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Dedication 

There is nothing more fragile than the word, and Bakhtin's was 
almost lost. This translation is dedicated to those devoted Rus
sian scholars who gave so generously of themselves to Mikhail 
Mikhailovich the man and to the cause of preserving dialogue. 





CONTENTS 

Acknowledgments [xi] 

A Note on Translation [xiii] 

Introduction [xv] 

Epic and Novel [3] 

From the Prehistory of Novelistic Discourse [41] 

Forms of Time and of the Chronotope in the Novel [84] 

Discourse in the Novel [259] 

Glossaiy [423] 

Index [435] 





ACKNOWLEDGMENTS 

Thanks are due first of all to the Executors of the Bakhtin A:r.
chives, Vadim. Kozinov and Sergej Bocorov. Their devotion to 
Bakhtin is matched only by their generosity toward those who 
would study him. To I. R. Titunik we owe a special debt of grati
tude. He read large parts of the first draft of this translation and 
if, as we hope, there were improvements in subsequent drafts, it 
is because we constandy had his image before us, the threat 
of one of his red-penciled "ughs" or "cute, but wrong, utterly 
wrong" in the margin. The high standard of scholarship as well as 
translation that he has established in his own work was a con
stant inspiration to us. He did not see the final version and there
fore cannot be charged with any inaccuracies, all of which are our 
own responsibility. Thanks also to the many scholars from vari
ous departments who helped us in the task of identifying some of 
Bakhtin's more recherche examples: to Millicent Marcus in Ital
ian; Robert Hill in French; James Wimsatt, Medievalist, in En
glish; Robert Mollenauer in German; Michael Gagarin and Carl 
Rubino in Classics, all of the University of Texas. Thanks also 
to Vadim Liapunov of the Slavic Department, Indiana University, 
to whom we turned when all else failed. We are grateful as well to 
Uya Levin and Sofia Nikonova who played the role of native 
speakers, with resource and wit. 

Preparation of the manuscript was particularly complex due to 
the many languages, two sets of footnotes and so forth. We could 
not have done it without Elaine Hamilton. The person who has 
borne with this for three years now and still had the patience and 
dedication to come in on weekends when it was necessary to re
type yet another version of some arcane passage is Gianna 
Kirtley. The National Endowment for the Humanities and the 
University Research Institute at the University of Texas provided 
generous grants to support this translation. 



(:xii) ACKN OWLEDGMENTS 

This book is also a sponsored activity of the Institute of Mod
ern Russian Culture at Blue Lagoon, Texas. 

Thanks as always to Katerina Clark, who was ready to give help 
whenever it was needed, whether it was a technical term in Rus
sian or a word of encouragement in English. Thanks to Snugli 
Cottage Industries. Thanks finally to the anonymous donor 
whose Medician gesture made not only this book but the whole 
series in which it appears possible. 



A NOTE O N  TRAN SLATION 

The IPA transcription system is used in this book, except in those 
cases where a word or a name has entered general English usage 
via· another system {i.e., Bakhtin, not Baxtin). 

Bakhtin's footnotes are indicated by superscript numbers; the 
editor's footnotes are indicated by superscript letters. 

This book contains four essays that originally appeared in 
Voprosy -li.t.u.at.u.r.y-t-�. {Mo��_gw, !215 ). Two additional es
says are not included here, beCaiise they either have already been 
translated into English or do not bear direcdy on the theme unify
ing the other four, the novel and its .relation to languase. 

The 11Translator's Note" to non-Russian versions of Bakhtin's 
works has become a genre in its own right. More often than not, 
the peculiarity of Bakhtin's Russian is invoked to justify a certain 
awkwardness in the translated text. We believe the matter is 
more complicated . Bakhtin himself provides the best context for 
perceiving the true nature of the problem in the distinction he 
draws between 11§tyle" and "language" -especially as it pertains 
to the 11image of a lang:u��.:.'' We have sought to make a transla
tion at the level of images of a whole language (obraz jazyka). 

The translations are complete. Bakhtin is not an efficient 
writer, but we believe he pays his way. 

* * * 

Since junior members of team projects frequendy receive less 
credit than is their due, I wish to emphasize that this translation 
is the result of a real dialogue: Caryl Emerson and I went over 
every word of Bakhtin's text together. 

MICHAEL HOLQUIST 





INTRODUCTION 

I 

Mikhail Mikhailovich Bakhtin is gradually emerging as one of 
the leading thinkers of the twentieth century. This claim will 
strike many as extravagant, since a number of factors have until 
recently conspired to obscure his importance. Beyond the diffi
culties usually attending the careers of powerful but eccentric 
thinkers, there are, in Bakhtin's case, complications that are 
unique. Some of these inhere in his times: his two most produc
tive periods occurred during the darkest years of recent Russian 
history: the decade following 1917, when the country reeled un
der the combined effects of a lost war, revolution, civil war and 
famine; and the following decade, the thirties, when Bakhtin was 
in exile in Kazakhstan, and most of the rest of Russia was hud
dling through the long Stalinist night. It was in these years that 
Bakhtin wrote something on the order of nine large books on top
ics as major and varied as Freud, Marx and the philosophy of lan
guage. Only one of these I the Dostoevsky book) appeared under 
his own name during these years. Three others were published 
under different names (see section ill of this introduction); some 
were partially lost during his forced moves; some disappeared 
when the Nazis burned down the publishing house that had ac
cepted his large manuscript on the Erziehungsroman; some were 
"delayed" forty-one years in their publication when journals that 
had accepted manuscripts were shut down, as happened to the 
Russian Contemporary in 1924; others, such as the Rabelais 
book, were considered too aberrant for publication, due to their 
emphasis on sex and body functions I see section II of this 
introduction) .  

Another factor that has clouded perception of the scope of 
Bakhtin's activity in the anglophone world,· at least, is the tradi-
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tion in which h e  was working. H e  was trained as a classicist dur
ing a period when the German model of philology dominated 
Russian universities; thus he inherited a certain heaviness of 
style and a predilection for abstraction that English or American 
readers, accustomed to a more essayistic prose, sometimes find 
heavy going. Bakhtin's style, while recognizably belonging to a 
Russian tradition of scholarly prose, is, nevertheless, highly idio
syncratic. Language in his texts works somewhat as language 
does in the novel, the geme that obsessed him all his life: accord-

' ing to Ian Watt ( The Rise of the Novel), "the geme itself works by 
exhaustive presentation rather than by elegant concentration." 
The more we know about Bakhtin's life, the clearer it becomes 
that he was a supreme eccentric, of an order the Russians express 
better than we in their word cudak, which has overtones of such 
intense strangeness that it borders on cudo, a wonder. And this 
peculiarity is reflected not only in the strange history of his texts 
(why, ultimately, did he publish under so many namesn but in 
his style as well, if one may speak of a single style for one who 
was so concerned with "other-voicedness." Russians immedi
ately sense this strangeness: again and again when we have gone 
to native speakers with questions about a peculiar usage of a fa
miliar word or an unfamiliar coinage, the Russians have thrown 
up their hands or shaken their heads and smiled ruefully. 

Another difficulty the reader must confront is the unfamiliar 
shadings Bakhtin gives to West European cultural history. He 
tends to ignore the available chapterization into familiar periods 
and -isms. It is not so much Periclean Athens or Augustan Rome 
that attracts him as it is the vagaries of the Hellenistic age. He is 
preoccupied by centuries usually ignored by others; and within 
these, he has great affection for figures who are even more 
obscure. A peculiar school of grammarians at Toulouse in the sev
enth century A.D. may appear to others as an obscure group work
ing in a backwater during the darkest of the Dark Ages; for 
Bakhtin the work of these otherwise almost forgotten men con
stitutes an extremely important chapter in the human struggle to 
accommodate the mysteries of human language. He keeps re
turning to the Carolingian Revival or the interstitial periods be
tween the Middle Ages and the Renaissance. When he does cite a 
familiar period, he often tends to isolate an otherwise obscure fig
ure within it-thus his focusing on Pigres of Halicarnassus or Ion 
of Chios among the Greeks, on Varro among the Romans; when 
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dealing with the nineteenth century, it is the relatively un
familiar Wezel or Musaus he cites. 

Bakhtin throws a weird light on our received models of intel
lectual history. It is as if he set out to camivalize-to use a verb 
that has become modishly transitive due to his own work on 
Rabelais-the normal periods and figures we use to define the re
lay of culture. Clearly, one could make such a perverse undertak
ing pay its way only if possessed of two prerequisites: enormous 
learning and a theory capable of sustaining a balance between 
such an aberrant history and more conventional historical 
models. 

Of Bakhtin's preternatural erudition there can be no doubt-he 
belongs to the tradition that produced Spitzer, Curti us, Auerbach 
and, somewhat later, Rene Wellek. Many times when we have 
consulted specialists in the various fields from which Bakhtin so 
easily draws his recherche examples, it was only to be told that 
such and such a work did not exist, or, if it did, it was not "charac
teristic." A few days later, however, after some more digging or 
thinking, the same specialist would call to say that indeed there 
was such a work, and, although little known even to most ex
perts, it was the most precisely correct text for illustrating the 
point Bakhtin sought to make by invoking it. 

He has, then, a knowledge of West European civilization de
tailed enough to permit him to use traditional accounts as a di
alogizing background to sustain the counter-model he will pro
pose. And that counter-model is motivated by a theory that can 
rationalize not only its own subversions, but the effects of main
stream traditions as well. 

I say theory and not system-the two do not always go hand in 
hand-because Bakhtin's motivating idea is in its essence op
posed to any strict formalization. Other commentators, such as 
Tsvetan Todorov in a forthcoming book devoted to Bakhtin, have 
seen this as a weakness in his work. They have come to this con
clusion, I believe, because they bring to Bakhtin's work expecta
tions based on the kind of thinking characteristic of other major 
theorists who engage the same issues as Bakhtin. 

Bakhtin is constantly working with what is emerging as the 
central preoccupation of our time-language. But unlike others 
who have made substantial contributions to our understanding of 
language in the twentieth century-Saussure, Hjelmslev, Ben
veniste and, above all, Roman Jakobsen (all of whom·are system-
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atic to an extraordinary degree)-Bakhtin is not. If you expect a 
Jakobsonian order of systematicalness in Bakhtin, you are bound 
to be frustrated. This does not mean, however, that he is without 
a peculiar rigor of his own. It is rather that his concept of lan
guage stands in relation to others lof the sort that occupy lin
guists) much as the novel stands in opposition to other, more for
malized genres. That is, ��Ju.wel-as Bakhtin more than anyone 
else has taught us to see-do_es not lack its organizing princi�, 
bJJ.! th.�!-��of a_Q!tf�J,:e�� O!� from those regulating so�ets� 
odes. It may be said Jakobson works with poetry because lie has a 
Pushkinian love of order; )B"illtin, on the contrary, loves novels 
because he is a baggy monster.J 

At the heart of everything Bakhtin ever did-from what we 
know of his very earliest !lost) manuscripts to the very latest I still 
unpublished) work-is a J&ghly.Jll_�.tinctive c.oncept 9f la�guage. 
The conception has as its enabling a priori an almost Manichean 

1 sense of opposition and struggle at the heart of existencefacease-' less battle between centrifugal forces that seek to keep things 
apart, and centripetal forces that strive to make things cohere. ; 
This Zoroastrian clash is present in culture as well as nature, and 
in the specificity of individual consciousness; it is at work in the 
even greater particularity of individual utterances. The most 
complete and complex reflection of these forces is found in 
human language, and the best transcription of language so und�r
stood is the novel. 

Two things must immediately be added here. First, while lan
guage does serve to reflect this struggle, it is no passive stuff, no 
mere yielding clay. Language itself is no less immune from the 
effects of the struggle than anything else. Its nature as a system is 
even more fraught with the contest, which m� be why it oc
cupies so central a place in the activity of mind\J:Sakhtin, need it 
be said, is not working in this dichotomy of forces with the kind 
of binary opposition that has proved so important in structuralist 
linguistics land so seductive to social scientists and humanists 
lusting for a greater degree of systematicalness). That opposition 
leads from human speech to computer language; it conduces, in 
other words, to machine� Bakhtin's sense of a duel between 
more widely implicated forces leads in the opposite direction and 
stresses the fragility and ineluctably historical nature of lan
guage, the coming and dying of meaning that it, as a phenome
non, shares with that other phenomenon it ventriloquates, man. \ 
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Secondly, language must not be understood in these essays in 

the restricted sense in which it occupies professional linguists. 
As Bakhtin says lin "Discourse in the Novel"), "At any given mo
ment . . . a language is stratified not only into dialects in the 
strict sense of the word ji. e., dialects that are set off according to 
formal linguistic [especially phonetic] markers), but is . . .  strat
ified as well into languages that are socio-ideological: languages 
belonging to professions, to genres, languages peculiar to particu
lar generations, etc. This stratification and diversity of speech 
[ raznorecivost'] will spread wider and penetrate to ever deeper 
levels so long as a language is alive and still in the process of 
becoming." 

The two contending tendencies are not of equal force, and each 
has a different kind of reality attaching to itt cent� .. !�:K�Jorce�7are 
clearly more powerful and ubiquitous-theiis is the r�W-�f ac
tual articulation. They are always in praesentia; they determine 
the way we actually �xperience language as we use it-and are 
used by it-in the dense particularity of our everyday lives. Uni
fying, centripetal forces are less powerful and have a complex on
tological status.lfheir relation to centrifugal operations is akin to 
the interworking that anthropologists nominate as the activity of 
culture in modeling a completely different order called nat� As 
Bakhtin say.s jagain in "Discourse"): "A unitary language is not 
something that is given [dan], but is in its very e�sence some
thing that must be posited [zadan]-at every momen,t in the life 
of a language it opposes the realities of heteroglossia [ raznorecie], 
but at the same time the [sophisticated] ideal [or primitive delu
sion] of a single, holistic language makes the actuality of its pres
ence felt as a force resisting an absolute heteroglot .state; it posits 
definite boundaries for limiting the potential chaos of variety, thus 
guaranteeing a more or less maximal mutual understanding . .. . " 

The term Bakhtin uses here, "heteroglossia" [ raznorecie), is a 
master trope at the heart of all his other projects, one more funda
mental than such other categories associated with his thought as 
"polyphony" or "carnivalization." These are but two specific 
ways in which the primary condition of heteroglossia manifests 
itself. Heteroglossia is Bakhtin's way of referring, in any utter
ance of any kind, to the peculiar interaction between the two fun
damentals of all communication. On the one hand, a mode of 
transcription must, in order to do its work of separating out texts, 
be a more or less fiXed system. But these repeatable features, on 
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the other hand, are in  the power of the particular context in 
which the utterance is made; this context can refract, add to, or, 
in some cases, even subtract from the amount and kind of mean
ing the utterance may be said to have when it is conceived only as 
a systematic manifestation independent of context. 

This ext!aor�� �en!!tivity to the immense pJ�ality of_g�ence more than anything else distinguishes Bakhtin from 
o er modems who have been obsessed with language. I empha
size experience here because Bakhtin's basic scenario for model
ing variety is two actual people talking to each other in a specific 
dialogue at a particular time and in a particular place. But these 
persons would not confront each other as sovereign egos capable 
of sending messages to each other through the kind of unclut
tered space envisioned by the artists who illustrate most receiver
sender models of communication. Rather, each of the two per
sons would be a consciousness at a specific point in the history of 
defining itself through the choice it has made-out of all the pos
sible existing languages available to it at that moment-of a dis
course to transcribe its intention in this specific exchange. 

The two will, like everyone else, have been hom into an en
vironment in which the air is already aswarm with names. Their 
development as individuals-and in this Bakhtin's thought paral
lels in suggestive ways that of Vygotsky in Russia (see Emerson, 
1978) and Lacan in France (see Bruss, in Titunik's translation of 
Volosinov's Freudianism, 1976)-will have been prosecuted as a 
gradual appropriation of a specific mix of discourses that are capa
ble of best mediating their own intentions, rather than those 
which sleep in the words they use before they use them. Thus 
each will seek, by means of intonation, pronunciation, lexical 
choice, gesture, and so on, to send out a message to the other 
with a minimum of interference from the otherness constituted 
by pre-existing meanings (inhering in dictionaries or ideologies) 
and the otherness of the intentions present in the other person in 
the dialogue. 

Implicit in all this is the notion that all transcription systems
including the speaking voice in a living utterance-are inadequate 
to the multiplicity of the meanings they seek to convey. My voice 
gives the illusion of unity to what I say; I am, in fact, constantly 
expressing a plenitude of meanings, some intended, others of 
which I am unaware. (There is in this obsession with voice and 
speech a parallel with the attempts of two important recent 
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thinkers-both in other ways very different from Bakhtin-to 
come to grips with the way intimacy with our own voice conduces 
to the illusion of presence: Husser! in the Logical Investigations 
and Derrida in his 1967 essay "Speech and Phenomenon/') 

It is the need to confront this multiplicity in a principled way 
that impels Bakhtin to coin some of his more outre terms 
!the word "heteroglossia" itself, "word-with-a-loophole,""�
with-a-sidewards-glance�' "intonational quotation marks" and so 
forth). He uses these rather than the more conventional terminol
ogy we associate with a linguistic concern for language first of all 
because traditional linguistics has taken little heed of the prob
lem of alterity in language. Bakhtin, like_Aystin jHow to Do 
Things with Words, 1962),�� ( Speech Acts, 1969) and par
ticularly Grice jthe legendary but still unpublished 1967 James 
lectures O'ii'f<fglC and Conversation), stresses the speech aspect of 
language, utterance, to emphasize the immediacy of the kind of 
meaning he is after. He dOes so as well to highlight his contention 
that language is never-except for certain linguists-what lin
guists say it is. There is no such thing as a "general language," a 
language that is spoken by a general voice, that may be divorced 
from a specific saying, which is charged with particular over
tones. (Language, when it means, is somebody talking to some
body else( even when that someone else is one's own inner 
addressee1 

Bakhtin's t_l,t�ory of. metalanguage is extremely complicated 
and deserves detailed study. I have merely alluded to it here in 
order to provide a context for the more particular subject matter 
unifying these four essays-the novel. I began with Bakhtin's in
sistence on the primacy of speech because what he has to say 
about novels is incomprehensible if the emphasis on utterance is 
not always kept in mind. In section IV we shall once again take 
up the relationship between Bakhtin's ideas about language and 
his distinctive theory of the no.vel!s.extraliterary._imllO.xt.a.nce. 

II 

Bakhtin was Eorp. 16 Novembe:(iB9�in Orel into an old family of 
the nobility, dating from at leastllie fourteenth century, that no 
longer owned property at the time of his birth. Bakhtin's father 
was a bank official who worked in several cities as Mikhail 
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Mikhailovich was growing up. The early years of his childhood 
were spent in Orel, then in Vilnius (Lithuania)' and finally Odessa, 
where he finished the gymnasium and entered the historical and 
philological faculty of the local university in 1913. He soon trans
ferred to Petersburg University, where his brother Nikolaj !later 
professor of Greek and'"Ii.nillistics at Birmingham University) 
was a student. 

It was an exhilarating time to be in St. Petersburg. There was 
the stimulation of attacks and counterattacks by Symbolists, Ac
meists and Futurists in poetry. Criticism, too, took on a new 
urgency and glamor: the very year Bakhtin came to the city 
Shldovsky published the article that was to be the first salvo in 
the battles that raged around the Formalists. The university was 
an especially exciting place to be, notably in the areas of Bakh
tin's interests. D. K. Petrov, the distinguished Hispanist and stu
dent of Baudouin de Courtenay, the philosopher A. I. Vvedenskij 
and Aleksandr N. Veselovskij, a founder of the modem study of 
comparative literature, were teaching at this time. But Bakhtin 
was influenced particularly by the great classicist F. F. Zelinskij; 
some of Bakhtin's key concepts can be traced back to suggestions 
in Zeli.D.skij's works, primarily those dealing with the Roman or
atorical tradition. Dur!r.!g the��_ye.a{s Ba.kh1:Jida.id. th.�Jgy.m!a
ti��s o! hi!! p�di&!>u� !9tow:l�d� qf.philo�gp);l,y, �spe<?t@_y_cla!'.!i· 
cal and German thinkers. Vvedenskij was the leading Russian 
iGD.tian, and N� 0. Losskij, another of Bakhtin's teachers, had 
studied under Windelband and Wundt. In 1918 Bakhtin finished 
the university and moved to Nevel', a west Russian city, where he 
taught school for two years. 

It was here that the members of the first "Bakhtin Circle" (with 
the exception of P. N. Medvedev, who became associated with it 
in 192.0 in Vitebsk) came together: Lev Pumpianskij, later pro
fessor in the Philological Faculty at Leningrad University; V. N. 
Volosinov, later a linguist, but at this time a musicologist and 
would-be Symbolist poet; M. V. T'udina, later one of Russia's great
est concert pianists; I. I. Sollertinskij, later artistic director of the 
Leningrad Philharmonic; and B. M. Zubakin, archeologist, Ma
son and grand eccentric. There were others as well who attended 
discussions less frequently, but who shared the passionate inter
est of the group in threshing out literary, religious and political 
topics. But the most frequent topic of discussion, the subject of 
most burning concern for the majority of the group-certainly for 
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Bakhtin-was German philosophy. At this point Bakhtin thought 
of himself essentially as a @lliQsop;b.er and not as a literary 
scholar. 

A very important member of the group for him, then, was 
Matvej Isaic Kagan, later an editor of the monumental Encyclope
dia of Soviet Energy Resources, but at this time still a profes
sional philosopher-a philosopher, moreover, who had just re
turned from Germany, where he had spent almost ten years 
studying at Mar burg and Berlin. He had been close to the Mar burg 
Neo-Kantians : he translated Natorp and was highly thought of by 
Hermann Cohen and Ernst Cassirer. �� was Bakhtin's best 
friend in these years, in some ways fil mg t e personal and intel
lectual gap left by the departure of Bakhtin's brother, Nikolaj. We 
can see traces of Kagan's influence in the concern for such Neo
Kantian preoccupations as axiology and the need to rethink the 
mind/world opposition that are present in Bakhtin's first pub
lished work, "Art and\Responsibility." This small 1919 piece is ac� 
tually a precis of a major work on moral philosophy to which 
Bakhtin devoted himself while in Nevel' that was never pub
lished (except in portions, and then only sixty years later, in 
19791· 

In 1920 he moved to Vitebsk, in the same general area. Vitebsk 
was at that time a cultural boom town, an island of light in the 
dark currents of revolution and civil war, a refuge for such artists 
as El Lisitskij, Malevich and Marc Chagall. Several prominent 
scientists also lived in the Belorussian city at this time, as well 
as leading musicians from the former Mariinskij Theater who 
taught at the Conservatory. A lively journal, Iskusstvo, was 
started, and there were constant lectures and discussions. 

Two events of great personal importance occurred during the 
Vitebsk period: in 1921 Bakhtin married Elena Aleksandrovna 
Okolovic, who was indispensable to him until her death in 1971; 
and in 1923 the bone disease that was to plague Bakhtin all his 
life-and that would lead to the amputation of a leg in 1938-
made its first appearance. In 1924 Bakhtin moved back to Lenin
grad, working at the Historical Institute and consulting for the 
State Publishing House. Bakhtin was finally moved to let some of 
his work see the light of day. 

In the fate of an early article we can see the emergence of a 
vicious pattern that was to repeat itself throughout his life: con
tinually, Bakhtin's manuscripts were suppressed or actually lost, 
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by chance or by the opposition of determined enemies. Just as 
Bakhtin's "On the Question of the Methodology of Aesthetics in 
Written Works" was about to appear, Russkij sovremennik, the 
journal that had commissioned the piece, ceased publication. 
Thus this seminal work was not published until fifty-one years 
later. These were nevertheless fruitful years for Bakhtin, during 
which he continued his constant discussions, now with a circle 
made up of such friends and followers as the poet N. A. Kljuev, 
the renowned biologist I. I. Kanaev, the experimental writers 
Konstantin Vaginov and Daniil Kharms, the Indologist M. I. 
Tubianskij. 

Although Bakhtin had been studying and thinking ceaselessly 
during these years, his first major published work finally ap
peared only in 1929, the magisterial Problems of Dostoevsky's 
Art, in which Bakhtin's revolutionary concept of "dialogism" 
(polyphony) was first announced to the world. The book, contro
versial as only a radically new vision of an old topic can be, was 
nevertheless well received. Some !including the Minister of Edu
cation and the leading Party intellectual Anatoly Lunacharsky) 
even recognized it to be the revolutionary document that it has 
indeed proved to be. The impact of the book was muffled, how
ever, because just as it appeared, Bakhtin was sent to the wilds of 
Kazakhstan. He spent the next six years in exile as a bookkeeper 
in the obscure town of Kustanaj. Several of his closest associates 
disappeared forever during the purges of the late 1930s. Bakhtin 
somehow continued to work even in Kustanaj, and several of his 
most important essays, such as "Discourse (Slovo] in the Novel," 
were written during these years. He was supplied books from the 
Saltykov-Shchedrin Library in Leningrad and the Lenin Library in 
Moscow by his friends. 

In 1936 he was able to teach courses in the Mordovian Ped
agogical Institute in Saransk and·in 1937 moved to the town of 
Kimry, two hundred kilometers from Moscow, where he finished 
work on a major book devoted to the eighteenth-century German 
noveliErziehungsroman ) . This manusciipt was accepted by the 
Sovetskij Pisatel' Publishing House, but the only copy of it disap
peared during the confusion of the German invasion-yet an
other example of the hex at work in Bakhtin's publishing career. 
The only other copy of this manuscript Bakhtin-an inveterate 
smoker-used as paper to roll his own cigarettes during the dark 
days of the German invasion !which gives some idea, perhaps, of 
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how cavalierly Bakhtin regarded his own thoughts once they had 
already been thought through). It was only after the most stren
uous arguments by Vadim Kozinov and Sergej Bocarov that 
Bakhtin could be persuaded first of all to reveal the whereabouts 
of what unpublished manuscripts he had lin a rat-infested wood
shed in Saransk) and then to permit them to be retranscribed for 
publication. 

From 1940 to the end of World War II Bakhtin lived in the en
virons of Moscow. In 1940 he had submitted a long dissertation on 
Rabelais, but it could not be defended until after the war was 
over.(In 1946 and 1949 his defense of the dissertation split the 
Moscow scholarly world into two camps: the original and unor
thodox manuscript was accepted by the official opponents ap
pointed to preside over the defense, but other professors felt 
strongly enough about Bakhtin to intervene against its accep
tance. There were s�veral stormy meetings lone lasting seven 
hours) until the government finally stepped in: in the end the 
State Accrediting Bureau denied his doctorate. Thus Rabelais 
and Folk Culture of ih.e Middle Ages and Renaissance, which has 
since gone through many editions in several languages, h� to 
wait until 1965, nineteen years later, before it was publishecy 

But Bakhtin's friends were no less determined than his en
emies, and a group that had been attracted to him during his stay 
in Saransk in 1936 now invited him back to be the chairman of 
the General Literature Department. Thus began Bakhtin's long 
and affectionate relationship with the institution that, when it 
was upgraded from teacher's college to university in 19 57, made 
him head of the expanded Department of Russian and World Lit
erature. A beloved teacher himself !whenever he lectured the hall 
was sure to be crowded), he influenced generations of young peo
ple who went out to teach. In August of 1961 Bakhtin was forced 
to retire due to declining health. In 1969 he returned to Moscow 
for medical treatment, living in the city until his death on 7 
March 1975. 

These 1'i!st -years were busy and fulfilling for Bakhtin, finally 
bringing him the fame and influence he so long had been denied. 
A group of young scholars at Moscow University Iunder V. Tur
bin) and at the Gor'kij Institute, most notably V. Kozinov and 
S. Bocarov I yet another Bakhtin Circle), energetically took up his 
cause. He was also aided by the eminent linguist and theoreti
cian, V. V. Ivanov. The Dostoevsky book was republished in 1963, 
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largely due to the extraordinary efforts of  Kozinov, whose role in 
this affair does him honor. Its appearance created a sensation that 
helped to rekindle interest in basic questions of literary study. In 
196 5 the Rabelais book was published following a series of pro
grammatic articles in leading journals. In 197 5 a collection of 
Bakhtin's major essays outlining a historical poetics for the 
novel, Questions of Literature and Aesthetics (from which the 
four essays in this volume are taken), came out soon after his 
death. Just before he died he learned that Yale University was try
ing to arrange for him to be awarded an honorary degree. 

III 

There is a great controversy over the authorship of three books 
that have been ascribed to Bakhtin: Freudian��:p7_!1927) and 
1!1�szn CUtfl. 'fl��l:zv of Language (1929; 2nd ed. 1930), 
both published under the name of V. N. Volosinov, and The For
mgLM,.�thod "' �"IJ3It�IY.. Scholarship (1928), published under tlie 
name of P. N. Medvedev. This is not the place to go into the ar
cana of Bakhtin's textology. The question is of a complexity that 
requires extended treatment on its own. The view of the present 
editor is that ninety percent of the text of the three books in ques
tion is indeed the work of Bakhtin himself. 

IV 

The most immediate contribution these essays make is to 
the theory of the novel, a particularly vexed area of literary 
scholarship. 

The enormous success of the novel in the nineteenth century 
has obscured the fact that for x.nost of its history it was a marginal 

• geme, little studied and frequently denounced. Even in mage 
such as our own, when there is no dearth of books devoted to "the 
novel," there is very little agreement as to what the word means. 
Consider three examplary titles in which the substantive "novel" 
is preceded by the definite article: Lukacs' Theoa oL the Novel 
(1920), I� Watt's The Rise of the Novel {1957) and Lucien Gold
mann's 1£w'!!ds a Sociolosrofth�Novel (�964, English tr. 1975). 
These are all important books that have greatly advanced our un-
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derstanding of certain kinds of novels, but each in its own way 
dramatizes the same shortcoming: they seek to elevate one kind 
of novel into a definition of the novel as such {as does Rene Girard 
in another very influential book, Deceit, ,I)esiie qpq the Ngyel 
[1961]). They lack a field theory capable of encompassing not only 
the texts nominated by the others as novels, but two millennia of 
lc;ny� :m:ose fictions preceding the seventeenth century-the p-e-
riod when, according to consensus, the novel experienced its 
''i;l�.:Y {The same view holds that the novel. "rose" in-the-eigh
teenth century and '!triumphed" in the nineteenth----its "death" 
in the twentieth century is a foregone conclusion by the same 
historical logic.) 

A major reason why so little powerfully syncretic work has 
been done in the area of novels, even by those who recognize the 
dilemma posed by (\Xcluding pre-seventeenth-century narrative 
such as Scholes and Kellogg I The Nature of Narrotjye [1966]), is 
that the absolute novelty of the novel has not been adequately 
recognized. Bakhtin's advantage over everyone else working on 
novel theor}l is that he is able to include more texts from the past 
in his scheme than anyone else-and this because, paradoxically, 
he more than others perceives the novel as new. Not new when it 
is said to have "arisen," but new whenever that kind of text made 
its appearance, as it has done since at least the ancient Greeks, a 
text that merely found its most comprehensive form in Cervantes 
and those who have come after. In order to see what kind of text 
might have so radical a novelty, we shall have to rethink the basic 
categories of genre and style. 

Syncretic chronicles of such genres as the ode, the lyric or trag
edy may be written extending back to classical times, because 
each such history will have as its subject a set of formal charac
teristics so fixed-from the earliest days of European culture
that nuanced modulations {in their surface features, at least) can 
be recognized with relative ease. It is probably for this reason that 
such discursively homogeneous genres accord so well with re
ceived ideas about the periodization of general history into such 
chapters as "classical antiquity," the "Age of Louis XIV" and so 
forth. 

So militantly protean a form as the novel raises serious prob
lems for those who seek to confine it to the linear shape of most 
histories. The difficulty is compounded if we recognize further 
that such histories usually begin by presupposing the very orga-
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nizing categories that it  is  the nature of  novels to resist. Histories 
are like novels in that they set out to provide more or less com
prehensive accounts of social systems. Histories occupy them
selves with relationships between the sttata 

.. of ·legal codes, re
ligious beliefs, economic organization, fariiily strUctUre and so 
forth, in order to create a series of moments in which the interac
tion of these forces can be seen in their simultaneity as well as 
their continuity. And novels, too, concern themselves more or 
less with such interrelationships, the particular assembl�:!:g�u>f 
discourses that defhle specific cultur�§,. 

