
et et S-APPLODEIALE, 0 his essence;
the underlying principle of this biographical structure is the
same as in Pontoppidan’s Hans im Gliick, which begins with
the hero’s first significant childhood experience and ends

with his death. In_either case the stylisation_differs radically

that the biographical form is oriented towards ideas: the

from that of the.epic.In the epic, the central figure and its
significant adventures“are a_mass organised in itself and for
itself, so that the beginning and the end mean something quite
different there, something essentially less important : they are
moments of mmmmms_.mmﬂwmmw 7/, homogeneous with other points
which are the high points of the whole; they never signify
‘anything more_than_the commencement or the resolution
of great U (o) L —

~ Once mofe Dante’s Position is a special one; in Dante,
principles of “stricturation which tend towards the novel

are re-transformed mmmmur in to_the epic. The beginning and
the end in Dante represent the decisive points of essential
life, and everything that can acquire significance by having
meaning conferred upon it takes place between those points;

before the beginning there lay unredeemable chaos, after

he ern _lrn%mgm&rﬁrﬁmﬁona%ggdw Tedemp- —

ton. But what is contained between the beginning and the
end escapes the biographical categories of the process:
it is the etermally existent becoming of ecstasy; whatever

the novel ‘might have taken hold of and structured is, in
82
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w@nmmo, condemned to absolute inessentiali v b

v,
i i SOV

m_.mimombnn of this experience, G i

: The novel comprises the essence of its totality between
(oo

5 ,_ﬁ_rn paramount

guning and the end, and thereby raises an individu
to the ‘infinite_heights of one . =
Lo _the 1 B _of one who must create an entire
HQ H..TH - T ..Mu_um n.....lns.l?.v..i..a!aa..!.gsu«ﬂ.ée#{tlfér).«u:&!}...icff‘e!r.
wor. ms..i.um. e s experience and who must maintain that
world in equilibriom=—] aights, which 'no epic individual, not

——— s e DA

u PIC ndividua
ﬁ%_u.,@mﬁo 3 moa_@_.._mmmm? because the epic individual owed
his significance to_the

race . i {
individualiy Bt et e earscdhim, 1ot to bis puge
eealty. but just Decause the novel can only comprise

he individual in"this way, he becomes a mere
and his central position in the work means only that he s

e g g S G 1 3 s e B s B U T

particularly “well “suited. to. Jeveal a certain problematic of

mmmvw. e e i
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THE CONDITIONING OF THE NOVETL

For the creative E&.&%&wemmmﬁ.o? the

X ; ; . Tt ~of E:m orm to what happens ‘to the idea life, of u
M.VR H; &a&me%@&&%@%& an&@&ox“n% Qn the cescribing the actual nature of this process and of oq&ummMm __
Novel and its Significance besomomcering it realiy. This rfigsion, however, in tum
i S | becomes an object Tor reflexion; it 15 seeell only om Tl
W\ ?wmm composiTION of the novel is the paradoxical fusion of 5 only subjective and postulative: it t0o, has a_certain destinys
~ | heterogencous and discrete components into an organic whole in a reality which is alien to it; and this destiny, now purely
18 then abolished over and over again _relation- reflexive and contained ithin the narrator himself, must alo
! _ships which create co fmm_ou between the abstract components TV i
are abstractly pure and formal, and the ultimate unifying :
| principle therefore has to be the ethic of the creative sub- ; —_— s_naivety \w\
| jectivity, an._ethic which the content reveals. But because suffers extreme violence and js changed into its opposite,
| this ethic must surmount itself so that the author’s normative (This is only another way of saying that pure reflexion i
__ objectivity may be realised, and because it cannot, when all ; profoundly inartistic.) And the hard-won_equalisation, the
|| is said and done, completely penctrate the objects of form- . = unstable balance of . mutually _surmounting._ reflexions —the
giving, and therefore cannot completely nd jtself of its sub- I second .uﬁﬁ@fﬁfgzﬁaﬁrn.rﬂmﬁmmhwf@mmmmmﬁwfmm oumi
ectivity and so appear as the immanent meaning of the a mcmﬁmﬁémcrmmgﬂn for the first: it makes form-giving possible!
\objective world—because of this, it_needs a_new ethical and it Hﬁmmwwmmﬁﬁoﬁérwﬁmmﬁg which
| pelf-correction, ggain determined by the work’s content, i | i€ 4o 0 points eloquently at the sagrifice. that has had. o
\\ww % L TETE _wmmJnmnﬂ”\ﬁg‘ﬁmwm. create a proper balance, be made, at the paradise forever lost, mom.mrﬂﬂm%wmﬂmn _
SIS incoraction of two ethical complexes, their duality as to mmamnszﬂzg vain search and thep the resignation with which