But his.to��� differ from novels in that they insist on a hQ,:p:tol
o_gy_P._etwe_en the sequence of their own telling, the form they ini
pose to create a coherent explanation in the form of a narrative on 
the one hand, and the sequence of what they tell on the other. 
This templating of what is enunciated with the ac� of enuncia
tion is a n�rati-ve conse.quence of the historian's professional de
sire to tell "'wie es eigentlich geweseri ist:-'f The novel, by contrast, 
·dramatizes the gaps ·that always exist between what is told and 
, the telling of it, constantly experimenting with social, discursive 
and narrative asymmetries (the formal teratology that led Hemy 
James to call them "fluid puddings"). 

History has perhaps most often been compared with the novel 
because both presume a certain completeness of inventory. Each 
in its own way strives to give narrative shape to material of en
cyclopedic variety and plentitude. Thus, a good history of Russia, 
for instance, might very well seek to be what Belinsky said Evge
nif Onegin was, "an encyclopedia of Russian life": like the novel, 
such a history would describe rank, manners, differences between 
the capital and the provinces and so forth. But as Bakhtin has said 
of Pushkin's work, it is not an encyclopedia that merely catalogs 
inert institutions, the brute things of everyday life: "Russian life 
speaks in all its voices [in Evgenif Onegin], in all the languages 
·and styles of the era. Liter� l�a..g�. is not represented in the 
novel [as it is in other gemesrasa unitary, completely finished off, 
indubitably adequate language-it is represented precisely as a 
living mpr !>f _v�d �d opp�� [raznorecivost'] ." 

The emphasis on social variety dramatize4 as contests between 
different voices speaking various �tralan��of the abstract 
system we call"the" Russian language is w at efines the "devil
ish difference" [dfavol'skafa raznica] making Evgenif Onegin a 
novel in verse, and not just a long poem. And insofar as Evgenii 
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Onegin is a dialogized system made up of the images of "lan
guages, styles and consciousnesses that are concrete and insep
arable from language," it is typical of all novels. It dramatizes in 
these features both the diffl.culty of defining the novel as a geme 
and the reason the question of its history is so fraught. Other 
gemes are constituted by a set of formal features for fixing lan
guage that pre-exist any specific utterance witlpn the geme. Lan
guage, in other words, is assimilated to form. the novel by con
trast seeks to shape its form to languages; it has a completely 
different relationship to languages from other gemes since it con
stantly experiments with new shapes in order to display the vari
ety and immediacy of speech diversi� It is· thus best conceived 
either as a supergeme, whose power consists in its ability to en
gulf and ingest all other genres (the different and separate lan
guages peculiar to eal(h), together with other stylized but non
literary forms of language; or not a genre in any strict, traditional 
sense at all. In either case it is obvious that the history of what 
might be called novels, when they are defined by their proclivity 
to display different languages interpenetrating each other, will be 
extremely complicated. 

The only history of the ri.oy¢1 adequate to such complexity has 
been proposed by Mikhaill,la:khtiii; whose definition of the genre 
as a consciously structured hybrid of langua.ges I have used in the 
preceding remark8:13illtin has succeedecfiilJorging a history ca
pable of comprehending the very earliest classical texts (such as 
the Margites traditionally ascribed to Homer), Hellenistic and 
Roman texts and medieval romances, as well as the titles that are 
usually advanced in more traditional accounts of the geme, such 
as Guzman Alfarache and Don Quixote. It is a history that in
cludes as well elements from the oral tradition of folklore going 
back to prehistoric times. 

And Bakhtin has been able to do this because he has grasped 
that the novel cannot be studied with the same set of ideas about 
the relation of language to style that we bring to bear on other 
gemes. Most versions of literary stylistics-whether Spitzer's or 
Vinogradov's-assume· that language operates more or less as pro
fessional linguists tell us it does, both in our everyday lives and in 
literary texts. Literary texts simply intensify certain capabilities 
of language that are potential in spoken speech as well: "Poe� is 
violence practiced on or� ,me�clk:' t9..1LanlP.b.xati e.�lii 
Takobson. Style in this view means the sum of the operations per-
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formed by the poet in order to accomplish the violence necessary 
to mark the text off as literature. 

Valuable work has been done in most genres by critics presum
ing style so understood. The reason is that not only most critics, 
but most genres begin with this assumption: the homogeneity of 
the genre corresponds to ideas about the privileged status of a 
unitary, centripetalizing language shared by its practitioners on 
the one hand and its students on the other. 

The novel is utterly different from such genres because it pre
sumes a completely other relationship to language. But, accord
ing to Bakhtin, this has not yet been perceived by its students 
who-if they are not utterly lost in the morass of gossipy "charac
ter analysis," ethical high-mindedness and watered-down psy
chology that frequently passes as novel criticism-continue to 
view the novel through the optic of a traditional stylistic that has 
proved so successful with other text types, but is quite inap
propriate to novels. 

The most recent form this approach has taken is a concern no 
longer for a Lansonian attention to the language of the text, but 
rather· for the "language" of the plot-what, following Propp's 
ground-breaking work, has been called the morphology or syntag
matics of narrative. Attempts have been made to apply to the 
novel the kind of structural analysis that has been so remarkably 
successful with short formulaic forms such as folktales, detective 
stories and industrial folklore, that is, serial novels for children 
(Tom Swift, etc.). The work of men such as Greimas in France 
(Du sens, 1970) or Van Dijk in Holland (Some Aspects of Text 
Grammars, 1972) has led others (such as Meir Sternberg ["What Is 
Exposition?" in The Theory of the Novel, ed. John Halperin, 
1974]) to conclude that the novel, tao, might lend itself to tree di
agrams and Freytag pyramids. Such critics forget what Eikhen
baum pointed out in 19.2. 5: that "the novel and the short story are 
forms not only different in kind but also inherently at odds .... " 
("0. Henry and the Short Story"). The lugubrious results of these 
analyses serve to confirm what Bakhtin concluded long ago: "The 
utter inadequacy of [most existing] literary theory is exposed 
when it is forced to deal with the novel" (see "Epic and Novel"). 
The situation he decried in the thirties is no better in the seven
ties. This situation Bakhtin addresses in the four essays in this 
collection. 
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By the time Bakhtin came to write these essays he had completed 
the Dostoevsky book, which made what appeared at the time to 
be rather extravagant claims for that author's uniqueness. The 
second edition lr963) has attached to it new material that seeks 
rather to place the Dostoevskian novel into a tradition. The new 
material and the point of view that it entails are drawn from work 
on the history of the novel Bakhtin pursued during the thirty-four 
years that intervened between the two editions. In those years 
Bakhtin came to regard the Dostoevskian novel not so much as 
an absolutely unprecedented event in the history of the genre, but 
rather as the purest expression of what always had been implicit 
in it. Viewing the history of the novel through the optic of the 
Dostoevskian example had revolutionary consequences . The 
novel ceases to be "merely one genre among many" I"Epic and 
Novel"). It becomes not only "the leading hero in the drama of 
literary development in our time" I"Epic and Novel"), but the 
most significant force at work even in those early periods when 
most other scholars would argue that there were no novels being 
written at all. 

Such scholars would, within their own terms, be correct in as
serting that there were no novels in Plato's Athens or during the 
Middle Ages, or at least no novel as we have come to know it. But 
Bakhtin is clearly not referring to that concept of a novel that be
gins with Cervantes or Richardson. These books, and especially 
the nineteenth-century psychological novel that evolved from 
them, have become the canon of the genre-novel. The majority of 
literary scholars are most at home when dealing with canons, 
which is why Bakhtin said that literary theory is helpless to deal 
with the novel. Rather, "novel" is the name Bakhtin gives to 
whatever force is at work within a given literary system to reveal 
the limits, the artificial constraints of that system. Literary sys
tems are comprised of canons, and "novelization"- is fundamen
rally anticanonical. It will not permit generic monologue. Always 
it will insist on the dialogue between what a given system will 
admit as literature and those texts that are otherwise excluded 
from such a definition of literature. What is more conventionally 
thought of as the novel is simply the most complex and distilled 
expression of this impulse. 

The history of the novel so conceived is very long, but it exists 
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outside the bounds of what traditional scholars would think of 
as strictly literaxy history. Bakhtin's history would be charted, 
among other ways, in devaluation of a given culture's higher liter
ary forms: the parodies of knightly romances ! Cervantes), pas
torals !Sorel), sentimental fictions !Sterne, Fielding). But these 
texts are merely late examples of a 1endency that has been abroad 
at least since the ancient Greeks.\Bakhtin comes · very close to 
naming Socrates as the first novelist, since the gadfly role he 
played, and which he played out in the drama of precisely the di
alogue, is more or less what the role of the novel always has bee� 
That role has been assumed by such unexpected forms as the con
fession, the utopia, the epistle or the Menippean satire, in which 
Bakhtin is particularly interested. Even the drama !Ibsen and 
other Naturalists), the long poem I Childe Haxold or Don Juan) or 
the lyric las in Heine) become masks for the novel during the 
nineteenth century. As formerly distinct literary genres are sub
jected to the novel's intensifying antigeneric power, their sys
tematic purity is infected and they become "novelized." 

The first essay in this volume seeks to establish the distinctive
ness of the novel by opposing it to the epic. What emerges is a 
definition of novels as peculiarly suited to our post-lapsarian, 
post-industrial civilization, since it thrives on precisely the kind 
of diversity the epic land by extension, myth and all other tradi
tional forms of narrative) sets out to purge from its world. The 
essay posits a novel defined by what could be called the rule of 
genre inclusiveness: the novel can include, ingest, devour other 
genres and still retain its status as a novel, but other genres can
not include novelistic elements without impairing their own 
identity as epics, odes or any other fixed genre. 

This essay will inevitably be compared with the use Lukacs, in 
his Theory of the Novel, makes of the same contrast, and will, no 
doubt, be compared as well to the way Auerbach !Mimesis (1946])  
distinguishes between Homeric and Biblical texts. Bakhtin differs 
from Lukacs in his evaluation of the novel's fallen state: just as 
his concept of heteroglossia is a happy redaction of the conditions 
otherwise so gloomily charted by Derrida's epigones as "differ
ance," so his concept of the novel's relation to epic is an affirming 
version of what the pessimistic Lukacs means when he says the 
novel is the characteristic text of an age of "Absolute sinfulness." 
Bakhtin differs from Auerbach !with whom he shares, otherwise, 
many suggestive parallels, both in his life and in his work) in that 
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the Bible could never represent the novel in a contrast with epic, 
since both, Bible and epic, would share a presumption of author
ity, a claim to absolute language, utterly foreign to the novel's 
ioyous awareness of the inadequacies of its own language. But 
since the novel is aware of the impossibility of full meaning, pres
ence, it is free to exploit such a lack to its own hybridizing 
purposes. 

The second essay, "From the Prehistory of Novelistic Dis
course," is less conventional than the first, and outlines in a most 
economical way how a number of disparate texts from the distant 
past finally coalesced into what we now know as the modem 
novel. It is a thumbnail history of the force Bakhtin calls "novel
ness," an epistemological capability larger than any concrete ex
pression of it before the novel as a text type emerges in its own 
right. 

The third essay introduces one of Bakhtin's coinages in its title. 
"Chronotope11 is a category that no brief introduction !much less 
glossary) can adequately adumbrate. The long essay uses the con
cept as yet another way to define the distinctiveness of the novel 
by means of its history, using differing ratios of time-space projec
tion as the unit for charting changes .  

The fourth essay in this volume, "Discourse in the Novel," is 
one of Bakhtin's most suggestive and, with the exception of cer
tain chapters in Marxism and the Philosophy of Language, the 
most comprehensive statement of his philosophy of language. It 
has as its skeleton yet another model for a history of discourse 
that eventuates in the supreme self-consciousness !consciousness 
of the other) marked by the heteroglossia of the modem novel. 

It will be clear from even so cursory an overview that the es
says in this volume have been arranged in order of their complex
ity, with the simplest and most conventional appearing first, and 
the most difficult appearing last. 

Bibliography of Bakhtin 's Works 
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EPIC AND NOVEL 
Toward a Methodology for the Study of the Novel 

The studE£ the novel as a genre is distinguished by peculiar dif
ficulties. · s is due to the unique nature of the object itself: the 
novel is e tole genre that continues to develop, that is as yet 
uncompletedJ 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"J>lastic 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 gemes. The novel is not merely one geme among other 
gemes. Among gemes long since completed and in part already 
dead, the novel is the only developing geme. It is the only geme 
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 
gemes 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 gemes. It fights for its own hegemony in 
literaturei wherever it triumphs, the other older gemes 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 gemes in antiquity. 

The mutual interaction of gemes 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 gemes in 11high.11 literature 
!that is, the literature of ruling social groups) harmoniously rein
force each other to a significant extenti the whole of literature, 
conceived as a totality of gemes, 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 
gemes. In these eras the novel has an unofficial existence, outside 
"high" literature. Only already completed gemes, 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 (I84S-I8g8), Der Griechesche Roman und seine Vorlii.ufer 
(1876, but many later editions, most recently that published by F. Olds [Hil
desheim, Ig6o) ), one of the greatest monuments of nineteenth-century classi
cal scholarship in Germany. It has never really ever been superseded. But see: 
Ben F. Perryj The Ancient Romances (BerkeleYi 1967) and Arthur Heiserman, 
The Novel before the Novel (Chicago, 1977) .  

' 
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The great organic poetics of the past-those of Aristotle, 
Horace, Boileau-are permeated with a deep sense of the whole
ness of literature and of the harmonious interaction of all genres 
contained within this whole. It is as if they literally hear this har
mony of the genres. In this is their strength-the inimitable, all
embracing fullness and exhaustiveness of such poetics. And they 
all, as a consequence, ignore the novel. Scholarly poetics of the 
nineteenth century lack this integrity: they are eclectic, descrip
tive; their aim is not a liying and organic fullness but rather an 
abstract and encyclopedic comprehensiveness. They do not con
cern themselves with the actual possibility of specific genres co
existing within the living whole of literature in a given era; they 
are concerned rather with their coexistence fu. a maximally com
plete anthology. Of course these poetics can no longer ignore the 
novel-they 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 whole, on the 
other hand, it would have to be included in a completely different 
way). 

We have already said that the novel gets on poorly with other 
genres. There can be no talk of a harmony deriving from mutual 
limitation and complementariness. The novel parodies other 1 
genres (precisely in their role as genres); it exposes the conven
tionality of their forms and their language; it squeezes out some 
genres and incorporates others into its own peculiar structure, re
formulating and re-accentuating them. Historians of literature 
sometimes tend to see in this merely the struggle of literary ten
dencies and schools. Such struggles of course exist, but they 
are peripheral phenomena and historically insignificant. Behind 
them one must be sensitive to the deeper and more truly histor
ical struggle of genres, the establishment and growth of a generic 
skeleton of literature. 

Of particular interest are those eras when the novel becomes 
the dominant genre. All literature is then caught up in the pro
cess of "becoming," and in a special kind of "generic criticism." 
This occurred several times in the Hellenic period, again during 
the late Middle Ages and the Renaissance, but with special force 
and clarity beginning in the second half of the eighteenth century. 
tn an era when the novel reigns supreme, almost all the remain
ing genres are to a greater or lesser extent "novelized": drama (for 
example Ibsen, Hauptmann, the whole of Naturalist drama), epic 
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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 stubbornly preserve their old canonic 
nature begin to appear stylized. In general any strict adherence to 
a genre begins to feel like a stylization, a stylization taken to the 
point of parody, despite the artistic intent of the author. In an en
vironment where the novel is the dominant genre, the conven
tional languages of strictly canonical genres begin to sound in 
new ways, which are quite different from the ways they sounded 
in those eras when the novel was not included in "high" literature. 

Parodic stylizations of canonized genres and styles occupy an 
essential place in the novel. In the era of the novel's creative as
cendency-and even more so in the periods of preparation preced
ing this era-literature was flooded with parodies and travesties 
of all the high genres (parodies precisely of genres, and not of indi
vidual authors or schools)-parodies that are the precursors, 
"companions" to the novel, in their own way studies for it. But it 
is characteristic that the novel does not permit any of these vari
ous individual manifestations of itself to stabilize. Throughout 
its entire history there is a consistent parodying or travestying of 
dominant or fashionable novels that attempt to become models 
for the genre: parodies on the chivalric romance of adventure (Dit 
d'aventuxes, the first such parody, belongs to the thirteenth cen
tury), on the Baroque novel, the pastoral novel (Sorel's Le Berger 
extravagant), b the Sentimental novel (Fielding, and The Second 
GranOisonc of Musaus) and so forth. This ability of the novel to 
criticize itself is a remarkable feature of this ever-developing 
genre. 

What are the salient features of this novelization of other genres 

b. Charles Sorel (I5 99-I674), an important figure in the reaction to the 
preciosit6 of such figures as Honore d'Urfe (rs 67-I6.2.S ), whose L'Astree 
(r6o7-I6.2.7), a monstrous s,soo-page volume overflowing with highfl.own 
language, is parodied in Le Berger extravagant (16.2. 7 ) .  The latter book's major 
protagonist is a dyed-in-the-wool Parisian who reads too many pastoral nov· 
els; intoxicated by these, he attempts to live the rustic life as they describe 
it-with predictably comic results. 

c. Johann Karl August Musaus (rns-r787), along with Tieck and Bren· 
tano, one of the great collectors of German folktales and author of several 
Kunstmiirchen of his own (translated into English by Carlyle) . Reference herr 
is to his Grandison der Zweite (r760-I76.2., rewritten as Dar deutsche Gran· 
dison, I78I-I78.2.), a satire on Richarason. 
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suggested by us above?fThey become more free and flexible, their 
language renews itself by incorporating extraliterary heteroglos
sia and the "novelistic" layers of literary language, they become 
dialogized, permeated with laughter, irony, humor, elements of 
self-parody and finally-this is the most important thing-the 
novel inserts into these other genres an indeterminacy, a certain 
semantic openendedness, a living contact with unfinish�d, still
evolving contemporary reality (the openended present)JAs we 
will see beloWj all these phenomena are explained by the trans
position of other genres into this new and peculiar zone for struc
turing artistic models (a zone of contact with the present in all its 
openendedness), a zone that was first appropriated by the novel. 

It is of course impossible to explain the phenomenon of novel
ization purely by reference to the direct and unmediated influ
ence of the novel itself. Even where such influence can be pre
cisely established and demonstrated, it is intimately interwoven 
with those direct changes in reality itself that also determine the 
novel and that condition its dominance in a given era. The novel 
ls the only developing genre and therefore it reflects more deeply, 
more essentially, more sensitively and rapidly, reality itself in the 
process of its unfolding. Only that which is itself developing can 
comprehend development as a process.  The novel has become the 
leading hero in the drama of literary development in our time pre
cisely because it best of all reflects the tendencies of a new world 
still in the making; it is, after all, the only genre born of this new 
world and in total a£6.nity with it. In many respects the novel has 
mticipated, and continues to anticipate, the future development 
of literature as a whole. In the process of becoming the dominant 
�tenre, 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 
coincides with the basic direction of the development of litera
ture as a whole. In this lies the exceptional importance of the 
novel, as an object of study for the theory as well as the history of 
hterature. 

Unfortunately, historians of literature usually reduce this 
struggle between the novel and other already completed genres, 
a.ll these aspects of novelization, 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 bustle of literary process the 
major and crucial fates of literature and language, whose great he
roes turn out to be first and foremost genres, and whose "trends" 
and "schools" are but second- or third-rank protagonists. 

The utter inadequacy of literary theory is exposed when it is 
forced to deal with the novel. In the case of other genres literary 
theory works confidently and precisely, since there is a fiilished 
and already formed object, definite and clear. These genres pre
serve their rigidity and canonic quality in all classical eras of their 
development; variations from era to era, from trend to trend or 
school to school ate peripheral and do not affect their ossified ge
neric skeleton. Right up to the present day, in fact, theory dealing 
with these already completed genres can add almost nothing to 
Aristotle's formulations. Aristotle's poetics, although occasion
ally so deeply embedded as to be almost invisible, remains the 
stable foundation for the theory of genres. Everything works as 
long as there is no mention of the novel. But the existence of nov
elized genres already leads theory into a blind alley. Faced with 
the problem of the novel, genre theory must submit to a Iadical 
re-structuring. 

Thanks to the meticulous work of scholars, a huge amount of 
historical material has accumulated and many questions con
cerning the evolution of various types of novels have been clar
ified-bll,t the problem of the novel genre as a whole has not yet 
found anything like a satisfactory principled resolution. The 
novel continues to be seen as one genre among many; attempts 
are made to distinguish it as an already completed genre from 
other already completed genres, to discover its internal canon
one that would function as a well-defined system of rigid generic 
factors . In the vast majority of cases, work on the novel is reduced 
to mere cataloging, a description of all variants on the novel
albeit as comprehensive as possible. But the results of these de
scriptions never succeed in giving us as much as a hint of com
prehensive formula for the novel as a genre. In addition, the 
experts have not managed to isolate a single definite, stable char
acteristic of the novel-without adding a reservation, which im-

. mediately disqualifies it altogether as a generic characteristic. \ Some examples of such "characteristics with reservations'' 
would be: the novel is a multi-layered genre (although there also 

1 exist magnificent single-layered novels) ;  the novel is a precisely 
1 plotted and dynamic genre (although there also exist novels that 
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push to its literary limits the art of pure description!; the novel is \ 
a complicated genre (although novels are mass produced as pure t 
and frivolous entertainment like no other genre); the novel is a 
love story (although the greatest examples of the European novel 
are utterly devoid of the love element); the novel is a prose genre 
!although there exist excellent novels in verse) .  One could of 
course mention a large number of additional 11generic characteris· 
tics" for the novel similar to those given above, which are imme· 
diately annulled by some reservation innocently appended to 
them. 

Of considerably more interest and consequence are those nor· 
mative definitions of the novel offered by novelists themselves, 
who produce a specific novel and then declare it the only correct, 
necessary and authentic form of the novel. Such, for instance, is 
Rousseau's foreword -to his La Nouvelle Heloi"se, Wieland's to his 
Agathon,d Wezel's to his Tobias Knouts;• in such a category be· 
long the numerous declarations and statements of principle by 
the Romantics on Wilhelm Meister, Lucinda and other texts. 
Such statements are not attempts to incorporate all the possible 
variants of the novel into a single eclectic definition, but are 
themselves part and parcel of the living evolution of the novel as 
a genre. Often they deeply and faithfully reflect the novel's strug· 
g!e with other genres and with itself (with other dominant and 
fashionable variants of the novel ) at a particular point in its devel· 
opment. They come closer to an understanding of the peculiar 
position of the novel in literature, a position that is not commen· 
surate with that of other genres. 

Especially significant in this connection is a series of state· 
ments that accompanied the emergence of a new novel-type in 
the eighteenth century. The series opens with Fielding's refl.ec· 
rions on the novel and its hero in Tom Jones. It continues in Wie-

d. Christoph Martin Wieland (1733-IBI3 )  is the author of Geschichte des 
.-\gathon (1767, first of many versions), an autobiographic novel in the guise 
�� a Greek romance, considered by many to be the first in the long line of 
1:;erman Bildungsromane. 

e. Reference here is to Johann Carl Wezel (I747-I8I9), Lebensgeschichte 
Tobias Knouts, des Weisen, sonst der Stammler genannt (1773 ), a novel that 
has not received the readership it deserves. A four-volume reprint was pub
hshed by Metzler (Stuttgart, Afterword by Viktor Lange) in 1971. Also see, 
Elizabeth Holzbeg-Pfenniger, Der desorientierte Erziihler: Studien zu J. C. 
Wezels Lebensgeschichte des Tobias Knauts (Bern, 1976) .  
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land's foreword to Agathon, and the most essential link in the se
ries is Blankenburg's Versuch ii.ber den Roman.1 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 [ones, Agathon, Wilhelm Me�· -
ter), the following prerequisites for the novel are characteristic: I 
the novel should not be "poetic," as the �rd "poetic" is used 
other gemes of imaginative literature; � 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 p�tive 
features, low as well as lofty, ridiculous as well as serious; UJ the 
hero should 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/14) the novel should become for the con
temporary world what tb.Pepic 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 gemes 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 poetical
ness inherent in other gemes and also in the predecessors of the 
contemporary 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
emerges consciously and unambiguously as a geme that is both 
critical and self-critical, one fated to revise the fundamental con
cepts of literariness and poeticalness dominant at the time. On 
the one hand, the contrast of novel with epic (and the novel's op-

f. Friedrich von Blankenburg (1744-1796 ), Versuch iiber den Roman 
(1774), an enormous work (over soo pages) that attempts to define the novel 
in terms of a rudimentary psychology, a concern for Tugend in the heroes. A 
facsimile edition was published by Metzler (Stuttgart) in 1965 .  Little is 
known about Blankenburg, who is also 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 
in I77 S ·  
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position to the epic) 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 modem literary devel
opment. I am 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, 
1 am trying to grope my way toward the basic structural charac
teristics of this most fluid of genres, characteristics that might 
determine the direction of its peculiar capacity for change and of 
its influence and effect on the rest of literature. 

I find three basic characteristics that fundamP,?-tally distin
guish the novel in principle from other genres: 1fY its stylistic 
three-dimensionality, which is linked �- th the multi-languaged 
consciousness realized in the novel; 2. the radical chan e it 
effects in the temporal coordinates of t e literary image; � the 
new zone opened by the novel for structuring literary images, 
name!� the zone of maximal contact with the present (with con
temporary reality) in all its openendedness. 

These three characteristics of the novel are all organically in
terrelated and have all been powerfully affected by a very specific 
rupture in the history of European civilization: its emergence 
irom a socially isolated and culturally deaf sem.ipatriarchal so
ciecy, and its entrance into international and interlingual contacts 
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 1 I have already investigated the first stylistic 

r. Cf. the article "From the Prehistory of Novelistic Discourse" in the 
present volume. 
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peculiarity of the novel, the one resulting from the active poly
glossia of the new world, the new culture and its new creative lit
erary consciousness. I will summarize here only the basic points. 

Polyglossia had always existed ( it is more ancient than pure, 
canonic monoglossia), but it had not been a factor in literary crea
tion; an artistically conscious choice between languages did not 
serve as the creative center of the literary and language process. 
Classical Greeks had a feeling both for "languages" and for the 
epochs of language, for the various Greek literary dialects ( trag
edy is a polyglot genre), but creative consciousness was realized 
in closed, pure languages (although in actual fact they were 
mixed). Polyglossia was appropriated and canonized among all le genres. 

The new cultural and creative consciousness lives in an ac
ti ely polyglot world. The world becomes polyglot, once and for 
all and irreversibly. The period of national languages, coexisting 
but closed and deaf to each other, comes to an end. Languages 
throw light on each 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-existence 
between territorial dialects, social and professional dialects and 
jargons, literary language, generic lan!f.ages within literary lan
gu;��' epochs in language and so fort 

\All this set into motion a process o active, mutual cause-and
effect and interillumination. Words and language began to have a 
different feel to them; objectively they ceased to be what they had 
once been. Under these conditions of external and internal inter
illumination, each given language-even if its linguistic com
position (phonetics, vocabulary, morphology, etc. ) were to remain 
absolutely unchanged-is, as it were, reborn, becoming qualita· 
tively a different thing for the co�sciousness that creates in i� 'In this ac!J.v£tLP...Ply,glot world, complet��y_ne� relationships 
are established betwe�n language and it§. object (tnat is, the real 
wotld)-and this fs fraught with enormous consequences Ior all 
the afready .. completed genres that had been formed during eras of 
closed and �!!L!!!.<?!lQg!ossia. In contrast to other major gemes, 
the novel emerged and matured precisely when intense activi· 
zation of external and internal polyglossia was at the peak of its 
activity; this is its native element. The novel could therefore as· 
sume leadership in the process of developing and renewing litera· 
ture in its linguistic and stylistic dimension} 
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In the above-mentioned work I tried to elucidate the profound 
stylistic originality of the novel, which is determined by its con
nection with polyglossia. 

Let us move on to the two other characteristics, both cop.
cerned with the thematic aspect of structure in the novel as a 
genre. These characteristics can be best brought out and clarified 
through a comparison of the novel with the epic. 

The epic as a genre in its own right may, for our purposes, be 
characterized by three constitutive features : /a a national epic 
past-in Goethe's and Schiller's terminal¥ the "absolute 
past"-serves as the subject for the epic;8 @ national tradition 
(not personal experience and the free thought that grows out of it) 
serves as the source for the epic; @ an absolute epic distance sep
arates the epic world from contemporary reality, that is, from the 
time in which the singer ( the author and his audience) lives. 

We will deal in more detail with each of these constitutive fea
tures of the epic. 
(The world of the epic is the national heroic past: it is a world of 

"teginnings" and "peak times" in the national history, a world of 
fathers and of founders of families, a world of "firsts" and "bests." 
The important point here is not that the past constitutes the con
tent of the epic. The formally constitutive feature of the epic as a 
genre is rather the transferral of a represented world into th�past, 
and the degree to which this world participates in the past} The 
epic was never a poem about the present, about its own time (one 
that became a poem about the past only for those who came 
later). The epic, as the specific genre known to us today, has been 
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
non 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 contemporary about a contemporary addressed to con-

f.. Reference here is to "Uber epische und dramatische Dichtung," co
,tmed by Schiller and Goethe, but probably written by the latter in 1797, al
: hrJugh not published until 1827. The actual term used by Goethe for what 
uakhtin is calling "absolute past" is vollkommen vergangen, which is op
po ;b�d not to the novel, but to drama, which is defined as vollkommen gegen
. · .. mig. The essay can be found in Goethe's Siimtliche Werke (Jubiliiums
-\us�be, Stuttgart and Berlin [1902-1907] ), vol. 36, pp. 149-152 .  
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temporaries ( "Onegin, my good friend, was born on the banks of 
the Neva, where perhaps you were also born, or once shone, my 
reader . . . .  " ) . Both the singer and the listener, immanent in the 
epic as a genre, are located in the same time and on the same eval
uative (hierarchical) plane, but the represented world of the he
roes stands on an utterly different and inaccessible time-and
value plane, separated by epic distance. The space between them 
is filled with national tradition. To portray an event on the same 
time-and-value plane as oneself and one's contemporaries (and an 
event that is therefore based on personal experience and thought) 
is to undertake a radical revolution, and to step out of the world 
of epic into the world of the novel. 

It is possible, of course, to conceive 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 fl.nished, a congealed and half-moribund genre. Its 
completedness, its consistency and its absolute lack of artistic 
naivete 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 aedonic 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 do know ex
isted arose only after the epic was already an established form. 
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 thest' 
events the time-and-value contour of the past, thus attachilll! 
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them to the world of fathers, of beginnings and peak times-can
onizing these events, as it were, while they are still current. In a 
patriarchal social structure the ruling class does, in a certain 
sense, belong to the world of "fathers" and is thus separated from 
other classes by a distance that is almost epic. The epic incor
poration of the contemporary hero into a world of ancestors and 
founders is a specific phenomenon that developed out of an epic 
tradition long since completed, and that therefore is as little able 
to explain the origin of the epic as is, say, the neoclassical ode. 

Whatever its origins, the epic as it has come down to us is an 
absolutely completed and finished generic form, whose con
stitutive feature is the transferral of the world it describes to an 
absolute past of national beginnings and peak times. The abso
lute past is a specifically evaluating (hierarchical) category. In the 
epic world view, "beginning," "first," "founder," "ancestor," "that 
which occurred earlier" and so forth are not merely temporal cat
egories but valorized temporal categories, and valorized to an ex
treme degree. This is as true for relationships among people as for 
relations among all the other items and phenomena of the epic 
world. In the past, everything is good: all the really good things 
!i.e., the "first" things) occur only in this past. The epic absolute 
past is the single source and beginning of everything good for all 
later times as well. 

In ancient literature it is memory, and not knowledge, that 
serves as the source and power for the creative impulse. That is 
how it was, it is impossible to change it: the tradition of the past 
is sacred. There is as yet no consciousness of the possible rela
tivity of any past. 

The novel, by contrast, is determined by experience, knowl
edge and practice (the future) .  In the era of Hellenism a closer 
contact with the heroes of the Trojan epic cycle began to be felt; 
epic is already being transformed into novel. Epic material is 
transposed into novelistic material, into precisely that zone of 
�ontact that passes through the intermediate stages of familiar
LZation and laughter. When the novel becomes the dominant 
-:�nre, epistemology becomes the dominant discipline. 

The epic past is called the "absolute past" for good reason: it is. 
hoth monochronic and valorized (hierarchical) ;  it lacks any rela
avicy, that is, any gradual, purely temporal progressions that 
:mght connect it with the present. It is walled off absolutely from 
Jll subsequent times, and above all from those times in which the 
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singer and his listeners are located. This boundary, consequently, 
is immanent in the form of the epic itself and is felt and heard in 
its every word. 

To destroy this boundary is to destroy the form of the epic as a 
genre. But precisely because it is walled off from all subsequent 
times, the epic past is absolute and complete. It is as closed as a 
circle; inside it everything is finished, already over. There is no 
place in the epic world for any openendedness, indecision, inde
terminacy. There are no loopholes in it through which we 
glimpse the future; it suffices unto itself, neither supposing any 
continuation nor requiring it. Temporal and valorized definitions 
are here fused into a single inseparable whole las 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 therefore 
also took on conclusiveness and finality, depriving itself, so to 
speak, of all rights and potential for a real cpntinuation. Absolute 
conclusiveness and closedness 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 
a reliance 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
uation. 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 Ito be more precise, the formal-sub
stantive characteristic) :  its reliance on impersonal and sacrosanct 
tradition, on a commonly held evaluation and point of view
which excludes any possibility of another approach-and which 
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therefore displays a profound piety toward the subject described 
and toward the language used to describe it, the language of 
tradition) · 

The atisolute past as the subject for epic and sacrosanct tradi
tion as its sole source also 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 
into itself and walled off from all subsequent times by an impen
etrable boundary, 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 isolates the world of the epic from personal expe
rience, from any new insights, from any personal initiative in un
derstanding and interpreting, from new points 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 
by its own standardsi it is impossible to change, to re-think, to re
evaluate anything in it. It is completed, conclusive and immuta
ble, as a fact, an idea and a value. This defines absolute epic dis
tance. One can only accept the epic world with reverencei it is 
impossible to really touch it, for it is beyond the realm of human 
activity, the reflm in which everything humans touch is altered 
and re-thoughtJ This distance exists not only in the epic material, 
that is, in the events and the heroes ·described, but also in the 
point of view and evaluation one assumes toward themi 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 
chen the epic became a semiconventional, semimoribund genre) .  (Thanks to this epic distance, which excludes any possibility of 
.1ctivity and change, the epic world achieves a radical degree of 
�ompletedness not only in its content but in its meaning and its 
\•alues as well. The epic world is constructed in the zone of an 
,ibsolute distanced image, beyond the sphere of possible contact 
with the developinf, incomplete and therefore re-thinking and re
i;valuating presen1J 



[I8) EPIC AND N OVEL 

The three characteristics of the epic posited by us above are, to 
a greater or lesser extent, also fundamental to the other high 
genres of classical antiquity and the Middle Ages. At the heart of 
all these already completed high genres lie the same evaluation 
of time, the same role for tradition, and a similar hierarchical 
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 only in its 
hierarchically highest levels, already distanced in its relationship 
to reality itself. But the events, victors and heroes of "high" con
temporary reality are, as it were, appropriated by the past as they 
enter into these high genres jfor example, Pindar's odes or the 
works of Simonides ); they are woven by various intermediate 
links and connective tissue into the unified fabric of the heroic 
past and tradition. These events and heroes receive their value 
and grandeur precisely through this association with the past, the 
source of all authentic reality and value. They withdraw them
selves, so to speak, from the present day with all its inconclusive
ness, its indecision, its openness, its potential for re-thinking and 
re-evaluating. They are raised to the valorized plane of the past, 
and assume there a finished quality. We must not forget that "ab
solute past" is not to be confused with time in our exact and lim
ited sense of the word; it is rather a temporally valorized hier
�chical category. 
\It is impossible to achieve greatness in one's own time. Great

ness always makes itself known only to descendents, for whom 
such a quality is always located in the past lit turns into a dis
tanced image) ;  it has become an object of memory and not a liv
ing object that one can see and touch. In the genre of the "memo
rial," the poet constructs his image in the future and distanced 
plane of his descendent7 I cf. the inscriptions of oriental despots, 
and of Augustus). In the world of memory, a phenomenon exists 
in its own peculiar context, with its own special rules, subject to 
conditions quite different from those we meet in the world we see 
with our own eyes, the world of practice and familiar contact. 
The epic past is a special form for perceiving people and events in 
art. In general the act of artistic perception and representation is 
almost completely obscured by this form. Artistic representation 
here is representation sub specie aetexnitatis. One may, and in 
fact one must, memorialize with artistic language only that 
which is worthy of being remembered, that which should be pre· 
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served in the memory of descendents; an image is created for de
scendents, and this image is projected on to their sublime and dis
tant horizon. Contemporaneity for its own sake ( that is to say, a 
contemporaneity that makes no claim on future memory) is 
molded in clay; contemporaneity for the future (for descendents) 
is molded in marble or bronze. {rhe interrelationship of times is important here: The valorized 
emphasis is not on the future and does not serve the future, no 
favors are being done it ( such favors face an eternity outside 
time); what is served here is the future memory of a past, a broad
ening of the world- of the absolute past, an enriching of it with 
new images (at the expense of contemporaneity)-a world that is 
always opposed in principle to any merely transitory pa�t) 

In the already completed high gemes, tradition also retains its 
significance-although under conditions of open and personal 
creativity, its role becomes more conventionalized than in the 
epic. 

In general, the world of high literature in the classical era was a 
world projected into the past, on to the distanced plane of mem
ory, but not into a real, relativ; past tied to the present by uninter
rupted temporal transitions;\it was projected rather into a val
orized past of beginnings and P1af times. This past is distanced, 
finished and closed like a circlf>j [Ips does not mean, of course, 
that there is no movement within itJ On the contrary, the relative 
temporal categories within it are richly and subtly worked out 
1nuances of 11earlier," "later," sequences of moments, speeds, du
rations, etc.) ;  there is evidence of a high level of artistic technique 
in matters of time. But within this time, completed and locked 
mto a circle, all points are equidistant from the real, dynamic 
time of the present; insofar as this time is whole,{it is not local
iZed in an actual historical sequence; it is not relative to the pres
ent or to the future; it contains within itself, as it were, the entire 
rullness of time) As a consequence all high gemes 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 
rresent in all its openendedness. 

As we have said, contemporaneity as such (that is, one that pre
:,erves its own living contemporary profile) cannot become an ob
: cct of representation for the high gemes. Contemporaneity was 
reality of a "lower" order in comparison with the epic past. Least 
, �i all could it serve as the starting point for artistic ideation or 
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evaluation.tr'he focus for �uch an idea of evaluation could only be 
found in the absolute pas1J.l',he present is something transitory, it 
is flow, it is an eternal continuation without beginllmg or e'fia)il:
'is deniid an ��thentic conclusiveness and consequently lacks an 
eis�nce a:$ weU. fhe fiitiire·-asweu 1& perceived either as an essen
tiilly indifferent continuatjon of the present, or as an end, a final 
destruction, a catastrophe�l.Th.C?. t�mporalJy_yalorized categories of 
.absolu�.�� ami �b.solute end.are extfe:fu.eJYslgilmc;_@!__lli 
OUi·s-ense of time. . . and in the ideologies of past times. The begin
ning is idealized, the end is "clarkenecl'lcatastrophe, "the twilight 
of the gods"lJ 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 formul;tted 
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 
tlie 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 l�guage'aoout the living._) 

In the high genres all authority ana privilege, all lofty signifi
cance and grandeur, abandon the zone of familiar contact for the 
distanced plane ( clo�ng, etiquette, the srrJe of a hero's spe.=_ch 
and_the, style of speec about hilp). It is in t · s orientation toward 
completeness iliat the classicism of all non-novel genres is 
expressed. 

Contemporaneity, flowing and transitory, "low," present--this 
'1ife 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 common peo
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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their emergence and early formation. Precisely here, in popular 
lau�ter, . .,the authentic !olJ,dQ:tic .x.oOts of tfie novel are to be 
sought. The present, contemporary life as such, "I myself" and 
"my contemporaries," "my time"-all these concepts were origi
nally the objects of ambivalent laughter, at the same time cheer
ful and annihilating. It is precisely here that a fundamentally new 
attitude toward language and toward the word is generated. 
Alongside direct representation-laughing at living reality
there flourish parody and travesty of all high gemes and of all 
lofty models embodied in national m� :Tit� "absolute past" of 
gods, demigods and heroes is here, in paro!fu:j)md even more so 
in travesties, "contemporized": it is brought low, represented on a 
plane equal with contemporary life, in an everyday environment, 
in the low language of contemporaneity. 

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 expressively labeled spoudogeloion, that is, 
the field of "serio-comical." The weakly plotted mimes of Soph
ron,h all the bucolic poems, the fable, early memoir literature !the 
Epidemiai of Ion of Chios/ the Homilae of Critias),i pamphlets 
all belong to this field; here the ancients themselves included the 
"Socratic dialogues" las a geme), here belong Roman satire ILu
cilius/ Horace, Persius/ Juvenal), the extensive literature of the 

h. Sophron (fl. s th century B.c. ) was probably the first writer to give liter
illY form to the mime. He was greatly admired by Plato. The mimes were 
written in rhythmic prose and took as their subject matter events of everyday 
life. 

i. Ion of Chios (490-42r B.c. ), a Greek poet who, when he won first for 
aagedy in the Great Dionysia, made a present of Chian wine to every Athe
nian. His memoirs have not come down to us, but Athenaeus (q.v. ) gives long 
":!Uotes, including the description of an evening Sophocles spent with him in 
his home on Chios. It has been said no other Greek before Socrates has been 
presented so vividly. The title of these Epidemiai probably refers to the visits 
• •f distinguished Athenians who came to see Ion on Chios. 

i . Critias (460-403 B.c. ), one of the Thirty Tyrants, also active as a writer. 
He wrote mostly elegies and tragedies. Fragments of Homilai ("discussions"l 
have come down to us; Galen is cited by the editors of the Pauly-Wissowa 
voL II of the 1910 ed., p. 1910) as calling the two books of the original Homi

;QJ 'aimless discussions" (zwanglose Unterhaltungen ). 
k. Lucilius Gaius ( ?-102 B.c. ), member of one of the greatest Roman fam

' ies. author of several important satires, chiefly remarkable for the personal, 
Jmost autobiographical tone he introduces into them. 

!. Persius, Flaccus Aulus (A.D. 34-62), satirist heavily influenced by Stoic 
;•lulosophy. 
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"Symposia" and finally Menippean satire las 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 Euro
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 (Abbe Huet)m and when the very term "novel" was being 
tightened and made more precise. Out of all novelistic works of 

antiquity, the term "novel11 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 geme. 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 evolution of the 
novel ail the genre of becoming. 

Precisely 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 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. Abbe Huet (1630-1721), bishop of Avranches, learned scholar who 
wrote numerous works on a wide variety of subjects. His Traite de l'originr 
des romans (1670) was first published as an introduction to Mme. de La 
Fayette's Zai'de, a novel written while its author was still influenced by idea.< 
of the precieux 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 gemes there 
is no epic distance, and contemporary reality provides the point 
of view. Of special .��t;!,l!£U:Jt ... 1Jli.u!ror;tw gf.drmo.Jish.i.u&.di§
t� i!.m���£Eil., oJjgiu pf �a� Gm.�...tl:La�J.w!t 
folklore (popular laue!�f.l . )J.,j_s_�ec;:!�!Y-l�ygll�� _t�at destroys 
the ep1c, and J.!!...g_��a.! destroys any lrie�-�lls!!§.�ciJlg_@d v�zedl din�W£S.t_l\s_P: !JJ:�:§E._s@: fm�_g� �.§..um�ft £!:l.YJ9.Ue 
c�mical;.tQ.9�_m!S},e Q.qmi�-iJ...!P;g�Ll?..U.!QYg!lJ .�lgs�. �W'": 
thing � �e�y�}�.@..!s clos�� hal!�.r all c�mi� creativj,ty 
w_grks jn a w�q{w�!.m:mP.mitt.. �.9')!as the �emark
able power of making an object con;te up close, of drawing it into a 
zone of crude contact where one Caii-nnger if "faniiliarly on all 
sides1 tum �.! ·ll:��ide ''down, .iilside,�l!:!�....ii.ee£!!J(!!P.�··ak�Y.� and 
below, b.r.eak apen.its.external sh.ell; -look..mto.its . .c.ent�r, dQu.bt �!, 
take it apart, dismember it1 lay it bare and expose it, examine it 
freely and." �iperiP:te�t with'lt. i= deiD.Oiisiies1ear'm1E{e� 
before an object, befm:� iw:lfmkilig of itap, Obj�tiif.fiCJij 
contact and thus cleari� the m:ound for an abso1utely free iqvet
tigation of it Laughter is a vital fac�or.in laying down that .erereg
uisite for fearlessness witbout which it would be impossible .to 
approach the world realistica!!,!. As it drawsw,;m...q.bitt£UQ..it��U. �� 
mak!!s it faliiiiliit]a�iitl'ier�dim§..tb-' .abject illtll the f.eark§s 
hands '!!_i.J;l!estigatjye experimept both scieptiflc apd artistic;; .. 
and into the hands of f.!.ee ex.e.e!imental f�!:cl; r:miliarization, 
ot the world through la�d.,��ia�y 
�portaJ?.t an<1JJ!�i�n2.,1;>1� s��J.n.llliWnuQssY,l����
tift�aiiy knJ:!lYab.l� ami.Y.ti§tical!y �alW.if creati!,i.!Y. � .. Eur2P�!P ci�ation. 

The plane of comic (humorous) representation is a specifi" plane 
m its spatial as well as its temporal aspect. Here the role of l!!SP
nry is minimal; in the comic 1"9!l�!!sre is.Jl.otbing for memo!! 
md tra�tion_to dg. One ridicules in order to§�!-� This is the 
zone of m�mally ��li� and crude contact; laughter means 
Jbuse, and abuse could lead to.bl�ws. Basically this is �cro'Yfl.J!!s, 
t hat is, th�rqo�qj,��,t!rom the dista�ec!_:plan��_s!e
�truc�on of epic distance,-!!!: ass!.,iilt on and destructi�n of the dis
tanced Pfane in ge�. In this plane (tlie p1ane otlaugT:it'erl one 
em disrespectfully walk around whole objects; therefore, the back 
,md rear portion of an object (and also its innards, not normally 
accessible for viewing) assume a special importance. The object is 



(24) P.PIC AND N OVP.L 

broken apart, laid bare (its hierarchical ornamentation is re
moved) : the naked object is ridiculous; its "empty" clothing, 
stripped and separated from its person, is also ridiculous. What 
takes place is a comical operation of dismemberment. 

One can play games with the comical I that is, contemporize it) ;  
serving as the objects of the game we have the primordial artistic 
symbols of space and time-above, below, in front of, behind, ear
lier, later, first, last, past, present, brief !momentary), long and so 
forth. What reigns supreme here is the artistic logic of analysis, 
dismemberment, turning things into dead objects. 

We possess a remarkable document that reflects the simul
taneous birth of sCientific thinking and of a new artistic�prose 
model for the novel. These are the Socratic dialogues. For our pur
poses, everything in this remarkable genre, which was hom just 
as classical antiquity was drawing to a close, is significant. Char
acteristically it arises as apomnemoneumata, n that is, as a genre 
of the memoir type, as transcripts based on personal memories of 
real conversations among contemporaries;2 characteristic, also, is 
the fact that a speaking and conversing man is the central image 
of the genre. Characteristic, too, is the combination of the image 
of Socrates, the central hero of the genre, wearing the popular 
mask of a bewildered fool !almost a Margit)0 with the image of a 
wise man of the most elevated sort lin the spirit of legends about 
seven wise men); this combination produces the ambivalent im
age of wise ignorance. ,CharaQtefistic-also . is the -�Q!Y.�Jl�..nt self
praise in the Socratic dialogue: I am wiser than everyone,_becailse 
I know that I know nothing. In the image of Socrate�ne-can de-
........ - . . -...... teet a new type of prose heroization . ....Ar� this image, car· 
�ivalized- legends spring up !for example, Socrate'S'r�tionship 

.2. "Memory" in memoirs and autobiographies 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 (nonmonumental) .  What results is personal memory without pre-exist
ing chronological pattern, bounded only by the termini of a single personal 
life (there are no fathers or generations) .  This "ml(moir quality" was already 
inherent in the Socratic dialogue. 

n. Apomnemoneumata, or Hypomnemata (literally, "recollections"). It is 
thought by some that a work of this tide ascribed to Ion of Chios may be 
identical with the Epidemiai (c£. note 9) .  

o. Margit, Greek "fool," subject of  a work frequendy cited by Bakhtin, thr 
Margites (q.v. ) .  
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with Xanthippe); the hero turns into a jester (compare the more 
recent camivalization of legends surrounding Dante, Pushkin, P 
etc. ) .  

Characteristic, even canonic, for the genre is the spoken di
alogue framed by a dialogized story. 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 to Attic prose, and are connected with the essential ren
ovation of the literary-prose language-and with a shift in lan
guages in general. Characteristically this ge�e is at the same 
time a rather complex system of styles and dialects, which enter 
it as more-or-less parodied models 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 utmost 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 system 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 
�ames 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 
Ieader of the Oberiuty, Daniil Kharms (I90S-I942), "Anecdotes about Push
km." They are difficult to appreciate in translation, but are all similar to the 
rollowing: "Pushkin loved to throw rocks. As soon as he saw a rock, 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 
!..ost Literature of the Absurd, tr. and ed. by George Gibian (New York, 197 4), 
p. 67. 
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serve as the external and most immediate starting point for a di
alogue; the "todayness" of the day was emphasized in all its ran
domness (accidental encounters, etc.).  

In other serio-comical genres we will come upon other aspects, 
nuances and consequences of this radical shift of the temporally 
valorized center of artistic orientation, and of the revolution in 
the hierarchy of times. A few words now about Menippean satire. 
Its folklore roots are identical with !_l}.pse of the Socratic dialogue, 
to which it is genetically related (it is usually considered a prod
uct of the disintegration of the Socratic dialogue). The familiariz
ing role of laughter is here considerably more powerful, sharper 
and coarser.\The liberty to crudely degrade, to turn inside out the 
lofty aspects of the world and world views, might sometimes 
seem shocking. But to this exclusive and comic familiarity must 
be added an intense spirit of inquiry and a utopian fantas-fl. 
Nothing is left of the distant epic image of the absolute past; tb.l 
entire world and everything sacred in it is offered to us without 
any distancing at all, in a zone of crude contact, where we can 
·grab at everything with our own hands. In this world, utterly fa· 
miliarized, the subject moves with extreme and fantastic free· 
dom; from heaven to earth, from earth to the nether world, from 
the present into the past, from the past into the future. In the 
comic afterlife visions of Menippean satire, the heroes of the ab· 
solute past, real-life figures from various eras of the historic past 
(for example, Alexander of Macedonia) and living contemporaries 
jostle one another in a most familiar way, to talk, even to brawl; 
this confrontation of times from the point of view of the present 
is extremely characteristic. In Menippean satire the unfettered 
and fantastic plots and situations all serve one goal-to put to thr 
test and to expose ideas and ideologues. These are experimental 
and provocative plots. 

The appearance of the utopian element in this genre is symp· 
tomatic, although it is, to be sure, timid and shallow. The in· 
conclusive present be!ks to feel �los.er to t4,e ..fu!!!_!e than to J1!� 
past, and begins to see some valorized su�mort in the future, 
f:!c@ :n ®s tutlife A§ B§ :l&t]iiiui@meii�:;ieturn to the 
GOiaen Age of Saturn (in Roman times, Menippean satire was 
closely associated w1th the Saturnalia and with the freedom OJ 
Saturnalian laughter) .  

M=ean satire is dialo�c full of �arodies and travesties sB( - ed. and does pgt ��el=eutUlf bilipgualism !§]m· 
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roq and especially jn Bgetbjus' The Consolation of Philosophy!. 
The Jatyricon of Petronius is good proof that Menipperui satire 
can expand into a huge picture, offering a realistic reflection of 
the socially varied and heteroglot world of contemporary life. 

For almost all the above-mentioned genres, the "serio-comical" 
is characterized by a deliberate and explicit autobiographical and 
memoirist approach. The shift of the temporal center of artistic 
orientation, which placed on the same temporally valorized plane 
the author and his readers (on the one hand! and the world and 
heroes described by him (on the other!, making them contempo
raries, possible acquaintances, friends, familiarizing their rela
tions (we again recalJ the novelistic opening of OneginJ, permits 
the author, in all his various masks and faces, to move fteely onto 
che field of his represented world, a field that in the epic had been 
a.bsolutely inaccessible and closed. 1 

The field available for representing the world changes ftom 
genre to genre and ftom era to era as literature develops. It is 
organized in different ways and limited in space and time by di.l
terent means. But this field is always specific. 

The novel comes into contact with the spontaneity of the in
conclusive present; this is what keeps the genre ftom congealing. 
The novelist is drawn toward everything that is not yet com
pleted. He may turn up on the field of representation in any au
thorial pose, he may depict real moments in his own life or make 
allusions to them, he may interfere in the conversations of his he
roes, he may openly polemicize with his literary enemies and so 
:orth. This is not merely a matter of the author's image appearing 
\dthin his own field of representation-important here is the fact 
t hat the underlying, original formal author (the author of the au
thorial image! appears in a new relationship with the represented 
world. Both find themselves now subject to the same temporally 
.,·a.lorized measurements, for the "depicting" authorial language 
n.uw lies on the same plane as the "depicted" language of the 
hero, and may enter into dialogic relations and hybrid combina-

-t Marcus Terentius Varro (fl. 1st century B.c. ), politician and scholar, a 
r- :.1pil of Stilo-the first Roman philologist-who had made himself known 
t ::rough research on the genuineness of Plautus' comedies. Varro wrote nu
::Jerous works on the Latin language, but Bakhtin refers to him as author of 
: i-.•. iost work Statuarum Meni.ppearum libri, humorous essays in the Menip
;· : an style satirizing the luxury of his age. 
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tions with it (indeed, it cannot help but enter into such relations). 
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 authorial 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 geme 
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 geme (taking geme 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 Xenophon's 
Cyropaedia' (not, of course, a serio-comical work, but one that 
does 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 (428-354  B.c. ), Cyropaedia, a text that haunts the history of 
thinking about novels from Julian the Apostate's citation of it as a model to 
be avoided (cf. Perry, Ancient Romances, p. 78 )  to Boileau, who, in his Di· 
alogue sur les heros des romans ( r664) attacks Mme. de Scudery's monstrou.c 
Artamene, ou le grand Cyrus ( r 649-r653 ). 
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own contemporary reality; it is that which provides the point of 
view and value orientation. It is characteristic that the hew,ic 
past chosen here is not the �ational ,Pl!M. but a foreim and barbar
ic P.i§t. The world has already opened up; one's own monolitliic 
and closed world (the world of the epic) has been replaced by tll.e 
great world of one's own plus "the others." This choice of an alien 
heroism was the result of a heightened interest, characteristic for 
Xenophon's time, in the Orient-in Eastern culture, ideology and 
sociopolitical forms. A light was expected from the East. Cultural 
interanimation, interaction of ideologies and languages had al
ready begun. Also characteristic was the idealization of the orien
tal despot, and here one senses Xenophon's own .contemporary 
reality with its idea (shared widely by his contemporaries) of ren
ovating Greek political forms in a spirit close to oriental autoc
racy. Such an idealization of oriental autocracy is of course deeply 
alien to the entire spirit of Hellenic national tradition. Charac\. 
teristic and even extremely typical for the time was the concept 
of an individual's upbringing: this was to become one of the mo_!t 
important and productive themes for the new European novel. 
Also characteristic is the intentional and completely explicit 
transfer onto the image of Cyrus the Great of the features of 
Cyrus the Younger, a contemporary of Xenophon in whose cam
paign Xenophon participated. And one also senses here the per
sonality of another contemporary and close friend of Xenophon, 
Socrates; thus are elements of the memoir introduced into the 
work. As a final characteristic we might mention the form of the 
work itself-dialogues framed by a story. In such a way, contem
porary reality and its concerns become the starting point and cen
ter of an artistic ideological thinking and evaluating of the past. 
This past is given us without distancing, on the level of contem
\lOrary reality, although not (it is true) in its low but in its high 
rorms, on the level of its most advanced concerns. Let us com
:nent upon the somewhat utopian overtones in this work that re
: lect a slight (and uncertain) shift of its contemporaneity from the 
!'ast toward the future. Cyropaedia is a novel, in the most basic 
' t:nse of the word. 

The depiction of a past in the novel in no sense presumes the 
modernization of this past (in Xenophon there are, of course, 
t :·aces of such modernization). On the contrary, only in the novel 
!; ave we the possibility of an authentically objective portrayal of 
: :1e past as the past. Contemporary reality with its new experi-

- - ,.,. _n••• _... -uo· 
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ences is .r�.ta�d . as...a...Jo\1� Qj s.ee�g, it has the depth, sharpness, 
�th ��d vividnes�,.;ee�yli&:.to �1;.ji}tij("jsi�.£ ]jii §bould 
not in any way�:w&ttat,e,jW;gj;h,e,.altcarQr pm:t:fa¥Cd.contept of the 
J?ast, as a �ggemi:z;ing �md. distotti�Q!L.s!less of that g-_Atter all, eyery _gr�� s:�s ,�te}D:P9!..a.!l�t.¥ requires 
� a£ftL�tic prg!IT¢ Q,fili�.J?.�-�j:L..@ �Et'Jkm!c 2.�FLl�.m!ag_efrom 
another time. 
··The revorlltion in the hierarchy of times outlined above makes 

possible a rt�cal revolution in the structuring of the artistic im
age as well.VJle 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 present becomes the center of 
human orientation in time and in the world, time and world lose 
their completedness as a whole as well as in each of their parts. 
Th�mpor&.m94�l..2tili� .. WP.Il4. .. �!;t�g���;t:adi�.ally:;,j.t. becomes I! 
world where there is no first word !no ideal word), md the finaJ 
"§ra"ij:,!§..ruit.Yit.Jiiugi.fn. lfoi:�ille .Aisftime in artistic-ideo
logiciil. consciousness, time and the world become historical: 
they unfold, 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 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 0.1 
the epic "absolute past," walled off by an unapproachable bound .. 
ary from the continuing and unfinished present. Through contacr 
with the present, an object is attracted to the incomplete proces� 
of a world-in-the-making, and is stamped with the seal of incon· 
clusiveness.�o matter how distant this object is from us in time 
it is connected to our incomplete, present-day; continuing tern· 
poral transitions, it develops a relationship with our unprepared· 
ness, with our present) B�t meanwhile our :resent has been moY· 
ing into an in""nclusiye]Uiiire: And in tbl im;ulilYsive context 
all the semantjc stahjljty of the object is lost; its sense and signi&· 
cance are renew� md grow as the coptext continues to unfold 
This leads to radical changes in the structuring of the artistic iiD 
age. !'he image acquires a sped&c a ctual nistencc I.t ,acguire_,q " 
{elationship-in one form or another1 to one d,.!18!ee or anothe��

-?
ngOing event of current Hie in wlilch we, the author an .  --
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���.de!_S, are UUimatelv particip&tini. This creates the radically 
new zone for structuring images in the novel, a zone of max
.unally close contact between the represented object and contem
porary reality in all its inconclusiveness-and consequently a 
similarly close contact between the object and the future. 

Prophec is characteristic for the e ic rediction for the novel. 
Epic prop ecy is reiJ].izeg.J:Y:h.Q.JlLWithin-the liprit1.Q..... e a .. _�() __ ute 
past !if no�,gi.Y.el! __ ep_!c, !he� �ith!n_��.J�mi:��--of the tradition 
tt encompasses) ;  it does not touch the reader and his real . time. 
The novel might Wish io prophesiz_e."facts, to predict and influ
;;nce 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 
..;.;nter of activity that ponders and justifies the past is transferred 
w the future. 

This "modernity" of the novel is indestructible, and verges on 
a.n unjust evaluation of times. Let us recall the re-evaluation of 
: t1e past that occurred during the Renaissance ("the darkness of 
r h.: Gothic Age"), in the eighteenth century (Voltaire) and that is 
1 nherent in positivism (the exposure of myth, legend, heroization, 
; i  maximum de�arture from memorr.!,nd a p.a.E._l!_lum r��J!_g�iqp. 
· ·i the conc�P.!..2 ':kli.2.1!l��_ge,:,��:V..�J.l �g-�e_point,.Qf.�mems!!!Ilt.. a 
:nechanical fqith in "progress" as t}le hjgP:e,�tHi��t!�tn). 

* * * 

:. .� t us now touch upon several artistic features related to the 
.; : , ; ·.ve. The absence of internal conclusiveness and exhaustive
n � )s creates a sharp increase in demands for an external and for
� � : . : !  completedness and exhaustiveness, especially in regard to 
;-->• t -line. The problems of a beginning, an end, and "fullness" of 
;' i ·  • t  Jre posed anew. The epic is indifferent to formal beginnings 
� :h i  t;an remain incomplete (that is, where it concludes is almost 
.; � b 1 traryl. The absolute past is closed and completed in the whole 
.; , wdl as in any of its parts. It is, therefore, possible to take any 
� ,; : r .md offer it as the whole. One cannot embrace, in a single 
. :- : .  the entire world of the absolute past (although it is unified 
: :  · :n c1. plot standpoint)-to do so would mean a retelling of the 
·.·. ! J • d c: of national tradition, and it is sufficiently difficult to em
�- : J .: t  even a significant portion of it. But this is no great loss, be
- �  • :  'c the structure of the whole is repeated in each part, and each 
� J r :  : � complete and circular like the whole. One may begin the 
· :  · • !  \' at almost any moment, and finish at almost any moment. 
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The Iliad is a random excerpt from the Trojan cycle. Its ending 
I the burial of Hector) could not possibly be the ending from a nov
elistic point of view. But epic completedness suffers not the 
slightest as a result. The specific "impulse to end"-How does 
the war end? Who wins? What will happen to Achilles ? and so 
forth-is absolutely excluded from the epic by both internal and 
external motifs I the plot-line of the tradition was already known 
to everyone).  This specific "impulse to continue" I what will hap· 
pen next? ) and the "impulse to end" lhow will it end? ) are ch�ac
teristic only for the novel and are possible only in a zone where 
there is proximity and contact; in a zone of distanced images they 
are impossible. 

In distanced images we have the whole event, and plot interest 
lthat is, the condition of not knowing) is impossible. The novel1 
however, speculates in what is unknown. The novel devises vari· 
ous forms and methods for employing the surplus knowledge that 
the author has, that which the hero does not know or does not 
see. It is possible to utilize this authorial surplus in an external 
way, manipulating the narrative, or it can be used to complete the 
image of an individual lan externalization that is peculiarly nov· 
elistic) .  But there is another possibility in this surplus that 
creates further problems. 

The distinctive features of the novelistic zone emerge in vari· 
ous ways in various novels. A novel need not raise any problem· 
atic questions at all. Take, for example, the adventuristic "boule· 
vard" romance. There is no philosophy in it, no social or political 
problems, no psychology. Consequently none of these sphere� 
provides any contact with the inconclusive events of our owr: 
contemporary reality. The absence of distance and of a zone OJ 
contact are utilized here in a different way: in place of our tediou' 
lives we are offered a surrogate, true, but it is the surrogate of ;: 
fascinating and brilliant life. We can experience these adventur� 
identify with these heroes; such novels almost become a su� 
stitute for our own lives. Nothing of the sort is possible in tht 
epic and other distanced genres. And here we encounter the spe· 
cific danger inherent in the novelistic zone of contact: we our 
selves may actually enter the novel I whereas we could never en 
ter an epic or other distanced genre) .  It follows that we migh: 
substitute for our own life an obsessive reading of novels, r-: 

dreams based on novelistic models lthe hero of [Dostoevsky'• 
White Nights); Bovaryism becomes possible, the real-life ar 
pearance of fashionable heroes taken from novels-disillusione:: 
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demonic and s o  forth. Other genres are capable of generating such 
phenomena only after having been novelized, that is, after having 
been transposed to the novelistic zone of contact lfor example, 
the verse narratives of Byron) .  