1t is abandoned make the circle that completes the form.
“The novel is the Torm of mature virility : its author has '
lost the poet’s radiant youthful faith ‘that destiny and soul are

mmH.B and_their unity Jn being given form, is t i
i which is the normative mentality of the novel. The

novel is_condemned to great complexity by the structure of

o —

its given nature. What happens to an idea in the world of
reality need not become the object of dialectical reflexion

e

twin names for a single concept’ (Novalis); and the deeper

o

and more painful his need to set this most essential creed of

in every kind of literary creation in which an idea is given 3 all literature as a demand against life, the more deeply and
form as reality. The relationship between idea and reality can painfully he must learn to understand that it is only a demand
be dealt with by means of purely sensuous form-giving, and and not an nm‘nnmﬁn. reality is-ins “ his-iren .+ ireCre
then—no—empty space or distance is left_between the two T both at his heroes, Wwho, inl"their vmo&omzwﬁmmmmm.%
which would have to be filled with the author’s consciousness fulness, are destroyed by trying to turn his faith into reality,
and wisdom. Wisdom can be expressed through the act of : and against his own wisdom, which has been forced to see the
form-giving: it can conceal itself behind the forms and does usclessness of the struggl c.and_the. final_vic tory of realiy. |
not necessarily have to surmount itself, as irony, in the work. . Hnmmwm, the irony is a double one in both directions, Ir extends h
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THE CONDITIONING OF THE NOVEL

from the demon’s viewpoint, the .affairs_of. suchs us«oﬂ
N ———— e - T

appear purely senseless. The demon’s power remains cffective .

because it cannot be oqnmmmm?mw the passing of the old god
supports the being of the new; and for this reason the one -
possesses the same valency of reality (in the sphere of the only -
essential being, which is metaphysical beirig) as the other.
‘Tt was not divine,’ Goethe wrote about the daemonic, ‘for
it seemed ‘irrational: it was not human, for it had 1o reason;
‘not devilish, for it was beneficent; not angelic, for it often
allowed room for malice. It resembled the accidental,- for
it was without consequence; it looked like providence, for it
hinted at hidden connections, Everything that restricts us
seemed permeable by it; it seemed to arrange at will the
necessary elements of our existence; it contracted time, it
expanded space. It seemed at ease only in the im 0ssible, and
it thrust the possible from itself with contempt,’

_But there is an essential aspiration of the soul which is.con-
n.m.m.mm."miﬁﬁm@iﬁmmrmwo essential, no matter where it comes
Tor riz.m,.ﬁnm%w there is a nostalgia of the soul when

X e soul must, Wit

: Intention to adapt to a world
‘which is+arstranger ‘to ideals, to abandon the unreal ideality
- ‘of the soul for the sake of achieving mastery over reality. And
. whilst irony depicts reality as ictorious, it reveals not only
- that reality 15 as nothing i face of 1ts defeated opponent,
ot only that the victory of reality can never be a final one,
Fthat it will always, again and again, be challenged by Tew
A...wvo:_oum of the amm»%ﬁ also that reality owes its advantage

‘ot 50 much to its Gwn strength, wWhich is 00 crude and
directionless” to maintain the advantage, as to the inner
a@c h necessary) problematic of the soul weighed down
by its ﬁmnmw_.

‘Lhe_melancholy of the adult state arises from our dual,
conflicting exper at, on e e hand, our absolute,

g i

icting experience that, on il :
‘youthful confidence in an inner voice has diminished or died,
and, on the other ‘hand, that the outside .%.o.HE, to which we

now devote ourselyes in our desire to learn its ways and

il B i P R o i A " sy i o Sy
dominate it will never speak to us in a voice that will n_mmm%

tell us our way and determine our goal. The heroes of youth -

the longing for home is 5o violent

blind_imperuousness, take the first nath that seems to lead
rr p——

2are guided by the gods: whether what awaits them at the here; and so_powerful is this_ yearning_ that it can always
end of the road are the embers of annihilation or the joys pursue 1ts road to the end. For such a soul, every road leads
of success, or both at once, they never walk alone, they are to the essence—leads home—for . _selfhood s

always led. Hence the deep certainty with which they
Pproceed: they may weep and mourn, forsaken by everyone,
on a desert island, they may stumble to the very gates of hell
in desperate blindness, yet an atmosphere of security always ing, : : the
‘surrounds them; a god always plots the hero’s paths and hierarchy of the ugher worlds; i it there is no mom and 1o,
always walks ahead of him. demon, for H.:m 0 vorld is-enly the oc .....EF..\mE.lﬂﬂnﬂf.: rerened
——Fal mﬁﬂTgﬁplgmﬁﬁéw Soul-tofind- : _ _a_hero;:

become demons; their power is cffective and alive, but it no and for jtself
longer penetrates the world, or does not yet.do so: theworld by meaning;