Yet another phenomenon in the history of the novel-and one 
of extreme importance-is connected with this new temporal 
orientation and with this zone of contact: it is the novel's special 
relationship with extraliterary genres, with the genres of every
day life and with ideological genres. In its earliest stages, the 
novel and its preparatory genres had relied upon various extra· 
literary forms of personal and social reality, and especially those 
of rhetoric I there is a theory that actually traces the novel back to 
rhetoric) .  And in later stages of its develppment the novel makes 
wide and substantial use of letters, diaries, confessions, the forms 
and methods of rhetoric associated with recently established 
courts and so forth. Since it is constructed in a zone of contact 
with the incomplete events of a particular present, the novel 
often crosses the boundary ofwhat we strictly call fictional litera
ture-making use first of a moral confession, then of a philosoph
teal tract, then of manifestos that are openly political, then de
generating into the raw spirituality of a confession, a "cry of the 
soul" that has not yet found its formal contours. These phe
nomena are precisely what characterize the novel as a developing 
�enre. After all, the boundaries between fiction and nonfiction, 
between literature and nonliterature and so forth are not laid up 
:n  heaven. Every specific situation is historical. And the growth 
uf literature is not merely development and change within the 
11xed boundaries of any given definition; the boundaries them
-dves are constantly changing. The shift of boundaries between 
·:arious strata !including literature) in a culture is an extremely 
�iow and complex process. Isolated border violations of any given 
�recific definition jsuch as those mentioned above) are only 
'v inptomatic of this larger process, which occurs at a great depth. 
Tnese symptoms of change appear considerably more often in the 
'"'vel than they do elsewhere, as the novel is a developing genre; 
:h;;,· are sharper arid more significant because the novel is in the 
· . .  ;nguard of change. The novel may thus serve as a document for 
� ;;uging the lofty and still distant destinies of literature's future 
c: !1to1ding. 

out the changes that take place in temporal orientation, and in 
: � , zone where images are constructed, appear nowhere more 
;-- : 'roundly and inevitably than in the process of re-structuring 
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the image of the individual in literature. Within the bounds of the 
present article, however, I can touch on this great and complex 
question only briefly and superficially. 

The individual in the high distanced genres is an individual of 
the absolute past and of the distanced image. As such he is a fully 
finished and completed being. This has been accomplished on a 
lofty heroic level, but what is complete is also something hope
lessly ready-made; he is all there, from beginning to end he coin
cides with himself, he is absolutely equal to himself. He is, fur
thermore, completely externalized. There is not the slightest gap 
between his authentic essence and its external manifestation. All 
his potential, all his possibilities are realized utterly in his exter· 
nal social position, in the whole of his fate and even in his ex
ternal appearance; outside of this predetermined fate and pre
determined position there is nothing. He has already become 
everything that he could become, and he could become only that 
which he has already become. He is entirely externalized in the 
most elementary, almost literal sense: everything in him is ex
posed and loudly expressed: his internal world and all his exter· 
nal characteristics, his appearance and his actions all lie on a sin· 
gle plane. His . view of himself coincides completely with others 
views of him-the view of his society lhis community), the epic 
singer and the audience also coincide. 

In this context, mention should be made of the problem of self· 
praise that comes up in Plutarch and others. "I myself," in an en· 
vironment that is distanced, exists not in itself or for itself but fw 
the self's descendents, for the memory such a self anticipates in 
its descendents. I acknowledge myself, an image that is my own 
but on this distanced plane of memory such a consciousness 01 
self is alienated from "me." I see myself through the eyes of an· 
other. This coincidence of forms-the view I have of myself a' 
self, and the view I have of myself as other-bears an integrai 
and therefore naive, character-there is no gap between the twc· 
We have as yet no confession, no exposing of self. The one doinJ; 
the depicting coincides with the one being depicted. 3 

3 · Epic disintegrates when the search begins for a new point of view • 
one's own self (without any admixture of others' points of view). The expn · 

sive novelistic gesture arises as a departure from a norm, but the "error·· 
this norm immediately reveals how important it is for subjectivity. F1: 
there is a departure from a norm, and then the problematicalness of the nor:: 
itself. 
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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 to say about him he can say about himself, and vice versa. 
There is nothing to seek for in him, nothing to guess at, he can 
neither be exposed nor provoked; he is all of a piece, he pas no 
shell, there is no nucleus within. Furthermore, the epic hero 
lacks any ideological initiative !heroes and author alike lack it). 
The epic world knows only a single and unified world view, oblig
atory and indubitably true for heroes as well as for authors and 
audiences. Neither world view nor language can, therefore, func
tion as factors for limiting and determining human images, or 
their individualization. In the epic, characters are bounded, pre
termed, individualized by their various situations and destinies, 
but not by varying "truths." Not even the gods are separated from 
men by a special truth: they have the same language, they all 
share the same world 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
.tge of an individual from the distanced plane to the zone of con
tact with the inconclusive events of the present land consequent
!\- of the future) result in a radical re-structuring of the image of 
the individual in the novel-and consequently in all literature. 
folklore and popular-comic sources for the novel played a huge 
role in this process. Its first and essential step was the comic fa
!niliarization of the image of man. Laughter destroyed epic dis
tance; it �it'D tO jPl .. litigate map ffeeJy and familiarly; tO turn 
fum inside out e ose the dis ari between hi · 

�enter, between is otential an his re it . A dynamic authen
: iclty was intro uced into the image of man, dynamics of incon
' l lltency and tension between various factors of this image; man 
.: �,;ased to coincide with himself, and consequently men ceased to 
�t.: exhausted entirely by the plots that contain them. Of these in
.: ,  ;nsistencies and tensions u ter la s u first of all 
c : 1mic si es jbut not only the comic si es ; in the serio-comical 
;;:.:ores of antiquity, images of a new order emerge-for 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 most important stages of the 
novel's development !the serio-comical genres of antiquity, Rabe
lais, Cervantes) .  Outside his destiny, the epic and tragic hero is 
nothing; he is, therefore, a function of the plot fate assigns him; 
he cannot become the hero of another destiny or another plot. On 
the contrary, popular masks-Maccus, Pulcinello, Harlequin
are able to assume any destiny and can figure into any situation 
!they often do so within the limits of a single play), but they can
not exhaust their possibilities by those situations alone; they al
ways retain, in any situation and in any destiny, a happy surplus 
of their own, their own rudimentary but inexhaustible human 
face. Therefore these masks can function and speak independent 
of the plot; but, moreover, it is precisely in these excursions out· 
side the plot proper-in the Atellan trices,• in the lazzl of Italian 
comedy-that they best of all reveal a face of their own. Neither 
an epic nor a tragic hero could ever step out in his own character 
during 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 perish. Pol!ular masks, on the cgptraa ne&r per: 
�h: not a single plot in Atellan, Italian or Italianized.Jrench com·_ 
edies provides £�,: or. coiild ever P!Ovig�e,aaqal aeati1 nfl 
IVraC'Cus, a"flu1Cuie1Io or a Harleguin. Howev�r, ..QJle h.:eWJ.entb: 
witnesses tfieirflCtive comic -deatli.S !with subse uent r . 

ti.ons . ese are eroes o ee 1mproV1sat1on and not" heroe�..2!_ 
tradition, heroes of a · e process t at is imperishable and foreve; 
renewing itsell, forever contemporm-these are not heroes of an 
absolute past. 

These masks and their structure !the noncoincidence witl1 
themselves, and with any given situation-the surplus, the inex
haustibility of their self and the like), have had, we repeat, ar 
enormous influence on the development of the novelistic ima�· 

s. 'frices are thought to have been interludes in the action of the Atellan'
during which the masks often stepped out of character. 

t. Lazzi were what we might now call "routines" or "numbers" that we 
not part of the ongoing action of the plot. 
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of man. This structure is preserved even in the novel, although in 
a more complex, deeply meaningful and serious lor serio-comical) 
form. 

One of the basic internal themes of the novel is precisely the 
theme of the hero's inadequacy to his fate or his situation. The 
individual is either greater than his fate, or less than his condition 
as a man. He .ecome once and for all a clerk a landowner, 
a merchant, � fiance a sealous lo,I;t �: :.� �:- t e 
hero qf aJlO!_el y.ctu$ili ecomei:somet3 f ; � at i;;;}f 
he completely t:.9incides wilb llil' wtuatjgn and bis iatfK_ las do "
neric, everyday heroes the ma'ori of secondary characters in a 
nove -t en t e surplu.ti,�ring in the human con · tion,'is r�ij}.
ized m the mam protagpni�- The way in which this surplus will 
acruallY-ab��� �.2...'!���.!!!� of t�e author's onentation toward 
torm an,_co�u_Qli�J;,j§,. th.e�a.}':S �Uepr�
als. It is precisely the zone of co�c.Qllclnsjy_e p�s
ent . land 'm!!��'fu�I!Y.'!iih:�turel .tllat •. ct:.e.ate.§ th�Wtt. 
of this !nc��of.�.lP.a.D :w.ith himWf�.!!l.��.!.emains 
in him -�eali�e.,.<!.E.2.t�.g,tialm.Luwe�eg. dewan.ds The future 
exists, an_c1�s .�:_�c:!uE�.!DlL.1i!!.U��dYalL. 
has its roots in rum. 

An 'TiidiVliluafcannot be completely incarnated into the flesh of 
I!Xisting sociohistorical categories. There is no mere form that 
\'IOuld be able to incarnate once and forever all of his human pos
�ibilities and needs, no form in which he could exhaust himself 
Jown to the last word, like the tragic or epic hero; no form that he 
�. nuld fill to the very brim, and yet at the same time not splash 
: l ver the brim. There always remains an unrealized S11II1lus 
:nanness; there ways .remams a nee or e e, and a place 
! · :r  this futUre must 6e found. All existing clothes are always too 
: : J;ht, and thus comical, on a man. But this surplus of un-fleshed
, , ut humanness may be realized not only in the hero, but also in 
r. !u• author's point of view las, for example, in Gogol) .  Reality 
.: - we have it in the novel is only one of many possible realities; 
: :  lS not inevitable, not arbitrary, it bears within itself other 
�' , ,:.ibilities. 

The epic wholeness of an individual disintegrates in a novel in 
- : n :.:r ways as well. A crucial tension develops between the exter

:: � i  .m.d the internal man, and as a result the subjectivity of the 
: ::_:tvidual becomes an object of experimentation and representa. .  ! 1-and first of all on the humorous familiarizing plane. Coor-
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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 preparatory steps to
ward a new, complex wholeness on a higher level of human 
development. 

Finally, in a novel the individual acquires the ideological and 
linguistic initiative necessary to change the nature of his own im
age (there is a new and higher type of individualization of the 
image) .  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 popl.!!ar 
mask) and, finally, the image of Menippius in Lucian. As a nde1 
�e hero of a novel is always more or less an ideologue. rl 

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

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 between classic antiquity and Hellenism, and in th� 
new world during the late Middle Ages and Renaissance. The fun· 
damental constituents of the novel as a genre were formed in 
these eras, although some of the separate elements making up tht 
novel were present much earlier, and the novel's roots must ul· 
timately be sought in folklore. In these eras all other major gemt' 
had already long since come to completion, they were already ok 
and almost ossified gemes. They were all permeated from top ti 
bottom with a more ancient hierarchization of temporalities. Th( 
novel, from the very beginning, developed as a geme that had a: 
its core a new way of conceptualizing time. ,The absolute pas! 
tr�<,lliion, hierarchical distance played no role in the formation v: 

the novel as a: geme (such spat1otemporat categories did Dla>' ' 

ro e ou insigm cant, in certain peno s o e novel's devel 
opment, w en 1t was s y y e e;e1c- or exan: 
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ple in the Baroque novel). The novel took shape precisely at the 
point when e ic distance was disinte · when both the worta 
an man wer�_asspming a degree of !?Otpic familiarit>J w en e 
object of artistic representation was being degraded to the level of 
a contemporary reali tliat was inconclusive and flmd. From the 
very . .  es:mnm& · · tanceaiiii
age of the absol�t�.£!St but in th.s..�2.n� of direct c,2ntact wi in
conclUsive nresent-dai'Wiliii !\tjts core Jay pgsppal exgeiience 
�4-�ee c�eative WIJ1thU!i2P· . us a �ew, sob� arti�tic-prose 
no�list1c rmage an a new cntical SC1€!!ltl. c ... �pt10n came 
into "bciiig slmilltaneous1y:¥Frorii tlle�very beginning, then, the 
novel was·· made of difte.rertt clay than the other already com
pleted gemes; 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 geme 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 gemes 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 gemes a generic canon that is alien to them, not 
theirs.{The novel, after all, has no canon of its own. It is, by its 
very nature, not canonic. It is plasticity itself. It is a geme that is 
1;ver questing, ever examining itself and subjecting its established 
torms to review. Such, indeed, is the only possibility open to a 
�enre that structures itself in a zone of direct contact with devel
' 'Ping reality. Therefore, the novelization of other gemes does not 
; �nply their subjection to an alien generic canon; on the contrary, 
t J • ;veHzati�...thej�; liheratinn.Jmm. aJJ .that...§� a.S...il 
hrake qn thf!ii.J!.ni.Q.u�deJd.p.ma.en_t, from all that would change 
: hem along with the novel into some sort of stylization of forms 
t ! lat have outlived themselves) 

I have developed my variou� positions in this essay in a some
··dlat abstract way. There have been few illustrations, and even 
: !:ese were taken only from an ancient period in the novel's devel
· · rment. My choice was determined by the fact that the sig
:l ; :icance of that period has been greatly underestimated. When 
;' ::<Jple talk about the ancient period of the novel they have tradi
: ' ·  >nally 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 
modem 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 contemporaneous) 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 now meant not 
only to degrade, but to raise reality into a new and heroic sphere. 
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 DIS COURSE 

I 

The stylistic study of the novel began only very recently. Classi
cism of the seventeenth a,nd 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-Abbe Huet !Essay [ 11aite] sux l 'origine des romans, 
r67o), Wieland lin his celebrated preface to Agathon, 1766-!767), 
Blankenburg I Versuch iiber den Roman, 177 4, published anony
mously) and the Romantics !Friedrich Schlegel, Navalis )  barely 
touched upon questions of style. 1  In the second half of the nine
teenth century there was an intensification of interest in the the- , 

c>ry of the novel, as it had become the leading European genre2-
but scholarship was concentrated almost exclusively on ques
uons of composition and thematics. 3 Questions of stylistics were 
:.ouched upon only in passing and then in a manner that was com
pletely unsystematic. 

Beginning with the rg2.os, this situation changed rather abrupt
h·: there appeared a large number of works dealing with the sty-

i 'The Romantics maintained that the novel was a mixed genre (a mixture 
: •:erse and prose), incorporating into its composition various genres (in par

: • - ular the lyrical)-but the Romantics did not draw any stylistic conclusions 
: :  '!Il this. Cf., for example, Friedrich Schlegel's Brief iiber den Roman. 

1.  ln Germany, in a series of works by Spielhagen (which began to appear 
: ::  : •64) and especially with R. Riemanns' work, Goethes Romantechnik 

• .  ll i; in France, beginning in the main with Brunetiere and Lanson. 
· Literary scholars studying the technique of framing ( 11Ramenerziihlung") 

: :  :tterary prose and the role of the storyteller in the epic (Kate Friedemann, 
- ;, l:lolle des Erziihlers in der Epik [Leipzig, 1910)) came close to dealing with 
: . 

- : · tundam.ental problem of the plurality of styles and levels characteristic 
: : he novel as a genre, but this problem remained unresolved on the stylistic 

� . .  me. 
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listics of individual novelists and of individual novels. These 
works are often rich in valuable observations. 4 But the distinctive 
features of novelistic discourse, the stylistic specificum of the 
novel as a geme, remained as before unexplored. Moreover, the 
problem of this specificum itself, its full significance, has to this 
day. not yet been posed. Five different stylistic approaches to nov
elistic discourse may be observed: lr )  the author's portions alone 
in the novel are analyzed, that is, only direct words of the author 
more or less correcdy isolated-an analysis constructed 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; 5 l 3 l  in a 
given novelist's language, elements characteristic of his particu
lar literary tendency are isolated !be it Romanticism, Naturalism, 
Impressionism, etc. ); 6 141 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 
novelist; 7 l s i  the novel is viewed as a rhetorical geme, and its de
vices are analyzed from the point of view of their effectiveness as 
rhetoric.8 

All these types of stylistic analysis to a greater or lesser degree 
are remote from those peculiarities that define the novel as il 
geme, and they are also remote from the specific conditions un· 
der which the word lives in the novel. They all take a novelist'.• 
language and style not as the language and style of a novel but 
merely as the expression of a specific individual artistic person· 
ality, or 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· 

4· Of special value is the work by H. Hatzfeld, Don-Quiiote als War 
kunstwerk (Leipzig-Berlin, I92.7 ) .  

5 ·  Such, for example, is L. Sainean's book, La Langue de Rabelais (Pili•· 
val. r, r92.2.; val. 2., I92.3) .  . 

6. Such, for example, as G. Loesch's book, Die impressionistische Sym. 
der Goncourts (Nuremberg, I9r9) .  

7. Of such a type are the works by the Vosslerians devoted to style: • ·  

should mention as especially worthwhile the works of Leo Spitzer on t: 
stylistics of Charles-Louis Philippe, Charles Peguy and Marcel Prou· 
brought together in his book Stilstudien (val. 2., Stilsprachen, I92.8). 

8. V. V. Vinogradov's book On Artistic Prose [0 xudozestvennoj pru:. 
(Moscow-Leningrad, I930) assumes this position. 
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eral characteristics of poetic language or of the literary language 
of a particular era all serve to conceal from us the genre itself, 
with the specific demands it makes upon language and the spe
cific possibilities it opens up for it. As a result, in the majority of 
these works on the novel, relatively minor stylistic variations
whether individual or characteristic of a particular school..:.....have 
the effect of completely covering up the major stylistic lines de
termined by the development of the novel as a unique genre. And 
all the while discourse in the novel has been living a life that is 
distinctly its own, a life that is impossible to understand from the 
point of view of stylistic categories formed on the basis of poetic 
ge�s in the narrow sense of that term. 

e differences between 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 ( rimarily in the author's direct disc ), it is of sec
ondary importance or e nove at is moreot... this direct imag
ery often acquires in the novel quite special functions that are not 
illrect. Here, for example, is how Pushkin characterizes Lensky's 
poetry [Evgenij Onegin, 2.. ro, r-4] :  

He sang love, he was obedient t o  love, 
And his song was as clear 
:\s the thoughts of a simple maid, 
.\s an infant's dream, as the moon . . . . a 

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 
" tgni.ficance at all. They cannot be understood as the direct poetic 
: mages of Pushkin himself (although formally, of course, the char
.lcterization is that of the author). Here Lensky's "song" is charac
:;;rizing itself, in its own language, in its own poetic manner. 
Pushkin's direct characterization of Lensky's "song"-which we 
nnd as well in the novel-sounds completely different [6. 2.3, r] :  

Thus he wrote gloomily and languidly . . . .  

J ·These lines and the following citations from Eugene Onegin are taken 
:: :n Walter Arndt's translation (New York: Dutton, 1963), slightly modified 
: -. places to correspond with Bakhtin's remarks about particular words used. 



(44] F R O M  THE P REHI S T O RY O F  N O VELISTIC D I S C O UR S E  

In the four lines cited by us above it is Lensky's song itself, his 
voice, his poetic style that sounds, but it is permeated with the 
parodic and ironic accents of the author; that is the reason why it 
need not be distinguished from authorial speech by composi
tional or grammatical means. What we have before 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 another's [ cuioj] lan
guage, in the given instance the image of another'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
odied 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
stroy 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 
ironic accents that penetrate this "language of another"). 

Another example from Onegin [r. 46, r-7] :  
He who has lived and thought can never 
Look on mankind without disdain; 
He who has felt is haunted ever 
By days that will not come again; 
No more for him enchantment's semblance, 
On him the serpent of remembrance 
Feeds, and remorse conodes his heart. 

One might think that we had before us a direct poetic maxim oJ 
the author 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) aheady 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 Cfloser to 
Onegin's "language11 than to the "language11 of Lensky:(he is no 
longer merely outside it but in it as well; he not only represents 
this "language'Iut ·to a considerable extent he himself speaks in 
this "language.11 The hero is located in a zone of potential con
versation with e 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? 11); 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 
tact that as a system it is a historical dead end. The image of 
another's language and oudook on the world [ cuioe jazyk
mirovozzrenie], simultaneously represented and representing, 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 
.tre incorporated into such a figure, but at the same time they are 
qualified" and "externalized," shown as something historically 

rdative, delimited and incomplete-in the novel they, so to 
�peak, criticize themselves. 

They both illuminate the world and are themselves illumi
:"tated. Just as all there is to know about a man is not exhausted by 
ius situation in life, so all there is to know about the world is not 
I:Xb.austed by a particular discourse about it; every available style 
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is restricted, there are protocols that must be observed. 
The author represents Onegin's "language11 (a period-bound 

language associated with a particular world view) as an image 
that speaks, and that is therefore preconditioned [ ogovorennij 
govorjascij]Jrherefore, the author is far from neutral in his rela
tionship to clrl-; image: to a certain extent he even polemicizes 
with this language, argues with it, agrees with it (although with 
conditions), interrogates it, eavesdrops on it, but also ridicules it, 
parodically exaggerates it and so forth-in other words, the au
thor is in a dialogical relationship with Onegin's language; the 
author is actually conversing with Onegin, and such a con
versation is the fundamental constitutive element of all novelis
tic style as well as of the controlling image of Onegin's language\ 
The author represents this language, carries on a conversatioK 
with it, and the conversation penetrates into the interior of this 
language-image and dialogizes it from within. And all essentially 
novelistic images share this quality: they are internally di
alogized images-of the languages, styles, world views of another 
(all of which are inseparable from their concrete linguistic and 
stylistic embodiment) .  The reigning theories of poetic imagery 
are completely powerless to analyze these complex internally di· 
alogized images of whole languages. 

Analyzing Onegin, it is possible to establish without mucb 
ttouble that in addition to the images of Onegin's language and 
Lensky's language there exists yet another complex language
image, a highly profound one, associated with Tatiana. At the 
heart of this image is a distinctive internally dialogized combina· 
tion of the language of a "provincial miss11-dreamy, sentimental, 
Richardsonian-with the folk language of fairy tales and stories 
from everyday life told to her by her nurse, together with peasant 
songs, fortune telling and so forth. What is limited, almost comi· 
cal, old-fashioned in Tatiana's language is combined with the 
boundless, serious and direct ttuth of the language of the folk. 
The author not only represents this language but is also in fact 
speaking in it. Considerable sections of the novel are presented in 
Tatiana's voice-zone (this zone, as is the case with zones of all 
other characters, is not set off from authorial speech in any for· 
mally compositional or syntactical way; it is a zone demarcated 
purely in terms of style) .  

In addition to the character-zones, which take up a consider· 
able portion of authorial speech in the novel, we also find in 
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Onegin individual parodic stylizations of the languages associ
ated with various literary schools and genres of the time !such as 
a parody on the neoclassical epic formulaic opening, parodic epi
taphs, etc. ) .  And the author's lyrical digressions themselves are 
by rio means free of parodically stylized or parodically polemiciz
ing elements, which to a certain degree enter into the zones of the 
characters as well. Thus, from a stylistic point of view, the lyrical 
digressions in the novel are categorically distinct from the direct 
lyrics of Pushkin.(The former are not lyrics, t4ey are the novelis
tic image of lyrics land of th� poet as lyricist) .)As a result, under 
careful analysis almost the entire novel breaks down into images 
of languages that are connected to one another and with the au
thor via their own characteristic dialogical relationships. These 
languages are, in the main, the period-bound, generic and com
mon everyday varieties of the epoch's literary language, a lan
guage that is in itself ever evolving and in process of renewal. All 
these languages, with all the direct expressive means at their dis
posal, themselves become the object of representation, are pre
sented as images of whole languages, characteristically typical 
images, highly limited and sometimes almost comical. But at the 
same time these represented languages themselves do the work 
of representing to a significant degree. The author participates in 
the novel jhe is omnipresent in it) with almost no direct language 
of his own. The language of the novel is a system of Janguageli 
chat mntnalJy and iden191.?ca11y jpterapjmgte each other u js im
possible to describe and analyze it as a single unitarv langua�e. 

We pause on one more example. Here are four excerpts om 
different sections of Onegin: 

Ji Thus a young [molodoj) good-for-nothing muses . . . .  
lr. 2, r) 

1 i  • . • Our youthful [mladoj) singer 
Has gone to his untimely end! . . .  [6. 31, ro-n] 

1 � 1 sing of a young [mladoj] friend, his checkered 
Career in fortune's cruel coil. [7. 5 5 , 6-7] 

� What if your pistol-shot has shattered 
The temple of a dear young [molodoj] boy . . . .  
l6. 341 I-2.) 

We see here in two instances the Church Slavonic form mladoj 
.i!ld in two instances the Russian metathesized form molodoj. 
L iluld it be said that both forms belong to a single authorial lan· 
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guage and to a single authorial style, one or the other of them 
being chosen, say, 11for the meter"? Any assertion of the sort 
would be, of course, barbaric. Certainly it is the author speaking 
in all four instances. But analysis shows us that these forms be
long to different stylistic systems of the novel. 

The words "mladoi ptwec" [youthful singer] !the second 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 [to write 
verses] and "pevec" [singer] and "poet" [poet] are used by Pushkin 
in Lensky's zone or in other zones that are parodied and objec
tified lin his own language Pushkin himself says of Lensky: 
"Thus he wrote . . . .  " ) .  The scene of the duel and the "lament" for 
Lensky I"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 soberrninded authorial voice is forever breaking 
in; the orchestration in this section of the novel is rather complex 
and highly interesting. 

The woids "I sing of a young friend" !third excerpt) involve a 
parodic 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 molodoi povesa [young good-for-nothing] and mo· 
lodoi 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 11lan· 
guages" and direct authorial discourse, then we would get a 
conglomeration of heterogeneous linguistic and stylistic form� 
lacking any real sense of style. It is impossible to lay out the Ian· 
guages of the novel on a single plane, to stretch them out along � 
singie line. It is a system of intersecting planes. In Onegin, there 
is scarcely a word that appears as Pushkin's direct word, in th• 
unconditional sense that would for instance be true of his lyric.' 
or romantic poems. Therefore, there is no unitary language n: 

style in the novel. But at the same time there does exist a ceJ!!c 
Oflanguage Ia  verbal-ideological center1 for the novel. The autk 
ras creator ,..,£ the novelistic wliole) cannot be fauna at any one i : 
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the novel's lan ' age levels: he is to be found at the centex of orga
nization where\ all levels intersect. The different levels are to 
varying degrees \iistant from this authorial center. 

Belinsky called Pushki.n's novel "an encyclopedia of Russian 
life.11 But this is no 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-off and 
indisputable language-it is repres-ented precisely as a living mix 
of varied and opposing voices [raznorecivost'], developing and re
newing itself. The language of the author strives to overcome the 
superficial "literariness" of moribund, outmoded styles and fash
ionable period-bound languages; it strives to renew itself by draw
ing on the fundamental elements of folk language (which does 
not mean, however, exploiting the crudely obvious, vulgar con
tradictions between folk and other 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 fashionable11 ) mutually illuminating one another. But 
this interillumination is not of course accomplished at the level 
of linguistic abstraction: images of language are inseparable from 
images of various world views and from the living beings who are 
cheir agents-people who think, talk, and act in a setting that is 
'>Ocial and historically concrete. From 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 
-.une time separate "languages" within this system are located at 
Jtiferent distances from the unifying artistic and ideological cen
: (:r of the novel. 

The stylistic structure of Evgenij Onegin is typical of all au
r�u::ntic novels. To a greater or lesser extent, every novel is a di
J i • l�zed s stem made u of · f "lan a es, 11 styles and 
� ·  •nsciousn t are concrete and inse om anguage. 
�.:l!l.�aie ip the ngyel not �:er.�s!:nts, but itself se,!v§JJ.s -� 
, hit,({t of repres�nt����!�J!i�Y.9.\l!!€.i!!,!l�!!!-YS cr,!.t_ic,iH,Y!g 

: : ·df. 
ln this consists the categorical distinction between the novel 

-' "J ill straightforward genres-the epic poem, the lyric and the 
� r .1 ma (strictly conceived). All directly descriptive and expressive 
:.1�.: .ms at the disposal of these genres, as well as the genres them
- � ! n:s. become upon entering the novel an object of representa
. .  · n within it. Under conditions of the novel every direct word-
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epic, lyric, strictly dramatic-is to a greater or lesser degree made 
into an object, the word itself becomes a bounded [ ogranicennij] 
image, one that quite often appears ridiculous in this framed 
condition. 

The basic tasks for a st,yljstjcs in the u�re tberefgre: the . 
stUd: of s ecific images of languages and styles; the organization 
a· ese ·images; eu typo ogy or ey are extremely diverse); 
flie }�'0�,!!!!�-o�S¥! o[1attggages witlnt! £lie woettsttc-
WliOle; te trans ers an switchings of languages and voices; their 
d'tilogiciil interrelationsliips. 
"The styhshcs of d'iteC'tg!iifes, of the direct poetic word, 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 
geme. 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 gemes. 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 gemes of 
familiar speech found in conversational folk language (gemes 
that are as yet little studied) and also in certain folkloric and low 
literary gemes. P._�g !�!.l!er�-�2.J;U!¥.9.:. ��Jy gevelopment, 
the novelistic word reflect�g.JUL:ri.�g!di�l!;,!mg:gle P��!�ibes. 
P!:2P���s -��Jap� .. ��-:U:.i�.Jl.ti!U!¥.!..?(ech.oes of thi� 
ancient .. s�e. In essence this discourse always devetoji'ea on 
the -�dary ilni 6emeen c!i!liures and ra.n�afi I lie preffis; 
fory of novelistic discourse is of great interest and not without it• 
own special drama. 

In the prehistory of novelistic discourse one may observe man)' 
extremely heterogeneous factors at work. From our point of view 
however, two of these factors prove to be of decisive importance 
one of these is laughter, the other polyglossia [mnogojazycie; 
The most ancient forms for representing language were organized 
by lau ter-these were originally nothing more than the ridicul· 
ing of another's anguage an ana er s scourse. Polyglor · 
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sia and the interan.imation of languages associated with it ele
vated these forms to a new artistic and ideological level, which 
made possible the genre of the novel. 

These two factors in the prehistory of novelistic discourse are 
the subject of the present article. 

II 

One of the most ancient and widespread forms for representing 
the direct word of another is parody. What is distinctive about 
parody as a form? 

Take, for example, the parodic sonnets with which Don Qui
xote begins. Although they are-impeccably structured as sonnets, 
we could never possibly assign them to the sonnet genre. In Don 
Quixote they appear as part of a novel-but even the isolated pa
rodic sonnet !outside the novel) could not be classified generically 
as a sonnet. In a parodiefl sonnet, .the .��nn.�tf.2n.n..J.�q.t.!,,&!t.,.IID;.Al, 
all; that is, it is not the form of a wliofe but is rather the object of 
represeJ!latW..Ik ... ��(.i'P.ii�i�i�fS.1l'iCli�'jiaiQJ'ilna p3'X-' 
ody on the sonnet, we must first of all recognize a sonnet, recog
nize its form, its specific style, its manner of seeing, its manner of 
selecting from and evaluating the world-the world view of the 
sonnet, as it were. A parody may represent and ridicule these dis
tinctive features of the sonnet well or badly, profoundly or super
ficially. But in any case, what results is not a sonnet, but rather 
che image of a sonnet. 

For the same reasons one could not under any circumstances 
assign to the genre of "epic poem" the parodic epic "War between 
the Mice and the Frogs."b This is an image of the Homeric style. 
it is preci�...,mrle d1;t.!js _ili.e t:ru� h�ro gf.�J;le;��Qr�: We would 
have to say the same of Scarron's Virgil travesti.c One could like-

b. The Batrachomyomachia, a still extant parody of Homer thought to 
!:ave been written about soo B.c., but with many later interpolations. It is 
:� r>W usually ascribed to Pigres of Halicamassus (brother-in-law of Mausoleus, 
·,, hose tomb was one of the seven wonders of the ancient world) .  The Mar
� : tes (cf. note z) has also been ascribed to Pigres. 

c. This work, comprised of seven books (1638-I65 3 ), was considered the 
:: � .lSterpiece of Paul Scarron (x6IO-I66o) in his day. Scarron is now best re
: : : wnbered for his picaresque novel, Le Roman comique (2. vol., I65I-I657, 
. 1uinished, 3rd vol. by other hands, 1659 ) .  
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wise not iri.clude the fifteenth-century sermons joyeuxd in the 
genre of the sermon, or parodic "Pater nosters" 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 verbal forms that ridicule the 
straightforward, serious word in all its generic guises. This world 
is very rich, considerably richer than we are accustomed to 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 by Scarron's Eneide 
travestie,e or Platen's "Verhangnisvolle 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,8 Plutarchh (in his Mo-

d. These were mock sermons originally given in the churches of medieval 

France as part of the Fete des fous; later they were expelled from the church 
and became a secular geme 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 verhiingnissvolle Gabel" j 1826), a parody of Romantic "fate trag· 

edies" by August, Graf von Platen-Hallermiinde l1796-183 s ), who was con· 
cemed to re-establish classical norms in the face of what he saw as the exces· 
ses of the Stiinner und Driinger I see his Venetian sonnets [1825] ) .  

g .  Aulus Gellius jc .  130-c. 180 A.D.), author of the Noctes Atticae in 
twenty books, a collection of small chapters dealing with a great variety or 
topics: literary criticism, the law, grammar, history, etc. His Latin is remark· 
able for its mixture of classical purity and affected archaism. 

h. The Moralia of Plutarch I translated in fourteen volumes by F. C. Babbiu 
et al. [1927-195 9]) are essays and dialogues on a wide. variety of literary, hi!!
torical and ethical topics, with long sections of quotations from the ancient 

dramatists. 
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ralia), Macrobius1 and, in particular, Athenaeusi-provide suffi
ciently rich data for judging the scope and special character to the 
parodying 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 works of such literary scholars as Dietrich, k Reich,1 Com
fordm and others have prepared us for more correct assessment of 
the role and significance of parodic-travestying forms in the ver
bal culture of ancient times . 

It is our conviction that there never was a single strictly 
straightforward geme, no single type of direct discourse-artistic, 
rhetorical, philosophical, religious, ordinary everyday-that did 
not have its own parodying ami travestying double, its own 
comic-ironic contre-partie. What is more, these parodic doubles 
and laughing reflections of the direct word were, in some cases, 
iust as sanctioned by tradition and just as canonized as their ele
vated models. 

I will deal only very briefly with the problem of the so-called 
·•fourth drama," that is, the satyr play. In most instances this 
drama, which follows upon the tragic trilogy, developed the same 
narrative and mythological motifs as had the trilogy that pre
ceded it. It was, therefore, a peculiar type of parodic-travestying 
contre-partie to the myth that had just received a tragic treat-

i. Ambrosius Theodosius Macrobius (a figure variously identified with 
,:everal Macrobii), author of the Saturnalia, a symposium presented in 
the form of a dialogue in seven books, drawing heavily on Aulus Gellius (cf. 
note g). 

i .  Atheneus (fl. 200 A.D. ), author of Deipnosophistai (Doctors at Dinner, or 
,t, it is sometimes translated, Experts on Dining) .  This is a work of fifteen 
:moks filled with all kinds of miscellaneous information on medicine, litera
::ure. the law, etc., intermingled with anecdotes and quotations from a large 
number of other authors, many of whose works are otherwise lost or 
-nknown. 

k.. A. Dietrich, author of Pulcinella: Pompeyanische Wandbilder und 
:�·>mische Satyrspiele (Leipzig, 1897), a book that played a major role in shap
: ng some of Bakhtin's early ideas about the role of fools in history. 

I. Hermann Reich, author of Der Mimus (Berlin, 1903 ), a theoretical at
: :mpt to reconstruct the reasons for the mime's importance in ancient 
' •Icece. 

m. F. M. Comford ( I874-1943 ), from whose many works Bakhtin here has 
: :1 mind The Origin of Attic Comedy (London, I914) .  
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ment on the stage; it showed th1' myth in a different aspect. 
These parodic-travestying counter-presentations of lofty na

tional myths were just as sanctioned and canonical as their 
straightforward tragic manifestations. All the tragedians-Phry
nicous,n Sophocles, Euripides-were writers of satyr plays as 
well, and Aeschylus, the most serious and pious of them all, an 
initiate into the highest Eleusinian Mysteries, was considered by 
the Greeks to be the greatest master of the satyr play. From frag
ments of Aeschylus' satyr play The Bone-Gatherers a we see that 
this drama gave a parodic, travestying picture of the events and 
heroes of the Trojan War, and particularly the episode involving 
Odysseus' quarrel with Achilles and Diomedes, where a stinking 
chamber pot is thrown at Odysseus' head. 

It should be added that the figure of "comic Odysseus," a pa
rodic travesty of his high epic and tragic image, was one of the 
most popular figures of satyr plays, of ancient Doric farce and pre
Aristophanic comedy, as well as of a whole series of minor comic 
epics, parodic speeches and disputes in which the comedy of an
cient times was so rich !especially in southern Italy and Sicily!. 
Characteristic here is that special role that the motif of madness 
played in the figure of the "comic Odysseus":  Odysseus, as is well 
known, donned a clown's fool's cap !pileus) and harnessed hi� 
horse and ox to a plow, pretending to be mad in order to avoid 
participation in the war. It was the motif of madness tha1 
switched the figure of Odysseus from the high and straightfor
ward plane to the comic plane of parody and travesty.9 

But the most popular figure of the satyr play and other forms ol 
the parodic travestying word was the figure of the "comic Her· 
cules." Hercules, the powerful and simple servant to the cow· 
ardly, weak and false king Euristheus; Hercules, who had con· 
quered death in battle and had descended into the nether world 
Hercules the monstrous glutton, the playboy, the drunk anii 

9· Cf. J. Schmidt, Ulixes comicus. 

n. Phrynicous, one of the originators of Greek tragedy. He was first to u: 
traduce the feminine mask, and was greatly admired by Aristophanes. H: · 
first victory was in S II B.c. Some of his titles are Pleuroniae, Aegyptii, A.  
cestis, Acteon; he wrote several other plays as well. 

o. The Ostologoi may have been part of a tetralogy with Penelope, den·. 
ing its title from the hungry beggars in the palace at Ithaca who collec1· . .  

bones hurled at them by the suitors. 
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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 jwhere 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 He:wules," 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
[ravestying 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 Ia long poem) about the 
tool Margit. For any and every straightforward geme, any and 
every direct discourse-epic, tragic, lyric, philosophical-may 
and indeed must itself become the object of representation, the 
; ;biect of a parodic travestying "mimicry." It is as if such mimicry 
ups the word away from its object, disunifies the two, shows that 
J given straightforward generic word-epic or tragic-is one
'tded, bounded, incapable of exhausting the object; the process of 
i'arodying forces us to experience those sides of the object that are 
:tot otherwise included in a given geme or a given style . •  Eucdi.c
: raves�ying literature introduces the permanent corrective of 
! :mghrer, of a critigu$! ��d!d"�flot.'!'S1m"Ss0fffie loity ar; 
: ;;ct word, the corrective of realit that is alwa s richer, moretun-
2c\men.t;a . ap. most unp,g�ant y tO..Q�,!llra ictor 
:_' ' - be fit i.J:tt_o..! hi&h an<i, UJ"Jlightforward gem_s. The high genres 
.; r l: monotonic, while the "fourth drama" and gemes akin to it re
. .; m  the ancient binary tone of the word. Ancient parody was free 

t any nihilistic denial. It was not, after all, the heroes who were 
;-- .1rodied, nor the Trojan War and its participants; what was par
· .ited was only its epic heroization; not Hercules and his exploits 

:· u t their tragic heroization. The geme itself, the style, the lan
� ,� Jge are all put in cheerfully irreverent quotation marks, and 
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they are perceived against a backdrop of a contradictory reality 
that cannot be confined within their narrow frames. The direct 
and serious word was revealed, in all its limitations and insuffi
ciency, only after it had become the laughing image of that 
word-but it was by no means discredited in the process. Thus it 
did not bother the Greeks to think that Homer himself wrote a 
parody of Homeric style. 

Evidence from Roman literature casts additional light on . the 
problem of the "fourth drama." In Rome its functions were filled 
by the Atellan literary farces. When, beginning with the period of 
Sulla, the Atellan farces were reworked for literature and fixed in 
texts, they were staged after the tragedy, during the exodium.P 
Thus the Atellan farces q of Pomponius r and Novius• were per· 
formed after the tragedies of Accius. t The strictest correspon· 
dence was observed between the Atellan farces and the tragedies. 
The insistence upon a single source for both the serious and the 
comic material was more strict and sustained in Rome than had 
been the case in Greece. At a later date, the Atellan farces that 
had been performed during the tragedic exodium were replaced 
by mimes: apparently they also travestied the ll}llterial of the pre· 
ceding tragedy. 

The attempt to accompany every tragic (or serious) treatment 
of material with a parallel comic (parodic-travestying) treatment 
also found its reflection in the graphic arts of the Romans. In the 
so-called "consular diptychs," comic scenes in grotesque masks 
were usually depicted on the left, while on the right were found 
tragic scenes. An analogous counterposing of scenes can also be 

p. The exodium was, in Greek drama, the end or catastrophe of a play; bu: 
is used here by Bakhtin as it applied in Roman plays, where th� word mean� " 
comic interlude or farce following something more serious. Its function 1 ·  
comparable with the satyr play in Athenian tetralogies. (Not to be confuse, 
with exodos, the portion near the end of Greek plays where the chorus leavt, 
the stage. )  

q. First-century B.c.  farces that emphasized crude physiological detali· 
and bawdy jokes. 

r. Lucius Pomponius of Bononia (fl. IOo-Ss  B.c. ), author of at least seven• 
Atellan farces. 

s. Novius (fl. 95-80 B.c. ), younger contemporary of Pomponius, and a;. 
thor of forty-three farces. 

t. Lucius Accius (r70-90 B.c. ), historian of literature, but cited here · 
Bakhtin because he was generally regarded as the last real tragedian of Ron· 
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observed in the mural paintings in Pompeii. Dieterich, who made 
use of the Pompeiian paintings to unlock the secret of ancient 
comic forms, describes, for example, two frescoes arranged facing 
each other: on the one we see Andromeda being rescued by Per
seus, on the opposite wall is a picture of a naked woman bathing 
in a pond with a serpent wrapped around her; peasants are trying 
to come to her aid with sticks and stones. 10 This is an obvious 
parodic travesty of the first mythological scene. The plot of the 
myth is relocated in a specifically prosaic reality; Perseus himself 
is replaced by peasants with rude weapons !compare the knightly 
world of Don Quixote translated into Sancho's language). 

From a whole series of sources, and particularly from the four
teenth book of Atheneus, we know 'of the existence of an enor
mous world of highly heterogeneous parodic-travestying forms; 
we know, for instance, of the performances of phallophors u and 
deikelists v [mimers] who on the one hand travestied national and 
local myths and on the other mimicked the characteristically 
cypical "languages" and speech mannerisms of foreign doctors, 
procurers, hetaerae, peasants, slaves and so forth. The parodic
travestying literature of southern Italy was especially rich and 
varied. Comic parodic plays and riddles flourished there, as did 
parodies of the speeches of scholars and judges, and forms of pa· 
rodic and agonic dialogues, one of whose variants became a struc
tural component of Greek comedy. Here the w:ord lived an utterly 
different life from that which it lived in the high, straightforward 
gemes of Greece. 

It is worth remembering that the most primitive mime, that is, 
J wandering actor of the most banal sort, always had to possess, 
as a professional minimum, two skills :  the ability to imitate the 
voices of birds and animals, and the ability to mimic the speech, 
racial expressions and gesticulation of a slave, a peasant, a pro
,;urer, a scholastic pedant and a foreigner. To this very day this is 

to. Cf. A. Dieterich, Pulcinella: Pompeyanische Wandbilder und romischE 
· . ;mspiele (Leipzig, 1897), p. 131.  

u. Phallophors, "phallus bearers," the figures who carried carved phalloJ 
. :: religious processions and whose role was to joke and cavort obscenely. 

v .  Deikelists, from the Greek deikeliktas, simply "one who represents,' 
:- '-' t  according to Athenaeus (cf. note j ), in book 14 of the Deipnosophistai, 
: t-.�v were actors who specialized in burlesque parts. 
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still the stock-in-trade for the farcical actor-impersonators 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 
laughter 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 discpurse. 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 thr 
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 !ow literature of the folk, created an immensr 
number of parodic-travestying forms: they provided the matter 
for mimes, satires, epigrams, table talk, rhetorical gemes, letters 
various types of low comic folk art. It was oral tradition preemi· 
nently that transmitted many of these forms to the Middle AgrJo 
transmitting as well the very style and logic of Roman parody, ,; 
logic that was bold and consistent. It was Rome that taught Eurci· 
pean culture how to laugh and ridicule. But of the rich heritage o: 

laughter that was part of the written tradition of Rome only . 
miniscule quantity has survived: those upon whom the transmh 
sion of this heritage depended were agelasts w who elected the sr 

w. Agelasts, from the Greek "without-laughter," is an example of Bak: 
tin's often rarified vocabulary. The word implies grim ideologues. 
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rious word and rejected its comic reflections as a profanation las 
happened, for example, with the numerous parodies on Virgil) .  

Thus we see that alongside the great and significant models of 
straightforward genres and direct discourses, discourses with no 
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 from 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 noveH 

Some forms of parodic-travestying literature issue directly from 
the form of the genres being parodier-parodic poems, tragedies 
(Lucian's Tragopodagrax [ "Gout-Tragedy"], for example), parodic 
iudicial speeches and so forth. This is a parody and travesty in the 
narrow sense of the word. In other cases we find special forms of 
parody constituted as genres-satyr-drama, improvised comedy, 
satire, plotless dialogue [ bessj'UZetnyj dialog] and others. As we 
have said above, parodied genres do not belong to the genres that 
they parody; that is, a parodic 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 or definite generic skeleton. It can be said, 
then, that in ancient times the parodic-travestying word was 
;Jtenerically 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
lcism to all existing straightforward genres, languages, styles, 
·:oices; to force men to experience beneath these categories a dif
rerent and contradjctgcy reaHJiY that is otherwise not captured in 
them. Such lau ter aved the wa for the impiety of the novelis
t ic  form. In the second place, all these orms are e y virtue 
• ) r their shared subject: language itself, which everywhere serves 
Js a means of direct expression, becomes in this new context the 
:mage of language, the image of the direct word. Consequently 
dus extra-generic or inter-generic world is internally unified and 
n·en appears as its own kind of totality. Each separate element in 

:1.. Cf. note z. 
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it-parodic dialogue, scenes from everyday life, bucolic humor, 
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 heterog!ossia and mul
!i� voices of a giwn culture, peoele and epoch. In this huge 
novd-in this rmrror of constantly eV'olvhig Jieteroglossia-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
parendy not capable of going further than these. 

These parodic-travestying forms prepared the ground for the 
novel in one very important, in fact decisive, respect. They liber· 
ated the object from the power of language in which it had be
come entangled as if in a net; they destroyed the homogenizing 
power of myth over language; they freed conscioysness frgm dw 
uowet.Qf tbe .wrect word ciestrQm;l tlle thi�Jimuha.t.b!ld i.w.
p�SOI,!�<i C9:0�Ci.!]y.s,n.ess �.thin it§ 2.1.m.9i§.ct.Q.!I!.f!��!£ii�}ts o� §mage . A distance arose between language and reality t.fiat was 
to prove an indispensable condition for authentically realistic 
forms of discourse. ( �istic co��iou��!Jying the diJ;!;�t;,. ... "W..,ord1 direct 
S!Y�l�P!�!!ili!!?J.� .. d!�SY!.'t�ides, w�J..!.�-�ssi.'1re£oli:D 
e�--:�l?!itY.-.ltld itself oy_�thi§...dire.�t � f!!ld outsideaiTits 
��P.�� �lllressivs meaus o.f.xsDr.st§�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.jt.is after aU. precisely jn the li�t gf wgthex PQteutia1 lan· 

age or st le that a ·ven strai tforward st le is arodied trav · 
�tle , n cu ed. The creating conscious�..§.!:.mc;l�J��we,re 
o.njhe �undary !��e .. J?e!We�Jim��.!!l4.J.t:rltr.s. This is, f01 
the creating conscwusness, a highly peculiar position to find it· 
self in with regard to language} The aedile or rhapsode expen· 
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enced himself in his own language, in his own discourse, in an 
utterly different way from the creator of "War betWeen the Mice 
and the Frogs," or the creators of Margites.Y 

One who creates a direct wgrd whether epjc tra�c or lyric _  
deals only with th�!ubj��t whose praises he sings. o�!��resents gr 
expresses, and he does so in hls own Ian= =erceiyed as 
the sole a,p.d f1illi ad,ewiii1idi.illl tniieiJG( h �ect:gb
iecti�ed.m�.miDg. Ihi..uP.eatM.S_!lnd the obje�s and theme;: th�t 
compose it are inseparable from the strai�ttorward language o1 
the person wfiocreatesit:"tlie oll)ects and themes are hom and 
grow to �al':!-!!.tr.J!.l:..�-!1.� 11 . - • ooa,l myth and 
natignal t,!!dition that R.�P.��!':.!hi!l�!Ke ... �.EQS�ion _:md 
tendency_ of �cg�-tr���st;y�p,g �'?.9.������ .� . .EW.,ev�r, 
completely different: it, too, is oriented toward the object-6ut 
toward �ot1!�.s.1f§j�afWeT1, !J?W.f>Affi'SW£i'fl1:Z'tlmarrtrcthlr:r:t 1 
that in the process be:.�:t;i�;�j,���it �i���us is cre�ted that • 

distancehetwii'iilmgitiif: and reijlti we mentwped earher, Lan.-�ge is tram;��..a..hmlut.e."dogma ithad.h��!UVi!!Jip 
the narrow framework of a sealed-off and impermeable monoglos-
sia into � WO!,� JiW�.§![tp�zsn:e��� reality. 

But such a full and complete transformation can occur only 
under certain conditions, namely, under the condition of thor
oughgoing polyglossia. Onl ol ossia full frees consciousness I trom tqe ty{,_anny of its own lanese an its own myth o an- , 
guag,e. f8!o<4p·tr�_y�s..!}'ln;g fQ.!.W..,ttJ.o��fi.. �4er these conditions, 
and only in this lllilie:u.m:e they capabl� .of b.�ing elevated to com
pletely new ideological heights. 

Roman literarY' consciciusness was bilingual. The purely na
t tonal Latin genres, conceived under monoglotic conditions, fell 
:nto decay and did not 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 
md Greek forms. From its very first steps, the Latin literary word 
r 1 ewed itself in the light of the Greek word, jhrough the el'..�� CJ.f 
t �e Greek wmd; it was from the vezy beginning a word "with a 
' I ..ieways gla.woe., II a styHzed :w.m:d£..nclpsingj,Bt�, .as it w:ex.e:Jp 
: t '  own piously stylize�c:l!!2t�!!2��ark�..:.-. 

\ An early satirical epic, traditionally ascribed to Homer, but to Pigres as 
. ·. d ,cf. note c). 
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Latin literary language in all its generic diversity was created in 
the light of Greek literary language. Its national distinctiveness 
and the specific verbal thought process inherent in it were real
ized in creative literary consciousness in a way that would have 
been absolutely impossible under conditions of@onok!oim.i;J 
After all, it is possible to objectivize one's own particular lan
gua e, its internal form the eculiarities of its world view, its 
spec· c 1 · stic habit onl in the r t of anot er anguage 

e onging to somegpe else which is almost as much "one's own 
as one's natiye laDi!13ie. 

In his book on Plato, Wilamowitz-Moellendorff writes : � 
knowledge of a lanruage that possesses another mgde gf con
ceiving the world can lead to tbe annrgpriate kngw1ed'Ui gf ooe's 

own hmguage . . . . " u  I do not continue the quotation, for it pri
marily concerns the problem of understanding one's own lan
guage in purely cognitive linguistic terms, an understanding that 
is realized only in the light of a different language, one not one's 
own; but this situation is no less pervasive where the literary 
imagination is conceiving language in actual artistic practice. 
Moreover, in the process of literary creation, languages interani
mate each other and objectify precisely that side of one's own 
land of the other's) language that pertains to its world view, its 
inner form, the a:xiologically accentuated system inherent in it. 
For the creating literary consciousness, existing in a field illumi· 
nated by another's language, it is not the phonetic system of its 
own language that stands out, nor is it the distinctive features of 
its own morphology nor its own abstract lexicon-what stand� 
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 totality. 

For a creative, literary bilingual consciousness land such waz. 
the consciousness of the literary Reiman) language taken as a 
whole, that is, able to comprehend the language I call my own 
(svoj-rodnoj] as well as the language that someone else calls hi.:
own [ svoj-cuioj]-was a concrete style, but not an abstract lin· 
guistic system. It was extremely characteristic for the literary Rf1· 
man to perceive all of language, from top to bottom, as style-• 
conception of language that is somewhat cold and "exterioru· 
ing." Speaking as well as writing, the Roman stylized, and m': 

II. U. Wilamowitz-Moellendorff, Platon, vol. I {Berlin, xg2.o}, p. 2.90. 
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without a certain cold sense of  alienation from his own language. 
For this reason the objective and expressive directness of the 
Latin literary word was always somewhat conventionalized las 
indeed is every sort of stylization). An element of stylizing is in
herent in all 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 by 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 
uanslator-stylizers who !lad come to Rome from lower Italy, 
where the boundaries of three languages and cultures intersected 
with one another-Greek, Oscan and Roman. Lower Italy 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
�nced 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
dossia, and thus make possible the creation of a new type of me
J1eval polyglossia. 

For all the barbarian peoples who came in contact with it, 
Hellenism provided a powerful and illuminating model of other
: .mguagedness. This model played a fateful role in national, 
': raightforward forms of artistic discourse. It overwhelmed al
:r ;.;st all of the tender shoots of national epic and lyric, hom in an 
� 11vironment muffled by a dense monoglossia; it turned the direct 
._, • •rd of barbarian peoples-their epic and lyric word-into a dis
�' 'UISe that was somewhat conventional, somewhat stylized. And 
t ru �  greatly facilitated the development of all forms of parodic
: :  d ·•estying discourse. On Hellenistic and Helleno-Roman soil 
: �, t: te became possible a maximal distance between the speaker 
: !-. :: creating artist) and his language, as well as a maximal dis

: .:;;. .;e between language itself and the world of themes and ob
·: � t '>. Only under such conditions could Roman laughter have de

· . ·- !• 'ped so powerfully. 
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A complex polyglossia was, as we have seen, characteristic of 
Hellenism. But the Orient, which was itself always a place of 
many languages and many cultures, crisscrossed with the inter· 
secting boundary lines of ancient cultures and languages, was 
anything but a naive monoglotic world, passive in its relationship 
to Greek culture. The Orient was itself bearer of an ancient and 
complex polyglossia. Scattered throughout the entire Hellenistic 
world were centers, cities, settlements where several cultures and 
languages directly cohabited, interweaving with one another in 
distinctive patterns. Such, for instance, was Samosata, Lucian's• 
native city, which has played such an immense role in the history 
of the European novel. The original inhabitants of Samosata were 
Syrians who spoke Aramaic. The entire literary 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 thoroughfare passed 
through Samosata !strategically very important) along which 
flowed the languages of Mesopotamia, Persia and even India. Lu· 
cian's cultural and linguistic consciousness was born and shaped 
at this point of intersection of cultures and languages. The cui· 
tural and linguistic environment of the African Apuleius and 
of the writers of Greek novels-who were for the most pan 
!fellenized barbarians-is analogous to Lucian's. 

In his book on the history of the Greek novel, 12 Erwin Rohde 
analyzes the dissoluhon of the Greek national mYth on HelleniS: 
ftc soil, and the concomitant decline and diminu�ion of the epic� 
and arama forms-forms iliat can be sustained 0 he ·� 
o a unitar national m that erceives itself as a totality 
Rohde does not ave much to say on the role of polyglossia. Fm 
him, the Greek novel was solely a product of the decay of the ma· 
jor straightforward gemes. In part this i§ M''l' iZXifyiliing DGl\': i' 
born out of the death of sometbiDi g1c1, ... But Rohde was no dialec: 

u.. Cf. Erwin Rohde, Der griechische Roman und seine Vorliiufer jn.r 
1896). 

z. Lucian jc. 12.0-180 A.D. ), greatest of all the second-century Sophists. J ·  
one of Bakhtin's favorites. Lucian is the author of some 130 works, most · · 

them dialogues that hold up to ridicule the pretensions of his age, such as th 
Lexiphanes, an attack on the stilted Atticists who larded their works wu: 
polysyllabic, obsolete words. 
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tician. It was precisely what was new in  all this that he failed to 
see.•• � did define._m,Q!� .. QI. less c;�r��y, _!!!,e significance oUt 
unitary and totalizing national m for the creat1on 01 the..mai,w 
orms e e 1c c and drama. But the disintegra,tion_of 
this national !ll)!.th, wl!i,c;!.h_wa.S ·��fatal jor tiW. sqajgh,tfo�ar.,d 
monoglotic genres of Hellenism tQY�A-1!!.9Jil!CJ.:ive for the .birth 
an eve o m�u.t,Q ,.aJ!�W P!.«?,.Saic,povel�s�!s_ d�sc_g�:t�e ... The role 
ot polyrlossia jn this slow deatlij)F tlie m}rtli and the birth of nq,v_:
elistic matter-of-factness is extremely great. Where languages and 
cultures interanimated each oiher,T""'aniUige becam:�·· something 
enti!ei.'Ytlffiereiit:-1t§ . .  �IY na.,tlJ!e-·changed: in· :Place of a single, 
unltary sealed-off Ptolemaic world of iangtiage, there appeared �h�:�llle�_.:-�ocid 

_
ofmanf ' langu�fes, mutually ani�ating 

eac -
Unfortunately the Greek novel only weakly embodied this new 

discourse that resulted from polyglot consciousness. In essence 
this novel-type resolved only the problem of plot, 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 songs, letters, speeches, descriptions of countries 
and cities, short stories and so forth. It was an encyclopedia of 
genres. But this multi-generic novel was almost 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 semiparodic, travestyi.ng and ironic forms were pres
t!Dt in them as well; there were probably many more such forms 
than literary scholars admit. The boundaries between semi
�tylized and semiparodic discourse were very unstable: after all, 
:;ne need only emphasize ever so slightly the conventionality in 
'ty1ized discourse for it to take on a light overtone of parody or 
trony, a sense that words have "conditions attached to them": it is 
not, strictly speaking, I who speak; I, perhaps, would speak quite 
Jliferently. But images of languages that are capable of reflecting 

;Ia. Compare Mandelstam's insight: "Just as there are two geometries, Eu· 
- • iJ's and Lobachevsky's, there may be two histories of literature, written in 
: : nerent keys: one that speaks only of acquisitions, another only of losses, 
• c :i both would be speaking of one and the same thing" ("About the Nature of 
: ': c  Word," in Osip Mandelstam: Selected Essays, tr. Sidney Monas, [Austin, 
: X  lQ77), p. 67) .  
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in a polyglot manner speakers of the era are almost entirely ab
sent in the Greek novel. In this respect certain varieties of 
Hellenistic and Roman satire are incomparably more "novelistic" 
than the Greek novel. 
fAt this point it becomes necessary to broaden the concept of 

p�yglossia somewhat. We have been speaking so far of the inter
animation of major national languages !Greek, Latin), each of 
which was in itself already fully formed and unitary, languages 
that had already passed through a lengthy phase of comparatively 
stable and peaceful monoglossia. But we saw that the Greeks, 
even in their classical period, had at their disposal a very rich 
world of parodic-travestying forms. It is hardly likely that such a 
wealth of images of langua!would arise under conditions of a 
deaf, sealed-off monoglossia. (It must not be forgotten t monoglossia is always in essence 
relative. After all, one's own language is never a single language: 
in it there are always survivals of the past and a potential for 
other-languagedness that is more or less shalflY perceived by the 
working literary and language consciousne�sJ 

Contemporary scholarship has accumulated a mass of facts 
that testify to the intense struggle that goes on between Ian· 
guages and within languages, a struggle that preceded the reia· 
tively stable condition of Greek as we know it. A significant num· 
her of Greek roots belong to the language of the people who had 
settled the territory before the Greeks. In the Greek literary Ian· 
guage we encounter behind each separate genre the consolidation 
of a particular dialect. Behind these gross facts a complex trial-ar· 
arms is concealed, a struggle between languages and dialects, be· 
tween hybridizations, purifications, shifts and renovations, tht 
long and twisted path of struggle for the unity of a literary Ian· 
guage and for the unity of its system of genres. This was followec 
by a lengthy period of relative stabilization. But the memory �": 

these past linguistic disturbances was retained, not only as cor. 
gealed traces in language but also in literary and stylistic figur� 
tion-and preeminently in the parodying and travestying verb" 
forms. 
J!!..!Jle his!orical period of � Greek lif� ....!�ripd �· 

was, linguistically speaking, stable and mono otic-all lots.-'1 
su ject an emauc maten , t e entire basi · � 
e ressions an mtonat10ns arose from within the ver e�QL.. 

e native lanmage. Everything that entere om out�e.J!r 
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that was a eat deal) was assimilated in a owerful and confident 
environment of closed-a�� o -
�os.sif 2-f1l!�f�';LQJ.ls!..E-tll..£9.!ttemP..t..9Y1.0f..t.b�h�tt.Qf 
thi�cqnfi.dtrg_t..msJ. .. llPJ1Q.Ute.at.ed.uumggktuia.lY�JlQ!!l_ ��..!J9r 
suaightfo�e��..Lan'?i�nLCJr��t-�eir �pi�,Jy,&c 
and tr��e2Y· ��IJ!� . .spress the cenga!izing tendencie� in 
language. �ut alo_!!�����t'F�enres1 esP.�ap10ng the folK: 
ther�gjfu§�.�.£.md �tyiog.lm;m,t...,tqa..t!.9.?.L alive the 
memory of the ancient linguistic struggle and that were con-
t�uallfn�c:,�����inqprocess'i[t�t§. Siiitiltca-
tton and ili1ferent1at1on. 

Closely connected with the problem of polyglossia and insep
arable from it is the J?roblem of heteroglossia within a language, 
that is, the problem Of internal differentiation, the stratification 
characteristic of any national language. This problem is of pri
ID.al'f 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: one a centralizing (unifying) tendency, the 
other a decentralizing tendency (that is, one that stratifies lan
guages). The novel 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
;;:ess of taking shape (with its grammatical, stylistic and ideologi
,;af norms), or-on the contrary-the novel fights for the renova
non of an antiquated literary language, in the interests of those 
�trata of the national language that have remained Ito a greater or 
lesser ,degree) outside the centralizing and unifying influence of 
: he artistic and ideological norm established by the dominant lit
t:rary language. The literary-artistic consciousness of the modern 
n'wel, sensing itself on the border between two languages, one lit
� rary, the other extraliterary, each of which now knows hetero
dossia, also senses itself on the border of time: it is extraor
J tnarily sensitive to time in language, it senses time's shifts, the 
� �mg and renewing of language, the past and the future-and all 
: n  language. 

Of course all these processes of shift and renewal of the na
: : onal language that are reflected by the novel do not bear an ab
· t :-act linguistic character in the novel: they are inseparable from 
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social and ideological struggle, from processes of evolution and of 
the renewal of society and the folk. (The speech diversity within language thus has primary impor
tance for the J;.l.Ovel. But this speech diversity achieves its full cre
ative consciousness only under .conditions of an active polyglos
sia. Two myths perish silpultap.eoqsly: the ..mxth..PLI!.l!ngua.e_ �a.l,p�J!S�-6e the onl 1 e and �th..of a lan· ·. 
guage that presumes to be com letel unified. herefore even the 
mo em uropean nove , re ecting intra-language heteroglossia 
as well as processes of aging and renewal of the literary language 
and its generic types, was prepared for by the polyglossia of the 
Middle Ages-which was experienced by all European peoples
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 move of European peoples toward 
the critical monoglossia characteristic of modern times. 

III 

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 appem 
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 Roma11 (Martial) bb -successfully retained its fgtee.ami it< 
fascination, even during the very darkest days of the Middle Ages 
But the original products of laughter among the European pee· 
ples, which grew out of local folklore, were also important. 

One of the more interesting stylistic problems during th,; 
Hellenistic period was the problem of quotation. The forms of eli 
rect, half-hidden and completely hidden quoting were endless!� 
varied, as were the forms for framing quotations by a contex£ 
forms of intonational quotation marks, varying degrees of aliem· 
tion or assimilation of another's quoted word. And here the prot 

bb. Martial (Marcus Valerius Martialis), famous for his epigrams, many · 

which contain vivid, almost novelistic details of everyday life in Rome II ·' 
sausage vendors, wounded slaves, etc. ) .  



FROM THE PREHI S T O R\""O F  NOVELISTIC D I S C OURSE (69] 

lem frequently arises: is the author quoting with reverence or on 
the contrary with irony, with a smirk? Double entend.Ie as regards 
the other's word was often deliberate. 