. #”lt - T
its home. That Is_why tragedy knows no real difference
between God and demon, whereas, if a2 demon enters’ the

domain of the epic at all, he has to be 4 owerless, defeated

higher being, a_deposed divinity. Tragedy destroys

¢
» It 1s netther perfectly nor imperfectly pencirated- 70
it is a tangle of blind happenings, indifferent to B

L e

has ling, a_causality, which is incompre- objective ﬂc.mn._.um. .moﬁdm of meaning. But nmm...mo\._.: szmmow:mm ]
hensible to_the vital, effective force of a god-become-demon;. every happening into destiny, and the soul alone does: this o
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monmﬁu%onm.Oi%ﬁromgnﬁmm&wmmoqﬂ.éwﬂu .ﬁ.rn
.&uﬁm&naominm:mmvanoao qm:mnmmmobpmomﬂu%mam
_demons appear on the stage; it is only in .ﬁro drama of grace
that the zabula rasa of the higher world is filled once more
with superior and subordinate figures.

I vel is the epic of a world that has been .mvmnﬂwo:&
by God. "TTe novel hero’s psychology 1s demonic; the ob-
jectivity of the novel is the Emhcfahiﬂmuwm know &MW that
meaning can never quite penetrate reality, but ﬁrm.p without
meaning, reality would disintegrate into the no%ﬁmmnmm.opn
wmmu.mnbmw:%. These are merely &mnwosm.émxm .om saying
the same thing. They define the productive limits of the
possibilities of the novel—limits which are aamé.: m_”.oﬂ
within—and, at the same time, they define the historico-
....E.chmfm_,.. ] 1) oment at which great novels @oowaﬁm possible,
AThieh ¢ \ey grow into a symbol of the essential m:.bm that.
needs to be suid. The mental attitude of the novel 1s Snm_m.
maturity, and the characteristic structure wm its matter is dis-
creteness, m‘mna separation between in griorit 1 _..u_@_,m. ﬁh_E.mm
~T'go to prove my soul,” says waoénﬁmm aracelsus, and 1

the marvellous line is out of place it is only because it is

spoken by a dramatic hero. The &m:._.mmm\.rmwo knows no
adventure, for, through the force of his attained soul that
is hallowed by destiny, the event -which should have been
his adventure becomes destiny upon the merest contact
with that soul, becomes a simple occasion for him to prove
himself, a simple excuse for disclosing what was prefigured

.1s.the product of ‘the antagon-

i
v e T Y

u of soul and world, the agonising

in the act of his attaining the soul. Lhe.dramatic hero knows

- - .

THE CONDITIONING OF THE NOVEL

his inner security is given a prior, beyond the reach of any
test or proof; the destiny-formi g event is, for him, only g
symbolic objectivation, a profound and dignified _nonmamm%..,.\.
(The essential inner stylelessness of modern drama, and of
Ibsen in particular, derives from the fact that hig major
figures' have to be tested, that they sense within themselves
the distance between themselves and their soul, and, in ‘their
desperate desire. to pass the tests with which events confront
them, try to bridge that distance. The heroes of modern
drama experience the preconditions of drama; the drama iself
unfolds in the process of stylisation which the dramatist
should have completed, as 3 phenomenological precondition
of his work, before beginning to write it.)
| tells of the adventure of interiorit ; the con-
tent of the novel is the story of the sou
itself, that secks -adventures in order to - Be proved and
fested by them, and, by provine iself, to find its own
essence. The inner security of the epic world excludes ad-
venture in this essential sense: the heroes™of the epic live
through a whole variety of adventures, but the fact that they
will pass the test, both inwardly and outwardly, is never in
doubt; the world-dominating gods must always triumph oyer
the demons (‘the divinities of impediment’, as Indian myth-
ology calls them). Hence the passivity of the epic hero that
Goethe and Schiller insisted on:' the adventures that fill and
embellish his life are the form taken by the objective and .
extensive totality of the world ; he himself is only the luminous:
centre around which this unfolded totality revolves, the in-
wardly most immobile point of he world
imm,m,.,.mﬂ contrast, the novel h

between psyche-and—sou “and—the—tragic-Nero_has attained

there ore_does not know any hostile reality:
everything exterior is, for him, merely an expression of a pre-
determined- and- adequate destiny. Therefore the dramatic
hero does not set out to prove himself: he is a hero because

88

SIty; 1t characterises the her I

to the ocﬂm.mm.nwl%mmﬁ.rqﬁﬂ novel hero ¢

passive: that is why hi: DASSIVILY has : | ¢ psychological
Iological nature and represents a_distinot Lype in the

structural possibilities of the novel,
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