The relationship to another's word was equally complex and 
ambiguous in the Middle Ages. The role of the other's word was 
enormous at that time: there were quotations that were openly 
and reverently emphasized as such, or that were half-hidden, 
completely hidden, half-conscious, unconscious, correct, inten
tionally distorted, unintentionally distorted, deliberately rein
terpreted and so forth. The boundary lines between someone 
else's speech and· one's own speech were flexible, ambiguous, 
often deliberately distorted and confused. Certain types of texts 
were constructed like mosaics out of the texts of others. The so
called centocc (a sp�cifi.c genre) was, for instance, composed ex
clusively out of others' verse-lines and hemistichs. One of the 
best authorities on medieval parody, Paul Lehmann, states out
right that the history of medieval literature and its Latin litera
ture in particular "is the history of the appropriation, re-working 
and imitation of someone else's property" ["eine Geschichte der 
Aufnabme, Verarbeitung und Nachahmung fremden Gutes"] 13-

or as we Would say, of another's language, another's style, an-0f�: P�:!�i.!!��!ID:!?.�.QL�P�:t<m:r.i�tm&.m!Q!4�:t;'� 41,��.c?.w.:�.�d �e wa� tpe qse r.n.ade ,.gL!h.�-.!YJho!!t�t!Y.� . .!!ld�,!�t��d 
word of �e-:Si�l€?1 .. �Cf. . .. Qg�pe� th�4P,o�!!g�th�bttheJ;.�"�i.19c
:-ors of the church. This word continually infiltrates t 
< lt lll-ediev,1l · , .... _.... s e ed men clerics . 
But how does this infiltration occur, how does the receiving con
: ·!Xt relate to it, in what sort of intonational quotation marks is it 
.::nclosed? Here a whole spectrum of possible relationships to
ward this word comes to light, beginning at one pole with the pi
· ·us and inert quotation that is isolated and set off like an icon, 
"ad ending at the other pole with the most ambiguous, dis
r::spectful, parodic-travestying use of a quotation. The transitions 

: 1 Cf. Paul Lehmann, Die Parodie im Mittelalter (Munich, 1922), p. xo. 

,;: Cento (Latih, "patchwork"), a poetic compilation made up of passages 
·' - �cted from the work of great poets of the past. A recent example of what a 
, :: : ., might be is provided by Andrew Field's collection of writings by mod

. : :: Russian critics: The Complection of Russian Literatuxe: A Cento (Lon
: �- !97Il. 
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between various nuances on this spectrum are to such an extent 
flexible, ,vacillating and ambiguous that it is often difficult to de
cide whether we are confronting a reverent use of a sacred word or 
a more familiar, even parodic playing with it; if the latter, then it 
is often difficult to determine the degree of license permitted in 
t�Jtt play. 
{ �t the very dawning of the Middle Ages there appeared a whole 

series of remarkable parodic works. Among them is the well
known Gena Cypriani or Cyprian Feasts,dd a fascinating gothic 
symposium. But how was it constituted? The entire Bible, the en
tire Gospel was as it were cut up into little scraps, and these 
scraps were then arranged in such a way that a picture emerged of 
a grand feast at which all the personages of sacred history from 
Adam and Eve to Christ and his Apostles eat, drink and makr 
merry. In this work a correspondence of all details to Sacred Wri1 
is strictly and precisely observed, but at the �e time the entire 
Sacred Writ is transformed into c�nival, or �e correctly into 
Saturnalia. This is "pileata Biblia.'1 '� But what purpose motivates the author of this wo l What w� 
his attitude toward Holy Wrid Scholars answer this uestion ill 
various ways. All are agreed, of course, that some sort of pla1 
with the sacred word figures in here, but the degree of license en 
joyed by this play and its larger sense are evaluated in differezr 
ways. There are those scholars who insist that the purpose 1 · · 

such play is innocent, that is, purely mnemonic: to teach throui 
play. In order to help those believers (who had not long befOJ: 
been pagans) better remember the figures and events of Sacrc� 
Writ, the author of the Feasts wove out of them the mnemon 

dd. The Gena seem to have been composed to be recited at table, foil· 
ing the advice given by Bishop Zeno of Verona (in his tract ad neophytes r 
baptismal that instruction be provided in this pleasant way. The work 
narrative concerning the marriage feast of King Johel at Cana of Galilee 
kinds of persons from both the Old and the New Testllment are invited. -

work was popular enough to be set to verse during the Carolingian Reviv; 
John the Deacon, a contemporary of Charles the Bald. The verse redat · 
was intended to amuse Pope John vm, to whom it is dedicated. F. J. E. II 
the great expert on medieval Latin, says somewhat sententiously of thh 
sion that, "while puerile in itself, it might serve the purpose of instrucll• :  
it did not rather move those who heard it recited to unseemly laughte1 
History of Secular Latin Poetry in the Middle Ages, 2 vols. [Oxford, J .  
vol. r, p .  uo). 



FROM THE PREHI S T O RY dF N OVELI S T I C  D I S C O UR S E  (71) 

pattern of a banquet. Other scholars see the Feasts as straightfor
ward blasphemous parody. ....., We mention these scholarly opinions only as an example. They 
testify to the complexity and ambiguity of the medieval treat
ment of the sacred word as another's word. Cyprian Feasts is not, 
of course, a mnemonic device. It is parody, and more precisely a 
parodic travesty. But one must not transfer contemporary con
cepts of parodic discourse onto medieval parody las one also must 
not do with ancient parody). In modem times the functions of 
parody are narrow and unproductive. Parody has grown sickly\ its place in modem literature is insignificant. We live, write and 
speak toda in a world of free and democratized 1 a e· ilie 
compl�x and m ti;fv�led hier;'tchy of discourses, orms, im
ages, - styles that use tQ.Jiiiijeat{; tbe entire system of offic:@l 
language and r · stic consciousness was s e t awa b the 
linguistic revolutions o e Renaissanc European literary lan
guages- rene , German, En · sh-came into being while this 
hierarchy was in the process of being destroyed, and while the 
laughing, travestying genres of the late Middle Ages and Renais
sance-novellas, Mardi Gras, soties, farces and finally novels
were in the process of shaping these languages. The language of 
french literary prose was created by CaJ.vin and Rabelais-but 
Calvin's language, the language of the middle classes l "of shop
keepers and tradesmen") was an intentional and conscious lowe!:. 
mg of, almost a travesty on, the sacred language of the Bible. The 
intddle strata of national languages, while being transformed into 
t i1e language of the higher ideological spheres and into the lan
�uage of Sacred Writ, were perceived as a denigrating travesty of 
t hese higher spheres. For this reason these new languages pro
•. :led only very modest space for parody: these languages hardly 
i-.new, and now do not know at all, sacred words, since they them
�dves were to a significant extent born out of a parody of the sa
.r ,:J word. ..,.. 

However, in the Middle .Age!"the role of parody was extremely 
:mponant: it paved the way for a new literary and linguistic con
• , : ousness, as well as for the great Renaissance novel. 

Cvprian Feasts is an ancient and excellent example of medi
·: i .; ]  ·•parodia sacra," that is, sacred parody-or to be more accu
: ,s t � . parody on sacred texts and rituals. Its roots go deep into an
. : " m  ritualistic parody, ritual degrading and the ridiculing of 
:: ; .:her powers. But these roots are distant; the ancient ritualistic 



[72] FROM THE PREHI S T O RY OF NO VELI S T I C  D I S C OURSE 

element in them has been re-interpreted; parody now 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 to laughte /d the 
laughing word. This freedom was bounded primari y feast days 
and school festivals. Medieval laughter i · ay 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 risque jokes and gay-hearted anecdotes from 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. Parodic-trav
estying ridicule of the old often became dominant in these songs. 
especially in France, where the "Noel," or Christmas carol, be
came one of the most popular generic sources for the revolution
ary street song (we recall Pushkin's i"IN"oel," with its parodic-trav· 
estying use of the nativity theme).  To holiday laughter, almos( 
everything was permitted. 

Equally broad were the rights and liberties enjoyed by thf 
school festivals, which played a large role in the cultural and litei· 
ary life of the Middle Ages. Works created for these festivals werl 
predominantly parodies and travesties. The medieval monastil 
pupil (and in later times the university student) ridiculed with " 
clear conscience during the festival everything that had been th< 
subject of reverent studies during the course of the year-evef\ · 

ee. Reference here is to the festa stultorum, a form of ludus in wluc 
everything is reversed, even clothing: trousers were worn on the head. l 
instance, an operation that symbolically reflects in some measure ti ' 
jongleurs, who are depicted in miniatures head-downward. 
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thing from Sacred Writ to his school grammar. The Middle Ages 
produced a whole series of variants on the parodic-travestying 
Latin grammar. Case inflection, verbal forms and all grammatical 
categories in general were reinterpreted either in an indecent, 
erotic context, in a context of eating and drunkenness or in a con
text ridiculing church and monastic principles of hierarchy and 
subordination. Heading this unique grammatical tradition is the 
seventh-century work of Virg!l�ius aro Grammaticus. ff This is 
an extraordinarily learned wor�, st ed with an incredible quan
tity of references, quotations m all possible authorities of the 
ancient world including some that had never existed; in a number 
of cases even the quotations themselves are parodic. Interwoven 
with serious and rathel\ subtle grammatical analysis is a sharp 
parodic exaggeration of this very subtlety, and of the scrupulous
ness of scholarly analyses; there is a description, for example, of a 
scholarly discussion lasting two weeks on the question of the 
vocative case of ego, that is, the vocative case of "!." Taken as a 
whole, Virgilius Grammaticus' work is a magnificent and subtle 
parody of the formalistic-grammatical thinking of late antiquity. 
It is grammatical Saturnalia, grammatica pileata. 

Characteristically, many medieval scholars apparently took 
this grammatical treatise completely seriously. And even contem
porary scholars are far from unanimous in their evaluation of the 
character and degree of the parodic impulse in it. This is addi
tional evidence, were it needed, for just how flexible the bound
aries were between the straightforward and the parodically re
aacted word in medieval literature. 

Holiday and school-festival laughter was fully legalized laugh-

tf. Virgilius Mara the Grammarian lived in Toulouse in the seventh cen
: � rv  and wrote a number of remar

.

rlcahle meditations on the secrets of Latin 
<: mnnar ! Opera, ed. J. Heumer [TC1J:6:ner], I886) .  Bakhtin has two of these in 
:" :nd. apparendy, the Epist. de verbo and Epist. de pron. Helen Waddell ! The 
:. , ;ndering Scholars [New York, 1927Jl says of this dark age that "the gram
::' �nans of Toulouse argue over the vocative of ego amid the crash of em
� , : c - · · ,p. 8), but she singles Virgilius Mara the Grammarian out as a bright 1 ? 1  
- �  T ·•It was low tide on the continent of  Europe, except for one deep pool at 
� � louse, where the grammarian Virgilius Mara agitated strangely on the se
. : "  r tongues of Latin, and told his story of the two scholars who argued for 
··. : :  :::;.;n days and nights without sleeping or eating on the frequentative of the 
· , : ' ta be, till it almost came to knives, rather like the monsters one expects 
: :md stranded in an ebb" (p. 28) .  
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ter. In those days it was permitted t turn the direct sacred word 
into a parodic-travestying mask; it co d be born again, as it were, 
out of the grave of authoritative and everential seriousness. Un
der these conditions, the fact that yprian Feasts could enjoy 
enormous popularity even in strict church circles becomes un
derstandable. In the ninth cent the severe abbot of Fulda, 
Raban Maur,BK put the work into v rse: the Feasts were read at the 
banquet tables of kings, and w e 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 geme, no 
text, no prayer, no saying that did not receive its parodic equiv
alent. Parodic liturgies have come down to us-liturgies of 
drunkshh 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 ohen included highly indiscreet stories. A great number of 
parodic prayers and, hymns are intact as well. In his dissertation, 
"Parodies des themes pieux dans la poesie fran�aise 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 Parodi.a Sacra, F. Novati surveys 
but a small part of this literature.14 The stylistic devices em· 
played in this parodying, travestying, reinterpreting and re-accen· 
tuating are extremely diverse. These devices have so far been veJ'I 
little studied, and such studies as there are have lacked the neces
sary stylistic depth. 

14. F. Novati, Pazodia sacra nelle letteratuxe moderne (see: "Novatis Stuo!: 
critici e letterari," Turin, r88g) .  

gg. Magnentius Raban Maur (78o-8s6 )  was the greatest ecclesiastic of !� : ·  
age, generally regarded as the first in the still unbroken line of German th·. 
ologians. His reputation for severity is caught in Raby's description: "Sm, · 
and not too sympathetic by nature; he ruled the Abbey well, caring litcle : .  · 

politics and testing all things by a high standard of duty" (A History of Ch: 
tian Latin Poetry [Oxford, 19.2.7], p. 179) .  

hh. Liturgies for drunks constitute a whole medieval genre, the m; · 

potatorum. 
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Alongside the specific "parodia sacra11 we find a diverse parody
ing and travestying of the sacred word in other comic genres and 
in literary works of the Middle Ages-for example, in the comic 
beast epics. 

The sacred, authoritative, direct word in another's language
that was the hero of this entire gr9d parodic literature, primarily 
Latin, but in part macaronic:-T.lils word, its style and the way it 
means, became an object of representation; both word and style 
were transformed into a bounded 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 parody is, ther�ore, 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 parody is an 
intentional bilingual hybrid. We now come upon the problem of 
me intentional hybrid. 

Every type of parody or travesty, every word "with conditions 
attached,11 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 two orders : one linguistic (a 
�ingle language) and one stylistic. In actual fact, in parodic dis
..:ourse two styles, two "languages" (both intra-lingual) come to
�ether and to a certain extent are crossed with each other: the 
ianguage being parodied (for example, the language of the heroic 
poem) and the language that parodies (low prosaic language, fa
:niliar conversational language, the language of the realistic 
�enres, "normal" language,J.healthy" literary language as the au
: :lor of the parody conceired it). This second parodying language, 
.; .:ainst whose background. the parody is constructed and per
� :: lved, 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 
ramdied style, to highlight certain elements while leaving others 
: :; t he shade: parody is always biased in some direction, and this 
' w,  is dictated by the distinctive features of the parodying lan
.:c: .l!�e. its accentual system, its structure-we feel its presence in 
: : ! �  parody and we can recognize that presence, just as we at other 
: : :ues recognize clearly the accentual system, syntactic construe-
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tion, tempi and rhythm of a sp cjfic vulgar language within 
purely Latin parody (that is, we re ognize a Frenchman or a Ger
man as the author of the parody! Theoretically it is possible to 
sense and recognize in any para y that "normal" language, that 
"normal" style, in light of whi h the given parody was created. 
But in practice it is far from e y and not always possible. 

Thus it is that in parody o languages are crossed with each 
other, as well as two styles, two linguistic points of view, and in 
the final analysis two speaking subjects. It is true that only one 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 perceiving. Parody· is an intentional hybrid, but 
usually it is an intra-linguistic one, one that nourishes itself on 
the stratification of the literary language into generic languages 
and languages of various specific tendencies. · 

Every type of intentional stylistic hybrid is DJ.Ore or less di
alog(zed. This means that the languages that ate 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 every parody is an intentional dialogized hybrid. Within 
it, languages and styles actively and mutually illuminate ont 
another. 

Every word used "with conditions attached," every word en· 
closed in intonational quotation marks, is likewise an intentional 
hybrid-if only because the speaker insulates himself from thiF 
word as if from another "language," as if from a style, when J t  
sounds to him (for example) too vulgar, or on the contrary too K 
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 ·' 

dialogue between languages, although one of them (the vulgar! i '  

present only as an actively dialogizing backdrop. What we have : · 

a never-ending folkloric dialogue: the dispute between a dism.:'  
sacred word and a cheerful folk word, a dispute that resemblt. · 

the well-known medieval dialogues between Solomon and [h . 
cheerful rogue Marcolph-except that Marcolph argued with Sr. 
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oman in Latin, and here the arguments are carried on in various 
languages.;; bno�'� ��cred word, uttered in a foreign language, 
is degraded by the accents of VUlgar lolk languages, re-evaluated 
and remterpreted against the backdiop of these languages, and 
congeals to the point wb,ere it becomes a ridiculous image, the 
comic carnival mask of a IiauOw and joyless pedant, an unct;ious 
hypocritical old bigot, a stingy and dried-up miser. This man
uscript tradition of "parodia sacra," prodigious in scope and al
most a thousand years long, is a remarkable and as yet poorly read 
document testifying to an intense struggle and interanimation 
among languages, a sL-uggle that occurred everywhere in Western 
Europe. This was a language drama played out as if it were a gay 
farce. It was linguistic S�rnalia-lingua sacra pileata. 

The sacred Latin wbrd was a foreign body that invaded the or
ganism of the European languages. And throughout the Middle 
Ages, national languages, as organisms, repulsed this body. It was 
not, however, the repelling of a thing, but rather of a con
ceptualizing discourse that had made a home for itself in all the 
higher reaches of national ideological thought processes. The re
pulsion of this foreign-hom sacred word was a dialogized opera
tion, and was accomplished under cover of holiday and festival 
merrymaking; it was precisely the old ruler, the old year, the win
ter, the fast that was driven out. Such was the "parodia sacra." 

But the remainder of medieval Latin literature was also in its 
essence a great and complex dialogized hybrid. It is no wonder 
that Paul Lehmann defines it as the appropriation, reworking and 
:mitation of someone else's property, that is, of someone else's 
word. This reciprocal orientation of each word to the other occurs 
.1cross the entire spectrum of tones-from reverent acceptance to 
;Jarodic ridicule-so that� is often very difficult to establish pre
- isely where reverence.,.ends and. ridicwle l..esms It is exactly like 
: ae modern novel, where one often does not know where the di
�cct authorial word ends and where a parodic or stylized playing 
._, 1th the characters' language begins. Only here, in the Latin liter-

: '  Reference here is to the Dialogus Salomonis et Marcolpbus, available 
. : : !te edition of W. Benary (Heidelberg, 1914). See also Piero Camporesi, La 
· · . ,hera di Bertoldo (Turin, 1976) .  A re-edition, with a re-publication of the 
: : r - �  printed vernacular version (Venice, 1502) is contained in an appendix to 

· ·  � :io Cesare Croce, La Sottilissime astuzie di Bertoldo: Le piacevoli 
· : . ·loso simplicita di Bertoldino (Turin, 1978). 
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ature of the Middle Ages, the omplex and contradictory process 
of accepting and then resist" the other's word, the process of 
reverently heeding it while the same time ridiculing it, was ac
complished on a grand s throughout all the Western European 
world, and left an irr · cable mark on the literary and linguistic 
consciousness of its peoples. 

· 

In addition to Latin parody there also 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 bilingual literature of the Middle Ages we 
also find all possible types of relationships to the other's word
from reverence to merciless ridicule. In France, for example, the 
so-called "epitres 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 Iibera nos, mais delivre nous, Sire, 
a malo, de tout mal et de cruel martire. 

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

But here is the beginning of a "Pater noster" of the fourteenth 
century describing the disasters of war: 

Pater noster, tu n'ies pas foulz 
Quar tu t'ies mis en grand repos 
Qui es montes haut in celis.15 

Here the French portion sharply ridicules the sacred Latin 
word. It interrupts the opening words of the prayer and gives J 

picture of life in heaven as something .peaceful and marvelou� 
compared to our earthly woes. The style of the French portior. 
does not correspond to the high style of the prayer, as it does ir 
the first example; high style is in fact deliberately vulgarized 
This is a crude earthly rejoinder to the other-wordly pomposity ' · 

the prayer. 

1 5 .  Cf. Eero llvoonen, Paxodies des themes pieux dans la poesie franr;m 
du moyen age (Helsinki, I914). 
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There are an extraordinarily large number of macaronic texts of 
varying degrees of piety and parody. The macaronic verse from 
Ctmnina buxana is universally known. We might also recall the 
macaronic language of liturgical dramas. There, national lan
guages often serve as a �rejoinder, lowering the lofty Latin 
portions of the drama. 

The macaronic literature of the Middle Ages is likewise an ex
tremely important and interesting document in the struggle and 
interanimation among languages. 

There is no need to expand upon the great parodic-travestying 
literature of the Middle Ages that exists in national folk lan
guages. This literature CO)JStituted a fully articulated superstruc
ture of laughter, erecte� over all serious straightforward genres. 
Here, as in Rome, the tendency was toward a laughing double for 
every serious form. We recall the role of medieval clowns, those 
professional creators of the "second level," who with the dou
bling effect of their laughter insured the wholeness of the seria:.. 
laughing word. We recall all the different kinds of comic inter
media and entr'actes that played a role in the "fourth drama" of 
Greece and in the cheerful exodium of Rome. A clear example of 
just this doubling effect of laughter can be found at the second 
level, the level of the fool, in the tragedies and comedies of Shake
speare. Echoes of this comic parallelism can still be heard to
day-for example, in the rather common doubling by a circus 
clown of the serious and dangerous numbers of a program, or in 
the half-joking role of our masters of ceremonies. 

All the parodic-travestying forms of the Middle Ages, and of 
the ancient world as wfol, modeled themselves on folk and holi
day merrymaking, which throughout the Middle Ages bore the 
character of carnival ap.d still retained in itself ineradicable traces 
01 Saturnalia. \ 

At the waning of the Middle Ages and during the Renaissance 
the parodic-travestying word broke through all remaining bound
aries. It broke through into all strict and closed straightforward 
t!enres; it reverberated loudly in the epics of the Spielmiinner and 
�:mtastorie; ii it penetrated the lofty chivalric romance. Devilry 

11. Cantastorie were the medieval singers of the Carolingian epic in 
:-;,scany. Although the battle between Christians and Moors is still the sub
' �t. the dignified Charlemagne is less important in the rhymes of the can· 
· :  . torie than erotic love stories and improbable adventures. They are an im
� rtant source for the Orlando Furioso. 
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almost completely overwhe d the mystery rites, of which dev
ilry was originally only a part Such major and extremely impor
tant gemes as the sotiekk de their appearance. And there ar
rived on the scene, at la , the great Renaissance novel-the 
novels of Rabelais and ervantes. It is precisely in these two 
works that the noveliStic word, prepared for by all the forms ana
lyzed above as well as by a more ancient heritage, revealed its full 
potential and began to play such a titanic role in the formulation 
of a new literary and linguistic consciousness. 

In the Renaissance, this interanimation of languages that was 
working to destroy bilingualism reached its highest point. It be
came, in addition, extraordinarily more complex. In the second 
volume of his classic work, Ferdinand Bruno,n the historian of the 
French language, poses the question: why was the task of transi· 
tion to a national language accomplished precisely during the Re· 
naissance, that period whose tendencies were otherwise over
whelmingly toward the classical? And the answer he provides is 
absolutely correct: the very attempt of the Renaissance to estab
lish the Latin language in all its classical purity inevitably trans
formed it into a dead language. It was impossible to sustain the 
classic Ciceronian purity of Latin while using it in the course of 
everyday life and in the world of objects of the sixteenth century, 
that is, while using it to express concepts and objects from the 
contemporary scene. The re-establishment of a classically pure 
Latin restricted its area of application to essentially the sphere of 
stylization alone. It was as if the language were being measured 
against a new world. And the language could not be stretched to 
fit. At the same time classical Latin illuminated the face of medi
eval Latin. This face, as it turned out, was hideous; but this fact> 
could only be seen in the light of classical Latin. And thus thert> 
came about that remarkable image of a language- The Letters of 
Obscuxe People.= 

kk. Sotie, a type of French comic play of the fifteenth and sixteenth cen· 
turies, differing from the farce essentially beca'dse of its political and social 
satire. Twenty of these are still extant, the best known of which is Pierrr 
Gringoire's La Sottie du Prince des Sots ( 1512), directed against Pope Julius D 
See E. Picot, La Sottie en France (Paris, 1878 ) .  

11. Ferdinand Bruno, author of the magisterial Histoire de la langue fran 
t;aise des origines a 1900 (Paris, 1924- ) .  

mm .  Letters of Obscure People, or Epistolae obscurorum virorum (IS I S ), J  
collection of satirical letters making fun of the obscurantist enemies of th, 
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This satire is a complex intentional linguistic hybrid. The lan
guage of obscure people is parodied; that is, it coalesces into a 
stereotype, it is exaggerated, reduced to a type-when measured 
against the standard at the proper and correct Latin of the human
ists. At the same time;-.-beneath the Latin language of these 
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 they even translate 
specific German expressions literally into Latin; their intonation 
is coarse, Germanic. From the point of view of the obscure people 
this hybrid is not intentional; they write in the only way they 
can. But this Latin-Ge�an hybrid is intentionally exaggerated 
and highlighted by the �arodying intention of the authors of the 
satire. One must note, however, that this linguistic satire has 
something of the air of the study about it, a somewhat abstract 
and grammatical character. 

The poetry of the macaronies was also complex linguistic sat
ire, but it was not a parody on kitchen Latin; it was a travesty that 
aimed at lowering the Latin used by the Ciceronian purists with 
their lofty and strict lexical norms. The macaronies worked with 
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
tioned as an actualizing backdrop against which macaronic po
etry could be perceived, with the themes of body and material 
emphasized and thereJ(y degraded. The language of the Cicero
nians featured a high style; it was, in essence, a style rather than a 
language. It was this·{ltyle that the macaronies parodied. 

1n the linguistic satires of the Renaissance ( The Letters of 
Obscure People, the poetry of the macaronies) three languages 
thus animate one another: medieval Latin, the purified and rigor
ous Latin of the humanists and the national vulgar tongue. At the 
o;ame time two worlds are animating each other: a medieval one 
and a new folk-humanist one. We also hear the same old folkloric 

•"Tt:at humanist Johann Reuchlin (145 5 -15.2..2.)  by two of his younge1-and 
::1ore irreverent-supporters, Crotus Rubianus and Ulrich von Hutten. The 

:tters were ordered burnt by Pope Adrian. See David Friedrich Strauss, Ul
· : ch von Hutten, tr. G. Sturge (London, 1874), pp. 1.2.0-140. 
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quarrel of old with new; we he the same old folkloric disgracing 
and ridiculing of the old-old thority, old truth, the old word. 

The Lette.rs of Obscure Peo /.e, the poetry of the macaronies 
and a series of other analogo s phenomena indicate to what ex
tent this process of inter 

· 

ation ·of languages, the measuring of 
them against their curre reality and their epoch, was a con
scious process. They indicate further to what extent forms of lan
guage, and forms of world view, were inseparable from each other. 
And they indicate, finally, to what extent the old and new worlds 
were characterized precisely by their own peculiar languages, by 
the image of language that attached to each. Languages 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 J;lleans 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 
hybrids, 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 store 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 more 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 o! 
dialects. It was an intentional dialectological hybrid. 

Thus did the interanimation of languages occur in the very ep·· 
och that saw the creation of the European novel. Laughter and 
polyglossia had paved the way for the novelistic discourse of mod·· 
ern times. 
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* * * 

In our essay we ha�hed 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 gemes-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, ayne conclusion, we wish only to empha
size that the novelistic word arose and developed not as the result 
of a narrowly literary �truggle 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. 



F O RMS OF TIME AND OF THE 
CHRONOTO PE 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 spac� 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. �e will give the name chronotope (literally, "time space") to 
tlie 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 C.9¥D.ts {or us_i� t�.f!C::t thatiU�s.es...the insep· 
l!!!lQ_ility o{..Jl!l'i� and time (time as th.�Jo..w.;tJ!. 4imension 9£ 
space) .  We understand the chronotope as a formally constitutive 
category of literature; we will not deal with the chronotope in 
other areas of culture. 1) {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 ofr: 
and fusion of indicators characterizes the artistic chronotope 

The chronotope in literature has an intrinsic generic si · · 

I. In the summer of 192. 5, the author of these lines attended a lecture l:r. 
A. A. Uxtomskij on the chronotope in biology; in the lecture questions ' :  
aesthetics were also touched upon. 
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cance. It can even b e  said that it i s  precisely the chronotope that 
defines genre and generic distinctions, for in literature the pri
Illa!'I..�te&��¥. � th�-

-�
���2.t�p!;.!_s t_��- Th� c��nOtope -a-�ra-ror

mally consiliJ.Ui1Lfi. .. cate,gQf.Y ae��!".,miQ!;!\!��2.!1 signific�nt degree the 
image .9i.ma.n.m.Jite!,at,.u..re.Jts �- T.b.e i,m..@.ge of _.man is always 
intr�aJl.x.9JJQ!lQ�opic..? · 

As we have said, the process of assimilating an actual historical 
chronotope in litera�has been complicated and erratic; certain 
isolated aspects of t . chronotope, available in given historical 
conditions, have been w ked out, although only certain specific 
forms of an actual chr()l(otope were reflected in art. These generic 
forms, at first productive, were then reinforced by tradition; in 
their subsequent development they continued stubbornly to ex
ist, up to and beyond the point at which they had lost any mean
ing that was productive in actuality or adequate to later historical 
situations. This explains the simultaneous existence in literature 
of phenomena taken from widely separate periods of time, which 
greatly complicates the historico-literary process. 
rrn the notes we are offering here toward a historical poetics, we 

will try to illustrate this process, taking our examples from the 
·various histories of generic heterogeneity in the European novel, 
beginning with the so-called 11Greek romance" and ending with 
the Rabelaisian novel} The relative typological stability of the 
novelistic chronotopes that were worked out in these periods per
mits us to glance ahead as well, at various novel types in succeed-
Ing periods. 1 

We do not pretend to cbmpleteness or precision in our theoreti
�:al formulations and definitions. Here and abroad, serious work 
' 'n the study of space and time in art and literature has only just 
ht:.gun. Such work wm in its further development eventually sup
! ' lement, and perhaps Stlbstantially correct, the characteristics of 
:10velistic chronotopes offered by us here. 

: In his "Transcendental Aesthetics" (one of the main sections of his cr"J 
· . · -'� • i Pure Reason) Kant defines space and time as indispensable forms of 
:.-.·. cognition, beginning with elementary perceptions and representations. 
: : ' : c we employ the Kantian evaluation of the importance of these forms in 
: : . ,  , . ;gnitive process, but differ from Kant in taking them not as "transcen
- .  :: t .1.1"'  but as forms of the most immediate reality. We shall attempt to show 
: : :  ' · le these forms play in the process of concrete artistic cognition (artistic 

· - Jhzationl under conditions obtaining in the genre of the novel. J 
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I. The Greek Romance 

Three basic es of novels developed in ancient times, and there 
are consequently three corresponding methods for artistically fix
ing time and space in these novels-in short, there were three 
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 uncover the vari
ants on them that are found in the European novel, and in order 
to discover the new element that was eventually brought forth on 
European soil. 

In the analyses that follow, we will devote our entire attention 
to the problem of time jthe dominant principle in the chronotope) 
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 jnot 
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.D. 

The following examples have come down to us intact, and exist 
in Russian translation: An Ethiopian Tale or Aethiopica of He
liodoms,a Leucippe and Clitophon of Achilles Tatius/ Cha'Ieas 
and Callirhoe of Chariton, c the Ephesiaca of Xenophon of 

a. The Aethiopica is the longest-and by many considered to be the 
best-of the still extant Greek novels, or erotika pathemata (tales of suffer· 
ing from love). The author, Heliodorus (fl. 2.2.0-2.50 A.D. ) is variously associ· 
ated with several figures, but it cannot be doubted he was heavily influenced 
by the cult of Hellos. The novel was exceptionally influential even in modem 
times: Scaliger and Tasso admired him; Calderon (Los Hiios de la foxtunal 
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 theatre and the free and easy 
attitude of its heroine toward sex. Byzantine critics admired Achilles' pun 
Attic diction, but were scandalized by his licentiousness. Arthur Heiserman 
(The Novel before the Novel [Chicago, 197711 intexprets this text as a parodic 
send-up of Greek novels. 

c. Chariton (fl. no later than the second century A.D. ) is now thought to b< 
perhaps the earliest of the Greek romancers, although very little is knowr: 
about him. The novel is exceptionally well made as the romances go, wid: 
fewer irrelevant digressions. 
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Ephesus,d Daphnis and Chloe of Longus.e Several other charac
teristic examples have surviv�d in excerpts and paraphrases.3 . In these novels we find a subtle and highly developed type of 
adventure-time, with all its distinctive characteristics and nu
ances. This adventure-time and the technique of its use in the 
novel is so perfected, � �' that in all subsequent evolution of 
the purely adventure no� nothing essential has been added to it 
down to the present day. The distinctive features of adventure
time are thus best illusttated with material from these novels. 

The plots of these romances llike those of their nearest and 
most immediate successors, the Byzantine novels) are remark
ably similar to each other, and are in fact composed of the very 
same elements !motifs) :  individual novels differ from each other 
only in the number of such elements, their proportionate weight 
within the whole plot and the way they are combined. One can 
easily construct a typical composite schema of this plot, taking 
into account the most important individual deviations and varia
tions. Such a schema would go something like this. 

There is a boy and a girl of marriageable age. Their lineage is 
unknown, mysterious lbut not always: there is, for example, no 
such instance in Tatius) .  They are remarkable for their excep
tional beauty. They are also exceptionally chaste. They meet 
each other unexpectedly, usually during some festive holiday. A 
sudden and instantaneOUf passion flares up between them that is 
as irresistible as fate, like an incurable disease. However, the mar
riage cannot take place straightway. They are confronted with 
obstacles that retard and delay their union. The lovers are parted, 
they seek one another, find one another; again they lose each 

J. Marvels t·eyond Thule, by Antonius Diogenes, the Ninus novel, the 
Princess Chic novel and others. 

d. The Ephesiaca (also known as Anthia and Habracomes) is the clum
>Iest of the romances; while it contains all the obligatory shipwrecks and en
'lavements, they are more than ordinarily disjointed. Nothing is known 
.1bout Xenophon of Ephesus, and he has been assigned dates from the second 
: , ;  the fifth century A.D., depending on which expert you read . 

. e. No more about Longus is known (the very name is suspect) than of 
Xenophon of Ephesus, but in Longus' case we care; we want to know more 
•mce Daphnis and Chloe is psychologically the most sophisticated of all th� 
: ;mances (if the bucolic atmosphere is a bit laid on and oppressive) .  The great 
Willamowitz accused Longus of pandering to "die Naturschwlirmerei des 
'alonmenschen." 
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er, again they find each other. There are the usual obstacles 
d adventures of lovers: the abduction of the bride on the eve of 

the wedding, the absence of parental consent ji£ parents exist), a 
different bridegroom and bride intended for either of the lovers 
!false couples), the flight of the lovers, their journey, a storm at 
sea, a shipwreck, a miraculous rescue, an attack by pirates, cap
tivity and prison, an attempt on the innocence of the hero and 
heroine, the offering-up of the heroine as a purifying sacrifice, 
wars, battles, being sold into slavery, presumed deaths, disguis
ing one's identity, recognition and failures of recognition, pre
sumed betrayals, attempts on chastity and fidelity, false accusa
tions of crimes, court trials, court inquiries into the chastity and 
fidelity of the lovers. The heroes find their parents li£ unknown). 
Meetings with unexpected friends or enemies play an important 
role, as do fortune-telling, prophecy, prophetic dreams, premoni
tions and sleeping potions. The novel ends happily with the 
lovers united in marriage. Such is the schema for the basic com
ponents of the plot. 

The action of the plot unfolds against a very broad and varied 
geographical background, usually in three to five countries sepa
rated by seas !Greece, Persia, Phoenicia, Egypt, Babylon, Ethiopia 
and elsewhere) . There are descriptions, often very detailed, of 
specific features of countries, cities, structures of various kinds, 
works of art !pictures, for example), the habits and customs of the 
population, various exotic and marvelous animals and other won
ders and rarities. The novel also contains fairly wide ranging dis
cussions on various religious, philosophical, political and scien
tific topics jon fate, omens, the power of Eros, human passions, 
tears and so forth). Large portions of these novels are taken up 
with speeches of the characters-relevant or otherwise-con
structed in accordance with all the rules of a later rhetoric. Com
positionally, therefore, the Greek romance strives for a certain en
cyclopedic quality, a quality that is characteristic of the geme. 

All the aspects of the novel we listed above lin their abstract 
form) are, without exception, in no way new-neither in their 
plot nor in their descriptive and rhetorical aspects. They had all 
been encountered before and were well developed in other gemes 
of ancient literature: love motifs jfust meeting, sudden passion, 
melancholy) had been worked out in Hellenistic love poetry; cer
tain other motifs I storms, shipwrecks, wars, abductions) were de· 
veloped in the ancient epic; several other of these motifs (such as 
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recognition) had played an essential role in tragedy; descriptive 
motifs had already been well developed in the ancient geograph
ical novel and in historiographic works !for example, in Herod
otus); deliberations and speeches had occurred in rhetorical 
genres. The signifi ce of such genres as the love elegy, the geo
graphical novel, rheto · c, drama, the historiographic genre in the 
genesis of the Greek ro ance may be variously assessed, but one 
cannot deny a very real syncretism of these generic features. The 
Greek romance utilized and fused together in its structure almost 
all genres of ancient literature. 

But all these elements, derived from various different genres, 
are fused and consolidated into a new-specifically novelistic
unity, of which the constitutive feature is adventure-novel
time. The elements derived from various other genres assumed a 
new character and special functions in this completely new 
chronotope-11an alien world in adventure-time"-and ceased to 
be what they liad been in other genres. 

What then is the essence of this adventure-time in the Greek 
romance? 

The first meeting of hero and heroine and the sudden flareup of 
their passion for each other is the starting point for plot move
ment; the end point of p)g.l: movement is their successful union in 
marriage. All action in the novel unfolds between these two 
points. These points-the :toles of plot movement-are them
selves crucial events in the heroes' lives; in and of themselves 
they have a biographical significance. But it is not around these 
that the novel is structured; rather, it is around. that which lies 
ithat which takes place) between them. But in essence nothing 
need lie between them. From the very beginning, the love be
tween the p.ero and heroine is not subject to doubt; this love re
mains absi•lutely unchanged throughout the entire novel. Their 
chastity is also preserved, and their marriage at the end of the 
novel is di.xectl.y conjoined with their love-that same love that 
had been ignited at their first meeting at the outset of the novel; 
it is as if absolutely nothing had happened between these two mo
ments, as if the marriage had been consummated on the day after 
their meeting. Two adjacent moments, one of biographical life, 
<lne of biographical time, are directly conjoined. The gap, the 
pause, the hiatus that appears between these two strictly adjacent 
biographical moments and in which, as it were, the entire novel is 
•:onstructed is not contained in the biographical time-sequence, 
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it lies outside biographical time; it changes nothing in the life of 
the heroes, and introduces nothing into their life. It is, precisely, 
an extratemporal hiatus between two moments of biographical 
time. 
fJ£ the situation were otherwise-had, for example, the initial 

instantaneous passion of the heroes grown stronger as a result of 
their adventures and ordeals; had that passion been tested in ac
tion, thereby acquiring new qualities of a stable and tried love; 
had the heroes themselves matured, come to know each other 
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 rem�ed 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 �oth the heroes and in the events lthe key 
events) of their lives/ But this is precisely what is lacking in the 
Greek romance; in 1t there is a sharp hiatus between two mo· 
ments of biographical time, a hiatus tha�eaves no trace in the 

1.ij,e of the heroes or in their personalities. 
(All the events of the novel that B.11 this · atus 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) 

T:hls Greek romance-time does not have even an elementary 
�o}Qgi.£!l_g�tkni3}]�t:f[.il§.Y��he
roes me�t.J.!£h.2.�U.mU..-tie-.&.�h� �.�.J!a,w&.;m�r· 
riag!?,�m:e ag� n�le�.!!��h..!J1.2J!...arut�o��.!,E.!.�Y CO!?-S.B'!'�ate .th� 
J!larri��l!E�!:.IL�H· .§:t!�h!L Jo!..� of �:m;�, 1n which the;
eJgl_;rie,H!?e a ��.st_�..)!"_!!b�b�n.ullJlier Pli�VeD:�s, ts 1Ul1Jllea· 
sure<l off in the no. d. c . d . .  u · it is sim 1 4&�; 

ts hours · a technical sense · 

"ts of each se arate adventure. · ti 
intensifte ut · re tiated-is 

test wa in the a e of the he . We have bere an extratem-_ 
poral hiatus between two biological moments-�rousal or 
P�'.!?-.t.... 3J!d !t� satisfa&tioll:. 

When Voltaire, in his Candide, parodied the type of Greek ad· 
venture novel that was popular in the seventeenth and eighteentl: 
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centuries (the so-called 1'Baroque novel"), !J:e toQ_�_m.!o �cc�lJ.D.t 
the real time .that would .. lwre_been require.d ... in..JI;w;ili..Iomances . for 
the hero to experience the custom_E.y_,gQ§� uf...adYeut.ures and 
11tllm§..Qfb.itt� oon-wiffi.-�o15stac1es overcome at the novel's end, his 
heroes (Candide an Cunegonde) consummate the obligatory 
happy marriage. But, s, they have already grown old, and the 
wondrous Cunegonde resembles some hideous old witch. Con
summation follows upon passion, but only when it is no longer 
ljologically possible. pt goes without saying that Greek adventure-time lacks any 
narural, everyday cyclicity-such as might have intr�duced into 
it a temporal order and indices on a human scale, tying it to the 
repetitive aspects of natural and human life. No matter where one 
goes in $�.1!:91.14 of the . . Gr�eJ_{ rm;nance.,.wit!\ af{its. cfi.Wiin�s and 
cities, its bui�dings �d works q! �' ��� are !h�p.ly.te]:x; na.il:l.
dications ofhistorical time no identifying traces of the era. This 
also eiPiains tiieTaCt'�Otarsliip tias yet to establishthe pre
cise chronology of Greek romances, and until quite recently 
scholarly opinion as to the dates of origin o4ndividual novels has 
differed by as much as .five or six centuries.] 
r Thus all of the action in a Greek romance, all the events and �dventures that fill it, J'ODStitute time-sequences that are neither 
historical, quotidian, biographical, nor even biological and matu
rational. Actions lie outsi<\e these sequences, beyond the reach of 
that force, inherent in these sequences, that generates rules and 
-�efines the measure of a man. J:n: ,$is �jnd of . . .time, nothing 
\.hanges: the world remains as it was, the biographical life of the 
heroes does nof chanie;-tileir .feelmgs cio"'iioi cfiii':Qg�"pe]pl.e do 
� - Jr e�en ag� . . !Jris �PtY�eleaves

. 
no trsi�es=::;: iw m

J l�ano!l!- Qt . 1ts passmg . . 'flil� .. . we�.tepeat,...u-.�lll.fl8ml :1 :Jrus �1 .. �:Pllears b�. �=t), of a...teaJ..tjme...ae
·l ucnc.e, m qns case ,aw: that lS �al. 

Such is adventure-time as an entity. But what is it like on the 
: n • 1 de?  ( I t is  composed of a series of short segments that correspond to 
- �rarate adventures; within each such adventure, time is orga
r. : :ed &om without, technically. What is important is to be able 
:. ' �;scape, to catch up, to outstrip, to be or not to be in a given 
;- l ,; ,;e at a given moment, to meet or not to meet and so forth. 
i\'nhin the limits of a given adventure, days, nights, hours, even 
:nmutes and seconds add up, as they would in any struggle or any 
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active external undertaking. These time segments are introduced 
and intersect with specific link-words :  "suddegJ.i' and "at just 
th t moment."J 

'Sudde y" and "at just that moment" best characterize this 
type of time, for this time usually has its origin and comes into its 
own in just those places where the normal, pragmatic and...ms;.; 
J!leditated course of events is interrul!t�---:�d provi��t.� open
!!!! for sheer cliance, wliiCli lias 1ts own specific logic. This logic 
is one of ran'ilom contingency [ sovpadenie], which is to say, 
s,.hance simultqpeity [meetings] and chance rupture [nonmeet
ings], that is, a logic of random disjunctions in time as well. In 
this random contingency, "earlier" and "later" are crucially, even 
decisively, significant. Should something happen a minute earlier 
or a minute later, that is, should there be no chance simultaneity 
or chance disjunctions in time,,there would be no plot at all, and 
nothing to write a novel about,., 

"I had reached my nineteenth year, and my father had arranged 
a marriage for me the following year when Fate began her game," 
Clitophon tells us ILeucippe and Clitophon, part 1, 3 ) .4 

This "game of fate," its "suddenlys" and "at just that moments" 
make up the entire contents of the novel. 

War broke out unexpectedly between the Thracians and the By
zantines. In the novel nothing is said about the causes of the war, 
but thanks to it Leucippe turns up in the home of Clitophon's fa
ther. "As soon as I saw her, I perished on the spot," Clitophon 
relates.£ 

But Clitophon's father had already chosen another bride for 
him. The father begins to hurry the wedding along, sets it for the 
following day and prepares the preliminary sacrifices. "When I 
heard about this I considered myself doomed, and began to devise 
some clever trick to postpone the wedding. While occupied with 
this, a voice unexpectedly rang out in the men's half of the 
house" lpart 2, 12 ) . As it happened, an eagle had carried off the 
sacrificial meat that Clitophon's father had prepared. This was a 
bad omen, and the wedding had to be postponed for several days. 

4· Leucippe and Clitophon by Achilles Tatius; citations from Achilles 
Tatius of Alexandria, Leucippe and Clitophon (Moscow, I925 ) .  

f .  The passages from Leucippe and Clitophon are taken from The Greek 
Romances (London: G. Bell, r9or). 
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But just at that moment, thanks to chance, Clitophon's intended 
bride was abducted-taken by mistake for Leucippe. 

Clitophon resolves to steal into Leucippe's bedroom. "As soon 
as I entered the girl's bedchamber, the following strange thing 
happened to her �ther. She was alarmed by a dream" (part 2, 
23) .  She enters the edchamber and finds Clitophon there, but he 
manages to slip way unrecognized. The next day, however, 
everything is . in anger of being exposed, and Clitophon and 
Leucippe must flee. The entire escape is built on a chain of ran
dom "suddenlys" and "at just that moments" that benefit the he
roes. "One must admit that Conops, who kept watch over us, had 
just happened that day to be gone from the house, on some er
rand for his mistress . . . .  We were lucky: having gotten as far as 
the port of Berytus, we found a ship setting sail, whose mooring
lines had already been prepared for unfurling." 

On board ship, "A young man turned up alongside us quite by 
chance" (part 2, 31-32) .  He befriends them and plays a significant 
role in subsequent adventures. 

Then follows the traditional storm and shipwreck. "On the 
third day of our voyage, a sudden fog spread over the clear sky and 
dimmed the light of day" (part 3, 1) . 

During the shipwrc;dc everyone perishes except the heroes, 
who are saved thanks t�ood fortune. "And here, just as the ship 
was sinking, some kindlY deity preserved for us a portion of its 
cargo." They are cast up on the shore: " Thanks to our good for
tune we were delivered to Pelusium towards evening, and joyfully 
came out on dry land . . . .  " (part 3, s ) .  

It later turns out that all other characters who were thought to 
have perished during the shipwreck were also saved, thanks to 
good fortune. When in the course of the novel the heroes need 
emergency help, these persons manage to be in just the right 
place at just the right time. Convinced that Leucippe has been ab
ducted by bandits as a sacrificial offering, Clitophon decides to 
commit suicide: "I took up the sworg, in order to end my life on 
the very spot of Leucippe's immolation. Suddenly I see-it was a 
moonlit night-two people . . .  running directly toward me . . .  
they turn out to be Menelaus and Satyrus. Although seeing my 
friends alive was very unexpected, I did not embrace them and 
was not overwhelmed with joy" (part 3, 17 ) . Of course the friends 
prevent the suicide and announce that Leucippe is alive. 

Toward the end of the novel, Clitophon is sentenced to death 
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on a false accusation and before his death is to be tortured. "They 
chained me down, took off my clothes, hung me on the rack; 
some of the torturers brought whips, others a noose, and a fire 
was kindled. Klinius let out a howl and began to invoke the 
gods-when suddenly, in full view of all, a priest of Artemis ap
proached, crowned with laurel. His approach signified the arriv
al of a festive procession in honor of the goddess . When this 
happens, an execution must be postponed for several days until 
the participants in the procession have finished their sacrificial 
offerings. In such a way was I then released from my chains" (part 
7, 12 ) . 

Several days after the postponement, everything is cleared up, 
and events take yet another tum, not of course without a number 
of new random coincidences and interruptions. Leucippe, it turns 
out, is alive. The novel ends with happy marriages. 

{As we see (and we have cited here only an insignificant number 
of random contingencies), adventure-time lives a rather fraught 
life in the romance; one day, one hour, even one minute earlier or 
later have everywhere a decisive and fatal significance. T��d
ventures themselves are strung together in an extratemporal and 
in eHe'C'"CmteS'eneS:'tli'1s series caii''DeMextenaeaas Toi:1g'as oiie 
���;-m""JtklfJ.t'.liii.-n.Q tleieasari"JmeuiaiJimi�'Greek ro-
mances are comparatively short. In the seventeenth century, the 
length of similarly constructed novels increases by ten to fifteen 
times. 5 There are no internal limits to this increase. _f..QL.a].l the 

'!!�!.-h'?l¥,S1, !!'iUY.t�§. tjl,.a,tarff . ..P.clwJ,.,o.fL.w.ithiJJ t.b�sc;.:gw.te. ad· 
ventures are not united in�� a...!]!l !i}lle seri�,J,.he.Y.J!9..nf>-� be· 

�e�'!!fs ap�f ilJll!!!!!!i!!!e . • These hours and days 
!�.1!-Y�J!Q, �,..arul thercl£lre_ .D.U� ma¥ ha�as..maDY..of, them as 

�t.:�t..�E:� ��nfl_aits_ASlm�ttU�.tim.e..IU.f:.C.Ontrolled bv 
2.l!.eJoJsS=-���· As we have seen, this time is entirely com· 
posed of contingency-of chance meetings and failures to meet. 
Adventuristic "chance time" is the specific time during which ir
rational forces intervene in human life; the intervention of Fate 
(Tyche), gods, demons, sorcerers or-in later adventure novels-

5 ·  Here are some of the best-known novels of the seventeenth century: 
D'Urfe's L'Astree-fi.ve volumes, in all over six thousand pages; La Cal
prenede's Cleopatre-twelve volumes, more than five thousand pages1 Cas
par von Lohenstein's Anninius and Tusnelda-two huge volumes, over three:' 
thousand pages. 



FORMS OF TIME AND CHRO N O T O P E  IN THE NOVEL [9 5 )  

those novelistic villains who as villains use chance meetings or 
failures to meet for their own purposes: they "lie in wait,11 they 
''bide their time,11 we have a veritable downpour of "suddenlys11 
and "at just that moments."} 

.1 Moments of �venturistic time occur at those points when the 
n�rmal course of events, the normal, intended or purposeful se
quence of life' events is interrupted. These oints rovide an 
opening for the intrusion of nonhu - o s v -
ams-!!l,.Ulia.Pre&ise'¥-tlasiuil i&;G�s, and :cot tb� �ges, who in 

aaventure-time take all the initiative. ,Qf.c_g,ws;,_tpe .. h�:{,oe§,.m�m7 
Serve1L�! til ���!t��e-:�� e���!ill�W:ti.!!!�' engag

1
e izl.,!Jattl��--��ye

. 
,j!i�ID:-�hlx�s �!!t .. �l��k:!� .. ���s 

mere y p]!ys�al.PE.!!.O.P:�� AD;,g �t4.� iuit;Latixe. daes.-.not.Ji . (Q 
them. Ev;p fgye \i.npexpectedly sent to them bv a!JiP�JP.J! 
���·��!J.:f�i:!s2h;p;t�:t:��i· 
venturisti��p.mon is a.,.pers.9:q,9).£!t��e, .. l:l.�tm��ru�m�t!c 
tim� as a e,2!!Jo,;wltow s.om�t4P.lgJy�p_p_�s�.».YL�mJ.ti!!�!E. in this ti�� ,0�,!.!1.9� belQng,tQ .. :P.�zq� b�!�.&�1 ,We may take it for granted that �!E-ents,gtlA.Y£!l-!J.�L£:9.m�l aJl 
these "�ud���x�:. SJ,l,si ��t iust_tpat mmnf!nts,.�.calllJ.Ot.hr-fur!:.se�n 
with the hdpwpf�is, �p14,y,,wise fQresigb.,t �kmwce""�c., 
alone. Such things ¥e better understood through fortune-telling, 
omens, legends, oratular 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, 11 and not that they may be spared suffer
mg-for they cannot control what fate �f.S decreed-but that 
chey may bear their sufferings more easily'1lpart r, 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 
loresight, as romantic "villains" or romantic "secret benefac
Lors." Examples of the latter one can still find in Walter Scott's 
historical novels. Alongside chance lin 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 be 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 Scudery's 
Aitamene, or the Grand Cyrus,• in Lohenstein's Arminius and 
Tusneldah and in the historical novels of La Calprenede.i Pervad
ing these novels is a curious "philosophy of history" that hands 
over the settling of historical destinies to an extratemporal hiatus 
that exists between two moments of a real time sequence. 

Through the connecting link of the "Gothic novel," this se
quence of moments in a historical Baroque novel also survives 
into the historical novel of Walter Scott, determining several of 
its characteristics: undercover activities of secret benefactors and 
villains, the specific role of chance, various sorts of predictions 
and premonitions. In Walter Scott's novels these moments are 
not, of course, the dominant ones. 

Let us hasten to add that we are not talking here of chance tak-

g. Madeleine de Scudery's (r6o7-170I) ten-volume novel (r649-r6s 3 )  is 
enormous; it is remembered as a primary example of the roman a c�ef, and 
because it was attacked by Boileau in his Dialogue sur les heros des romans 
( r 687 ) .  Although it purports to be about the Persian conqueror of the fourth 
century B.c., it is mostly about love as it was conceived among the precieux at 
the Hotel de Rambouillet, whose manners were imitated in Mme. de Scudery's 
salon. 

h. Caspar von Lohenstein (r63 s-r683 ), Arminius und Tusnelda lr689-
r69o), an endless novel covering most of the history of Germany's encounter 
with ancient Rome, larded with disquisitions on ladies' makeup, Syrian and 
Chinese history, whales, diamonds and so forth. 

i. Gautier de La Calprenede (1614-I663 ) wrote several historical novels of 
great length; they were the delight of the precieuses. He marks the end of the 
vogue for pastorals and the beginning of an interest in novels devoted to he· 
roes who are gallant nobles in historical settings. Cassandre (1642-1645 ) tells 
the destruction of the Persian Empire in ten volumes, Faramond the decline 
of the Merovingian Empire in twelve volumes lit was finally completed in 
1670 by Vaumoriere). There is also a Cleoptitre (r647-r6sB)  in twelve 
volumes. 
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ing any specific initiative in Greek adventure-time, nor of chance 
in general. In general, chance is but one form of the principle of 
necessity and as such has a place in any novel, as it has its place 
in life itself. Even in human time-sequences that are more real 
I that are of v�ing degrees of reality) corresponding to moments 
of Greek ini ative-generated chance, there are moments lone 
cannot of co e even speak in a general way of their strict corre
spondence) of uman error, crime !sometimes even in the Ba
roque novel), fluctuations and choice, decisions made on the 
basis of human initiative. 

To conclude our analysis of adventure-time in the Greek ro
mance, we must deal with one more general aspect, namely, indi
vidual motifs that are included as constituent elements in novel
istic plots. Such motifs as meeting/parting !separation), loss/ 
acquisition, search/discovery, recognition/nonrecognition and so 
forth enter as constituent elements into plots, not only of novels 
of various eras and types but also into literary works of other 
genres: epic, dramatic, even lyric. By their very nature these 
motifs are chronotopic !although 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 alrfady snoWn. in our analysis of the Greek ro
mance, in any meeting the temporal marker I" at one and the 
same time") is inseparable from the ·spatial marker l "in one and 
the same place") .  In the negative motif l"they did not meet," 
"they were parted") the chronotopicity is retained but one or an· 
other member of the chronotope bears a negative sign: they did 
not meet because they did not arrive at the given place at the 
same, time, or at the same time they were in different places. The 
insep.uable unity of time and space markers Ia unity without a 
merging) gives tO-the chronotope of meeting an elementary clear, 
formal, almost mathematical character. But this character is of 
course highly abstract. The motif of meeting is after all impossi
ble in isolation: it always enters as a constituent element of the 
plot into the concrete unity of the entire work and, consequently, 
is part of the concrete chronotope that subsumes it; in our case, it 
enters adventure-time and a foreign jbut not alien) country. In dif
ferent works the motif of meeting may have different nuances de
pending on concrete associations, such as the emotional evalua
tion of meetings Ia meeting may be desirable or undesirable, 
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joyful or sad, sometimes terrifying, perhaps even ambivalent) .  In 
various contexts the motif of meeting may, of course, be ex
pressed by various verbal stratagems. It may assume a multiply 
metaphoric or singly metaphoric meaning and may, finally, be
come a symbol lone that is sometimes very profound) .  Quite fre
quently in literature the chronotope of meeting fulfills archi
tectonic functions: it can serve as an opening, sometimes as a 
culmination, even as a denouement Ia finale) of the plot. A meet
ing is one of the most ancient devices for structuring a plot in the 
epic land even more so in the novel) .  Of special importance is the 

, close link between the motif of meeting and such motifs as part
ing, escape, aquisition, loss, marriage and so forth, which are 
similar to the motif of meeting in their unity of space and time 
markers. Of special importance is the close link between the 
motif of meeting and the chronotope of the road I "the open 
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 importance of 
the chronotope of the road in literature is immense: it is a rare 
work that does not contain a variation of this motif, and many 
words are directly constructe�� on the road chronotope, and on 

���d meetings and adventures .61 
\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 jfor example, in an
cifnt tragedy� 

\The motif of meeting is one of the most universal motifs, not 
only in literature lit 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 jboth in Christian works 
such as the Gospels and in Buddhist writings J and in religious rit· 
uals. The motif of meeting is combined with other motifs, for ex
ample that of apparition l"epiphany"J in the religious realm. In 

6. We will give a more fully developed characterization of t!ris chronotope 
in the concluding section of the present work. 
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those areas of philosophy that are not strictly scientific, the motif 
of meeting can be of considerable importance lin Schelling,Jfor 
example, or in Max Scheler and particularly in Martin BuberJ. (A real-life chronotope of meeting is constantly present in orga
nizations of social � governmental life. Everyone is familiar 
with organized soci meetings of all possible sorts, and how im
portant they are. In e 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 importanc� of meetings 
I 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 b ct 
�anse of sepe. e wor o e Gree romance is of course 
c&onotopic, but the link between s ace and time has as it were, 
not an. org_anic but·;�el techriic and mechanical nature . .!ll, 
order for the adve ace and lent · 

-�QDl� erns events i · 

space, measured rimaril b · 

f!!1 I ..... on J!..!..aajp.g cj;greWI ,gf Q.QtbJ. 0 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 t:}e right place, they run, that is they overcome spatial 
distance.Jb:. 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. ,A.bduc.; 
tio� presum&s.-! raeid !emo,y;��'?�a.!R.!.Wswpt !WS 
�own place. Pw§y"-;ere§..Wl!efi. ov�gmiog .distaxu;;� �11 
as other.s�atiw gl:z§tczdes. Captivitx and g;ris�f,ie�UIJ!e �ard
.. i� �d isolating �� hero in a defjWte sept izvggGi: imped.ID& 
his �se_gu�nt.§.Pawl ll!.o�o�b.i.W.��tP!t i�,_his .mb
sequ�t. pursu!ts-�d sei!!..E!}es a.ru!,J.P_funb.,. Abductions, eSC!!J2S, 
pursuit, searCh and captivity all play an immense JO}G, in. th_e 
Greek romance. -ft, 't1iere.fore7efu1re8Targesiia;es:·'iaiid' and seas, 
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different countries. 'J'he '!Q.rld,Qf .. t.��c��c;ldi
yg.� . .!l!.t tl;rls si,ze and di� is utt;,erl;r a�a&t. 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 co'lln;frY; .for kidnappers it 
is important to transport their victim to anotb.er country-but 
which particular country again makes no difference at all. The 
adventuristic events of the Greek romance hive 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 factor; 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-

es in solely as a naked, abstract expanse of space 
All adven es in the Greek romance are thus governed b � 

intgchangeability of space; what happens in Baby on co d 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 
t1me, tiy the reversibility of moments m a tem oral se uence, 

err interc an ea · "t in space 
t · s chronotope all initiative an p er belongs to chance. 

'!}lerefore, the degree of speci city and concret�ness of $.s 
'!_Or}g,i.!,,ne.� · · an concretiza · - eo· 
graphi�, economt� sociopolitical, guotidian-would fetter the 
tteedom an9 flexibility of the adventures and limit the absolute:" 
power of chance. !Y�nu;:M�r�t��2Bl....�� the most sh1J.Pll' 
and ��aday variety, would introduce its own .!Jlle-unerating 
�. �own pr"dii, its ... ineviiiil11e tieS''<Di.�§ afld to thl' l!Wf.e ir�@g to fuat rde. 'J!yent.f! !Y<!@E end U£_peing interwoven 
��!r.. ruJ.es. and to a greater or lesser extent would find 
themselves artici atin in this order, subject to its ties. This 
wo d criticall limit the ower o c ance· e moyement o the 
� ��s wo · · e orgamc y oc · e .arurtiscsl dgwn in tiW,e 
and space. But if one were to depict one's own native world, the 
fildigenous reality surrounding one, such specificity and con· 
cretization would be absolutely unavoidable (at least to some de· 
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tive characteristics, with the features that distinguish it from 
other countries, within a matrix of relationships. Only separate 
structures are described, without any connection to an encom
passing whole; we have isolated natural phenomena-for exam
ple, the strange animals that breed in a given country. The 
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 and disconnectedness 
12� .. �� all .!!!.�.2!1;�.t� de!>sriJl�c!.� the w.YiC'f!i.Ys tbe swn 
total of · cts does not e ual the countries that are de-

icted or more precisely, enumerate in the novel, but rather 
eac object is s c1ent unto itse . 

All these isolated things described in the novel are unusual, 
strange, rare: that is precisely why they are described. In Leu
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 "xemaxkable things pertaining to its appearance on 
the earth" (part 4, 2-4) .  Elsewhere a crocodile is described: "I saw 
another Nile beast, even more extiaoxdinaxily strong than the 
river horse. It was called a crocodile" (part 4, 14). 
'. Since.there is no scale for measuring these i1z.I!!�. and events, no_ 
clear,h�.,g».mlgi�:Q£�..9..�Q.rld1 against which 
to �erceive unusual things, thev take on the natnTP n&_�nT1noities, wnaw;:;ii�J' - · -- �  ---�-�,·--·· ·----... ��"� -� 

IThus in the Greek romance, the spaces of an alien woxld are 
filled with isolated curiosities and rarities that bear no connec
tion to each other. These self-sufficient items-curious, odd, 
wondrous-are just as ran���ct;d'a7the adventures t§._ii}s�!!!'s: Yi"er .!"!§:�e .. o Cllame mit� tbev are ci'n-
geaJ.ed "suadenlys," adventures turned into things, offspring of §:!ame cllalj�e.J -�- . 

As a result, the chronotope of Greek romances-an alien world 
in adventure-time-possesses its own peculiar consistency and 
unity. It has its own ineluctable logic that defines all its charac
teristics. Although in the abstract its motifs taken separately are 
not, as we have said above, new-they had already been well de
veloped in other genres preceding the Greek romance-still, 
when combined in this new chronotope, they become subject to 
its ineluctable logic and thus acquire an utterly new meaning and 
special functions . 
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In other genres these motifs were connected with different, 
more concrete and condensed chronotopes. In Alexandrine po
etry the love motifs (first meeting, sudden love, lovers' melan
cholYi first kiss and so forth) were developed in large part within a 
bucolic-pastoral-i�lic chronotope. This is a small but very con
crete and conden ed lyric-epic chronotope that has played no 
small role in wod 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 honeYi 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 Chloe. At its center we have a pastoral-idyllic 
chronotope, but a chronotope riddled with decaYi 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 
narrativr interest) associated with travel through foreign coun
tries hao already been well developed in the ancient novel of 
travel. The world of th�avel 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 organizing center f.Qf, the point of y.iew, ..the 
scal�_of &om;garison tbSi ill1l?I".Q3�1i and e_D1J.1atiops detenpi.JJ
ing how alien countries and cultures are seep apd understood Ut 
is not compulsory � the !J.itiv;e covnttx be eyalu;u:�� 
bu,!Jt must ab§olutely provide us with a scale and a background!. 
In the pgyel gf uaxeJ tbis SGJl§C p£ a native cmmtry jn it.c:elf-that. 
is, as an internal organizin cent · · · · 

locat "at hom.!t. -.�a i(!.al!Y.�c�h���tli.li�ouo..w.w.�� 
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eign worl4. E'ynhl}:g;pore. the hero � suc}:J._!-:g_ovel is tJy; pub].ic 
and political man of ancient times, a man ovemed b · 

ClOpO �ic m£..P.!l!.J?�9PJJ.l.'i........!ll...!!-.t2a���!�StS: !n addition, the 
�tor of the .. i£>'-!!nfx i�JL.tb�.J�,.x,...i!.!P....!f..!Mil one: it im
parts tp t}l...c;, teml?a'!r���quence !'f the �yel _a � aag essential 
o!ganizing�.J,� In sucFi novels 1Iiiatrbio a--� is e rucial 
organizin& Jlrinciple for �- We will not discuss here the vari
ous poss:Lble 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 othe1· chrono
topes of other gemes of ancient literature, including the major 
gemes of epic and drama. � :will metelv p.gipt.9,ut that at their 
heart lies folk-mytholo · cal time, in which ancient liistorical 
�p]e-j�ith its spec· c constraints) e �ns to come into its own. 
Th�Jjmij}fjii� e an ama was Er��.I lpcalized, ab
�9!1E:eh..im.�a!fl.li�Qiii:t.'[e.�gJi�.x�.ti..��!.QU characteris
��y �!����� ep.v,..i]��!!�<!J!�U�tures of a 
"�-�!l.:��..m.,.vi!Q.DJn,�t,:Jhat;j§_., of speg,ific�JY.���.�r:adlilfu
�3.-J.lnit�4.-'fiti� an.JLsU.t.eli.. �-- _eye�y .!�E.$!.91 biuatural 

�!lsL� �reek. saw. �J!.!�e 9i Jl!�J!Ql�.&tg.4l.EI!lSi.!!�. � in it a 
c�n�lle!.P1YrJ!9lo&Ucal a.eDl .that 'YOJJlsl l!nfrud.illto a mytho�al scene or tableau. Historical ���s. e9.�� concrete and ��w.: eut�:iYI.iiige'dJ..,it .was tJiGih iJUerwgyep with 
�Q}ggi"al titnS· _'!'.h�� C�B§.§i�tY-���- �bJ.Qll.C?.tQlleS are mo!e 
�� t_he @!jppde�"QL!b.��u..w.udd as .• w.e.. ficd it in Greek 
!2!!1��-

Thus the various motifs and factors (of a narrative as well as a 
compositional nature), worked out and still alive in other ancient 
gemes, 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 me· 
lange of various ancient gemes. 

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 ot 
our discussion. 
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How indeed can a human being be  portrayed in the 11 adventure
time" that we have outlined above, where things occur simul
taneously by chance and also fail to occur simultaneously by 
chance, where events have no consequences, where the initiative 
belongs everywhere exclusively to chance? It goes without sayffig 
that in this tvne of time an.i.l.ldiYidual WID be not!W,lg other, than 
complete_hryassive, comJ2lett;li,lp1ChBJ.1&'iJl&;.As we have saim 
lier, to such, an ind!,viduillhinlls ca���!�ly Jz�f-Bfl· He �t;,fi 
is de,erive'!_minitiati� .He is merely tlie � fsical SUb)�� 
the action. . · -follaw� . .his,a.sfti....QP.-.§.i1JJi�.bx.._�a large of 
� ��em�tary-s�ort . .  � ��c� ... �l .. 1J!� �;b9J.3�t�'s actions -
m G�� ,romi!Ilce ar�!fu�J.p en arced movement through . 
�pqg, (escape. persecution, quests!; that is, t�.a chanf,e 1in�aua, j 
lo,�atiga, Hum@D.;mo�ement thro�J?a�� !s P!��..:L w�!� .R!2" 
vides th��J�&.!1PA��� ..... 9....�-�-i.:�!Jfi.�gr�� 
rom8J!ce, '!.hi� is to !1!-lU2!..!t���n.2!2P� 

It is nevertheless a living human being moving through space 
and not mers}y a ®n.t�ai gogi m:w 1if;ra1 sense QLW;e tefiif. 
While it is true that his lthuP!t�.e!:W.Pl� nassiycr=.::&.!5t' 
runs tlie �ame-he nevertheless endures the game fate plays. 
� he_.ruii Wi)i ewmra;;. �'Jjlf�q�ii 
and c:!!!erses from this game, from all.\h���.J.Yrns of fa_!:� .. at,!!l 
c�ance, with his identitz. absolutely qagl?-.!!!S£4· 
\fhis disting_tj,ye corJ:e,£p.OJJde.nce...a.f an .. ide,n.,.t,itx..YYiW.J!.R{g_g�u

lar self i! th,e_or&mi� QLth�JuJmmt.MP..�i.n .. m� .Sk�� 
roiD.aE:cc:,. And one must not upderestimat; the significance, the l!ofound ideglggjca} implications raised by this factor of human 
«<entity. In this way the. Greek romance reveals its strong ties · 

Wt.'tliii1olklore that predates class distinctions, assimilating one 
of the ess�ential elements in the folkloric concept of a man, one 
that survi"es to the present in various aspects of folklore, es
pecially in folktales. No "matter how impoverished, how denuded 
a human identity may become in a Greek romance, there is al
ways preserved in it some precious kernel of folk humanity; one 
.always senses a faith in the indestructible power of man in his 
�auggle with nature and with all inhuman forces} 

If we carefully examine the narrative and co&positional as
pects of Greek romance, we will be impressed by the enormous 
role played by such devices as recognition, disguise, temporary 
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 ' integrity. tb.eii selfhood. In all these 
instances the narrative plays directly with traits of human iden
tity. Even this basic complex of motifs-meeting/separation, 
search/find-is but another narrative expression reflecting this 
same concern for individual human identity. 

Let us first consider the compositional-organizing device of 
testing the heroes. At the beginning of this essay we defined the 
earliest type of ancient novel as an adventure novel of ordeal. The 
term "novel of ordeal" I Priifungsroman) has long been applied 
primarily to the seventeenth-century Baroque novel by literary 
historians, who view it as the furthest extent of the European de
velopment of the Greek novel. 

The shaping force of the idea of trial stands out with extraordi· 
nary clarity in the Greek romance-in fact, the general theme of 
trial literally takes on judicial and legal expression. 

The majority of adventures in a Greek romance are organized 
precisely as trials of the hero and heroine, especially trials of their 
chastity and mutual fidelity. But other things may also be tested: 
their nobilitYi. c_Q.urage1 strength, f�W§sn�Jl1S1�am:l-:-m.ore rare1y
th$ir JI!t@i.sen,.s:e. Chance strews the path of our heroes not 
merely with dangers but also with temptations of every possible 
sort; they are placed in the most ticklish situations, but they al
ways emerge with their honor intact. In the artful fabrication 01 
such extremely complex situations, one sees evidence in a Greek 

romance of the overlY ingenious casuistry of the Second Sophh· 
tic. For this reason the trials are somewhat external and formal 
and rather judicial and rhetorical as well. 

What is important here is not only the organization of separa1 • 
adventures. The novel as a whole is conceived precisely as a te;! 

of the heroes. Greek adventure-time, as we already know; leave� 
no traces-neither in the world nor in human beings. No change· 
of any consequence occur, internal or external, as a result of th 
events recounted in the novel. At the end of the novel that initJ.i . 
equilibrium that had been -destroyed by chance is restored ODe '  
again. Everything returns to its source, everything returns to  1 : ·  

own place. The result of this whole lengthy novel is  that-L�:  

hero marries his sweetheart. And yet people and things have p:CI:: :  
through something, something that did not, indeed, change the 
but that did lin a manner of speaking) affirm what they, and rr (  · 
cisely they, were as individuals, something that did verify and , .  
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tablish their identity, their durability and continuity. T'he ham
mer of eyents shattem nothing and fm:ges ngtl!i!\g it merel,;y
mes .the..d.w'bility .of ag ala¥ :fipjsb8d reduct And the srod
uct easses the tG§li· Thus is constituted the artistic and ideo ogf
� meaning of the Greek romance. 
jNo artistic genre can organize itself around suspense alone, for 
th'e very good reason that to be suspenseful there must be matters 
of substance to engage. And only a human life, or at least some
thing direcdy touching it, is capable of evoking such suspense. 
This human factor must be revealed in some substantial aspect, 
howevir slight"f.�s, it must possess some degree of living 
realityJ 

The Greek romance is a very malleable instance· of the novelis
tic genre, one that possesses an enormous life-force. It is precisely 
the use of the trial as a compositional idea that has proved es
pecially productive in the history of the novel. We encounter it in 
the medieval courtly romance, in its early and-especially-later 
manifestation. It is to a significant degree the organizing princi
ple behind Amadis1 and Palmexin of England. k We have already 
referred to its influence on the Baroque novel, where the idea of 
t esting is enriched with specific ideological content-where a set 
' • i specific ideals emerge embodied in "the hero undergoing a 
maJ"-"the knight without fear and above reproach." This abso
l u te irreproachability of the heroes results in a certain stilted
: H : 'IS, leading Boileau to sharply criticize the ;Baroque novel in his 
Lucianic Dialogue sur les heros des xomans. 1  

lo the period following the Baroque, the organizational impor
: d nce of the trial diminishes sharply. But it does not die out en
: : rdv. and is retained as one of the organizing ideas of the novel in 
� ; :  'iUbsequent eras. It is filled with varied ideological content, 
.; r, J  the t-:ial qua trial increasingly leads to negative results-as 
� n  tile nineteenth and�arly twentieth century, when we encoun
� :: r  •tlSt such variations on the theme of the trial. One meets es
:-;;mlly often the kind of trial that seeks to identify the hero's 

; •nadis de Gaul a (fourteenth century), the Spanish chivalric romance 
· · ·  � � · '  the primary target for Cervantes' satire in Don Quixote. Based loosely 

. · ': ' .-\nhurian cycle, it was enormously popular . 
. · . ,JmBlin de lnglaterra (1547), one of a whole series {Palmerin de Oliva 
' 'umaleon !xsu]) of Amadis imitations. 

: · :  roomote g. 
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calling, his "chosenness," his genius. We see one such variant in 
the testing of the Napoleonic parvenu in the French novel. An
other version would be the testing of the hero's physical health 
and his ability to cope successfully with life. And finally, we have 
later variants on the theme of the trial in that mass of third-rate 
novels that deal with the testing of a moral reformer, a Nietz
schean, an immoralist, an emancipated woman and so forth. 

But all these European variants on the novel of ordeal, whether 
pure or mixed in form, depart significantly from 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 preoccupa
tion with human identity are retained-such as the motifs of rec· 
ognition, presumed death - and so on-but they have been made 
more complex, and have lost their original lapidary force. The 
link of these motifs with folklore in the Greek romance-a!· 
though it is already sufficiently remote from folklore-is nev· 
ertheless more unrnediated. 

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 gemes of ancient literature-are i!J,_t}j,yjdut;�ls. 
P.Iivate pei§(JP.,§. J;hj§)eat� correa:nds to the a'biiiCiCt-aliep 
world of the Greek romance:lii":§Y a woria:aomall can onb. 
fiin"Ctlon as an isolated �d rivate individual, deprived of an' 
organi onnectiorr w1 IS count is c1t s o soc!,81 
group, s c an, even s own y. He oes not feel himself � 
fie a part of the socia:t wHole. He 1s a solit mand fost in an alien 
wor . An e as no mission in this world. Privacv and isolation 
a:_e the essent_!!!-1 features _of the hlll!lan im�! i1t:F-Greek ��
mance, and'iliey are inevitabl ;"ftiikea u with e eculiarities l•: 

a venture-time an a stract space. It is for this reason that th·. 
liuman being in a Greek romance differs in principle so sharph 
from the public figure of the more ancient gemes and, in partic1; 
lar, from that public and political man we see in the noveJ ; ' 
travel. 

:J}ut at the same time this :e_rivate and isol!,t� man o�ec:: 
romance_9.!!!.te often behaves, on the surface, like a public mar 
�isely Tikeiliepu'6Iic man of itie rfietoricariiid flistonc:: .  
gem�:ftt:. as!i�:�;s long m,eeg!i� ili!_t are r@i:Ori"C¥� l.,truc�� 
ina in which he seeks to enlighten us with the private and in: · 

� ---- - --------- ----- . � 
� --
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mate details of his love life his e loits a 1 
this n · n.iutimate ��aajon-rath�jn the form 
of 2 p_ublic acc;;g1,W:tigg. Finally, in the majority of these novels 
legal procedures play a critical role: they serve to sum up the ad
ventures of the heroes and provide a legal and judicial affirmation 
of their identity, especially in its most crucial aspect-the lovers1 
fidelity to each other land in particular the chastity of the hero
ine). As a result1 all the major moments of the novel are publicly 
and rhetorically highlighted and justified jan apologia) and all 
those moments1 taken as a whole1 receive a final legal and judi
cial stamp ...of.Jlpproval. If1 in the final analysis1 we should ask 
what1 more than anything else1 defines the unity of the human 
image in a Greek romance1 we would have to answer that this 
unity is characterized precisely by what is rhetorical and judicial 
in it. 

!hese rhetorical. jq,d.ifjal msl Puhli!;i moments, hp:wever, as� 
aume :!!1 e�a) form .tbat.Js, u.at wn.sistfWt wjth �utemal 
and autJ?.e.!Uis. s.iQAtent gf_�d.llal Will1..Hi§ UJ.temal content 
ts a�sqluttUy priJeate= th� ,ba� � of hi§ lif€Q. the goals by 
which he is gyiged all hi§ tdal§. awl explgit§. �!$ of an exclusivc:!y 
ilersonal s�!� ,and have �o social m political significance at a!J. . •  

-\ner all1 the pivot around which content is organized is the main 
, haracters1 love for each other and those internal and external tri
J is to which this love is subjected. All other events have meaning 
: n the novel only by virtue of their relationship to this pivot. 
,_· haracteristically, even such events as war have meaning only 
md exclusively) at the level of the heroes1 love activities. In Leu

· .  : !1Pe and Clitophon1 for example1 the action begins with a war 
"l- rween the Byzantines and the Thracians-for the sole purpose 

· !  •.:nabling Leucippe to end up in Clitophon1s father1s house, thus 
- � ;.lio.•ng possible their first meeting. This war is mentioned again 
-' :  the end of the tm¥el, so that its conclusion might be celebrated 
'' \" the religious procession honoring Artemis that motivates 
,> tophon's release from torture and execution. 
���haracteristically it is not private life that is subjected to and 

, :·, t ;;rpreted in light of social and political events, but rather the 
• : , ,;r way around-social and political events gain meaning in 

� :: ,  tlovel only thanks to their connection with private life. And 
- : : c !i events are illuminated in the novel only insofar as they re
. i t (  to private fates; their essence as purely social and political 
- ·. l· nts remains outside the novel) 
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Thus, the public and rhetorical unity of the human image is to 
be found in the contradiction between it and its purely private 
content. This contradiction is highly characteristic of the Greek 
romance. It is also characteristic-as we will see below-of sev
eral later rhetorical genres, in particular of autobiography. 

I In general1 £l!�E!.t�'Y2!!<Lc!!��!!..cceed 4J. &.Y.!leratiug 
f2rw.J-.md.�e.. �d�g,�...tQ.....Uw P!iute. itt.slixi�yal 
and his life. Although personal life had already become private 
ancfpe:[;li;S individualized, although this sense of the private had 
begun to infiltrate literature in ancient times, still, it was able to 
develop forms adequate to itself only in the minor, lyrico-epic 
genres and in the small everyday genres, the comedy and novella 
of common 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 chronotoJes is al� .. th� Il}_Q§t static. It! 
su§.o::£]hUitult.O.U"Cfl:m �]WI and jli,e]iiafviAA:aT i�: finished 
items, absolutely immobile. In it there is no potential for evolu· 
tion, for growth, for change. As a resutt of the act10n described in tli�1:1!2.tlif'"" m Its world 1s destroecr,Iemaa:e, changed 01 
create anew. What we get is a mere rmation o t e · tiiY 
betweeii w at a een at e eginmng an what is at the end 
�ime leaves no trace. 

Such is the first type of ancient novel. We will have to return w 
isolated aspects of it in connection with the further development 
of methods for expressing time in the novel. As we have su� 
gested above, this novelistic type, and several of its defining char·· 
acteristics in particular (especially adventure-time itself ), exhibii 
great liveliness and flexibility in the subsequent history of tht 
novel. 
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II. Apuleius and Petronius 

Let us now pass to the second type of ancient novel, which we 
will provisionally call the adventuxe novel of everyday life. In a 
strict sense only two works belong to this category: the Satyricon 
of Petronius (which has come down to us in comparatively few 
fragments) and The Golden Ass of Apuleius (which has survived 
in its entirety). But the characteristic features of this type occur 
in other genres as well, primarily in satires and in the Hellemstic 
diatribe, as well as in several works from early Christian litera
ture on the ]i�aints (a sinful life, filled with temptation, fol
lowed by crisis and rebirth} .  

The key to our analysis 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 examples of this type. 

In this second type, what strikes us first of all is the mix of ad
venture-time with �veryday time-a quality 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 two dif
ferent times is out of the question. Both adventuxe- a;od execyday 
�e chan,..g£,their eS§taltia] fm:t11'i.in.UI.i�..!L� 
subi_cact.J.g..thCK.£.wwttions af the.c.omplete1¥ new chnmut�.m
ated Jur thJi..Doxel. Thus there emerges a new type of adventure
time, one sharply distinct from Greek adventure-time, one that is 
a special sort of everyday time. 

The plot [ sjuiet] of The Golden Ass is in no sense an extra tem
poral hiatus between two adjacent moments of real-life sequence. 
On the contrary, it is precisely the course of the hero's (Lucius') 
life in its critical moments that makes up the plot of the novel. 
But two special prerequisites are essential to . the portrayal of this 
life, w1tich define the peculiar nature of time in this novel. 

These prerequisi�s are: ( 1 )  that the course of Lucius' life be 
�ven to us sheathed in the context of a "metamorphosis," and (2 )  
that the course of his life must somehow correspond to an actual 
..:ourse 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
�ented as the course of a life sheathed in a metamorphosis-as is 
J!so the case in the inserted novella about Cupid and Psyche, 
which turns out to be a parallel semantic variant of the basic plot. 

The themes of metamorphosis ( txansformation )-particularly 
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human transformation-and identity (particularly human iden
tity) are drawn from the treasury of pre-class world folklore. The 
folkloric image of man is intimately bound up with transforma
tion and identity. This combination may be seen with particular 
clarity in the popular folktale [skaz.ka] . The folktale image of 
man-throughout the extraordinary variety of folkloric narra
tives-always orders itself around the motifs of transformation 
and identity (no matter how varied in its turn the concrete ex
pression of these motifs might be). The motifs of transformation 
and identity, which began as matters of concern for the individ
ual, are transferred to the entire human world, and to nature, and 

. .to those things that man himself has created. We will discuss 
r fater those distinctive features of popular-folktale time where I this transformation-identity motif is revealed in the image of 
J man, in connection with Rabelais. 

- In ancient times the idea of metamorphosis underwent an ex
tremely complex and multi-branched path of development. One 
of the branches on this path is Greek philosophy, where the idea 
of transformation-along with that of identity-plays an enor
mous role: in fact the central mythological sheath of these ideas 
is retained as late as Democritus and Aristophanes (and even they 
did not succeed in casting it off completely). 

Another branch would be the cultic development of the idea of 
metamorphosis (transformation) in ancient mysteries, especially 
the Eleusinian Mysteries. In the later stages of their development 
these ancient mysteries increasingly succumbed to the influence 
of oriental cults, which had their own specific forms of meta
morphosis. The original forms of the Christian cult would be in
cluded in this line of development. We should also add to this 
group those crude magical forms of metamorphosis that were ex
ceedingly widespread in the first and second century A.D., forms 
that were practiced by charlatans of various sorts and occupied a 
permanent place in the everyday life of the era. 

A third branch would be the continuing presence of transfor
mation motifs in purely popular folklore. This folklore has not, of 
course, come down to us in its pure form, but we know of its exis
tence through the influence it exercised: its reflection in litera
ture (for example, in Apuleius' novella about Cupid and Psyche!. 

And finally, a fourth branch is the development of the idea of 
metamorphosis in literature proper. Only this branch concerns us 
in the present context. 
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It is of course obvious that the literary development of this idea 
did not take place in isolation from all those other forms that the 
theme assumed and that we have enumerated above. One need 
only mention the influence of the Eleusinian Mystery tradition 
on Greek tragedy. Philosophical forms of transformation un
doubtedly had an effect on literature, as did the influence of 
folklore referred to above. 

Metamorphosis or transformatio� is a mythological sh�� 
the idea of develo�ment-but one that unfolds not so much in a 
str'aight line as spasmodically, a line with "knots" in it, one that 
therefore constitutes a distinctive type of temporal sequence. 
The make� of this idea is extraordinarily complex, which is why 
the types oNeuy>oral sequences that develop out of it are ex
tremely varied. 

If we lciok 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. Thw..s, in the theogo:qic process the Era of Zeus re
places the Era of Cronos; 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 eras, generations, seasons 
and phases of agricultural labor differ profoundly from one an
other. But amid all this diversity the unity of the theogonic pro
::ess, of the historical process, of nature and of agricultural life is 
!lreserved. 

The conception of metamorphosis in Hesiod, as in other early 
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philosophical systems and classical mysteries, has far-reaching 
implications: the word 11metamorphosis" itself, in Hesiod, is not 
used in the specific sense of a miraculous, instantaneous transfor
mation of one being into another Ia definition bordering on the 
magical); this definition the word acquired only in the Roman 
and Hellenistic era. The word appeared with this meaning only at 
a later stage in the development of the metamorphosis theme. 

Ovid's Metamorphoses is typical of this later stage. Here the 
general idea of metamorphosis has already become the private 
metamorphosis of individual, isolated beings and is already ac
quiring the characteristics of an external, miraculous transforma
tion. The idea of representing the whole world of cosmogenic and 
historical process from the point of view of metamorphosis-be
ginning with the creation of the cosmos out of chaos and ending 
with the transformation of Caesar into a star-is retained. But 
this idea is now actualized through a selection of metamorphoses 
taken from the whole of the mythological and literary tradition, 
of which separate instances are superficially vivid but without 
connection to one another. They are metamorphoses only in the 
narrower sense of the word, changes that are deployed in a series 
lacking any internal unity. Each such metamorphosis suffices 
unto itself and constitutes in itself a closed, poetic whole. The 
mythological sheath of metamorphosis is no longer able to unite 
those temporal sequences that are major and essential. Time 
breaks down into isolated, self-sufficient temporal segments that 
mechanically arrange themselves into no more than single se
quences. One can observe this same disintegration of the mytho· 
logical unity of ancient temporal sequences in Ovid's Fasti Ia 
work of great importance for studying the sense of time in the Ro
man and Hellenistic era) .  

In Apuleius, metamorphosis acquires an even more personal 
isolated and quite openly magical nature. Almost nothing re· 
mains of its former breadth and force. Metamorphosis has be
come a vehicle for conceptualizing and portraying personal, indi· 
vidual fate, a fate cut off from both the cosmic and the historical 
whole. Nevertheless, the idea of metamorphosis retains enough 
energy I thanks to the influence of an unmediated folklore tradi· 
tionl to comprehend the entire life-long destiny of a man, at all 
its critical turning points. Herein lies its significance for tht 
genre of the novel. 
· This is not the place for an in-depth analysis of the essence m 
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the metamorphosis itself-Lucius' transformation into an ass, 
his reverse transformation into a man and his mystical purifica
tion. Such an analysis is not necessary for our purposes. Further
more, the genesis of the theme "metamorphosis into an ass" is 
itself very complex. Apuleius' treatment of the theme is also 
complex, and to this day it has not been fully explicated. For our 
immediate purposes all this is of no essential importance. We are 
concerned only with the functions of this metamorphosis in the 
structure of a novel of the second type. 
�etam�h���!Y�-�--�-th���-tsl! @: .• m.�!J!Q!i£! .. P.�!tra� 

tlie wl.!� in�i4�.�'s . ..  W� !!l..\t!i .• tn.Q;!;.e j,mport!P-t.,�QW.:�n!s 
of_ cri�is : �mting,...Q.g_w_an., . .iD,di;v;tdJ.wl..be.aam�§. Q.t;h.f}LJB.{W 
what ��-.�e offered various sharply differing images of 
one anq_the �����!m.:�"'tt11'it� variou� 9?o .. ch!l .. �!s��-t�e ��.of �.!·.Jh;;: !��� evoiution in the strict sense of the word; Wliat we get, ratTier, 1s 
cri�s 

�'relii@i:. -, a -.-... ,_, liM'"" S W MCWIIIO _III .... -M&IrS .. D" ..... .-

This is what essentially distinguishes the Apuleian plot from 
the plots of the Greek romance. ��nt§...that.Apnlciua .. .de.
scribes determine the life of the hero; they define his entire life. 
But of course 11Is entire Iffe, fiomcliifdlioodduo�� ol(fage and 
death, is notTaia out 'tO'rus.'''Tiiiitis not;'"theref�;e�··a bioiiaphi.�al 
life in it� en�Je!Y:!�th� £!.!2ivie o'fportrayiil we see'9ruj oi}.e 
or tWO moments that decide the fat; gf iUViJP '§ Jjkand 5Jetermf,ss 
ttS en .. #r� diseosition_,_!!?-J�!;!::PHt..S.J:vi��Jh111....RX.�e-�l 
provi4e� us w.nh two$ ox.thrce..di.ffr...mltlmilie�-9l .... t\ls.�iP..4i· 
vidual, �a�.s thal,hav� �<!iJjoi�_sq_�_.rejoi.!}ed�JM� 
crisis apCf:te11ytlls. In the major plot, Apuleius presents three im
ages of Lucius: Lucius before his transformation into an ass, Lu
eius the Ass and Lucius mysteriously purified and renewed. In 
the parallel plot we have only two images of Psyche: before she is 
I'urified by redem}tive suff�, and after. But here the progres
., ton of the heroine's rebirth is not broken down into three sharply 
JJferentiated images of her, as in the case of Lucius. 

in early Christian crisis hagiographies belonging to 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· 
Jge oi the sinner !before rebirth) and the image of the holy man or 
' J lD.t (after crisis and rebirth). Three-image sequences are some
: ;  mes met with, especially where there is a particular emphasis 
,;;1d development of that portion of the saint's life devoted to 
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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 noyel of this 
tx.P��i!.Q.�iiot��t s e , Uiifo1aiii �io�hical time. !t 
depicts only th_L�.2.ti£n ::.�.. s!ter y .J!!JJl.SU�al moments of a 
�m�. mq,m,en:t�tb,jlt are vezx sho� cq,Ip.JW:£..9...t2. the whole 
len of a human life. But these moments sha e the definitive 
i�f tlJ.ruJl.Q!l.,z...,lp} �nee.�. as 1;re M. � t:JJ.�e o zs entzre 
subse uent · . But e further course of that life with its io-
��phic�_!IS,..it§..actilti.ties a:adJabsm,. =� e
Em1iaiid··· consequent! alread lies beyond the realm of the 
nove . us, Lucius, aving passe ou ee initiations, en
te'Is"Upon his biographical life as a rhetorician and a priest. 

These, then-' are the con�,tity!ive features of a�J!ture-time of 

�:rul..tm,�,!!J!.. not the time �f! q�ee� romance, a time that 
leaves no traces. Ontlie contra� 1tleaves a dee� and irradicable 

I mark" on th'�'mati: himself as WPji as rm his rniilli lite. It ts. nsv-
e!Jheli§�-4�9id�4!Y....!slm.��eptional and 
unusual events events determined b chance which moreover, 
�,�J!!-.tll�J»�d:tLes Ul ,  futtuit;QUS @.COpnters te..!!!£2ral junc-
tures) and fortuitous nonenc u tem oral dis'unctions) .  

\ '":But iii t1ie seCOii'dtype of adventure-time this logic 0 c ance is 
• subordinated to another and higher logic that contains it, in the 
literal sense. The witch's maid Fotis accidentally took the wrong 
box and in place of a cream for transforming men into birds gave 
Lucius the cream for turning men into asses. It was an accident 
that at that moment the roses necessary to reverse this transfor
mation were 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 
various masters as well, chance continues to play a major role. 
Time and again, it is chance that prevents the reverse transforma
tion from ass back into man. But the power of chance and the ini
tiative that lies with it is limited· it can act onl within the limits 
o at area marked out for it. It is not c ance ut vo uptuous
ness, youthful frivolity andii'Prurient curiosity11 that urged Lucius 
on to that dangerous entanglement with witchcraft. He himself is 
guilty. He undoes the game of chance by his own prurience. The 
primary_ initiative. therefono..bdon�s. to the hero.Jp.mself and to 
Hrs own personal.itr,. 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 
guilt, moral weakness, error (and in its Christian hagiographic 
variant, sin) as initiating forces. The first image of the hero is 
characterized by this negative initiative-youthful, frivolous, un
restrained: a voluptuary, curious in a careless way. He attracts the 
power of chance to himself. The initial link of. the adventure se
quence is thus determined not by chance, but by the hero himself 
and by the nature of his personality. 

The final link-the conclusion of the entire adventure se
quence-is likewise not determined by chance. Lucius is saved 
by the goddess Isis, who shows him what he must do to regain 
human form. Th�goddess Isis functions here not as a synonym 
for "good fortune" � the gods in a Greek romance), but as Lu
cius' patroness, directing him to his purification, demanding 
from him highly detailed purifying rituals and askesis. Charac
teristically, visions and dreams have a very differen� meaning in 
Apuleius from what they had in a Greek romance. In the Greek 
romance, dreams and visions make men aware of .t e will of the 
gods or of chance; they could not be used as a means for avoiding 
the blows of fate or for taking measures against such a fate, but 
were granted rather "that men may bear their sufferings more 
easily" (Achilles Tatius) .  Dreams and visions, therefore, do not 
incite the heroes to any activity. In Apuleius, on the contrary, 
dreams and visions provide instructions to the heroes, telling 
them what to do, how to act in order to change their fate; that is, 
they force the heroes to take definite steps, to act) 

Thus both the initial and the final links in the chain of adven
tures lie beyond the power of chance. As a consequence the na
ture of the entire chain if! altered. It becomes more active, it 
chan,es the hero himself and his fate. The series of adventures 
that the hero undergoes does not result in a simple affirmation of 
his identity, but rather in the construction of a new image of the 
hero, a man who is now purified and reborn. Therefore, the 
chance governing within the limits of separate adventures must 
be interpreted in a new way. 

In this connection, the speech delivered by the priest of Isis 
after Lucius' purification is characteristic ( The Golden Ass, book 
ul: m 

m. Lines quoted from Apuleius are taken from: Apu1eius, The Golden 
:ls.v. tr. William Adlington and ed. Harry C. Schnur (New York: Collier, 196.2). 
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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 bow; 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 tum, 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 11a 

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 
knowin� 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-punishment-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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Thus a frivolous and fecklessly curious Lucius beomes Lucius the 
Ass, and after his suffering he becomes Lucius purified and en
lightened. Furthermore, a definite shape and degree of ineluc
tability is essential to this sequence, whereas in the Greek adven
ture sequence there was no hint of either. Retribution must 
follow glnlt, purification and blessedness must follow upon the 
retribution of the hero. And furthermore, this ineluctability is 
human; it is not mechanical or depersonalized. Guilt is a func
tion of individual personality itself; so is retribution, which is 
just as essential a force for purifying and improving the individ
ual. Thit� entire sequence is grounded in individual responsibil
ity. Finally, th�hifting appearance of one and the same individ
ual gives this se�e its essential humanness. 

The above considerations demonstrate the indisputable advan
tages such a sequence has in comparison with Greek adventure
time. Beginning with the purely mythological 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 temporal 
sequence is an integrated and irreversible whole. 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 ap.d 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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found outside everyday life. He merely observes this life, med
clles m ifiiow-aJiitt1ienas-ajJ:m;:uQ.T&; Iii ;:;;;a:nnijui run· 
dons a commonan<le-ver�sk-but in essence he does not 
partic12are :i'ii11iisrueana1siiofd"ete.iiili�d.b.li. -···-·· p-· 

The b.ero =experlencese�tb�t are �elusively extraordi
nlll"y, de'fin.ed by the sequence of guilt-retribution-redemp
tion-blessedness. Such was the experience of Lucius. But in 
passing from retribution to redemption-that is, precisely during 
the process of metamorphosis-Lucius must descend to low ev
eryday life, and he must la the most humiliatin role in that 
setting, not even e ro e o a s ave ut 
east o ur en e escends to the v 

life amon mu eteers, au ing a millstone for the a 
gar ener, a sol · er a coo a .r. He suffers constant be3tiu,gs 
and is per��cute I shrewisJl ... wive& !the muleteer's wife, the 
baker's wifef. But in all these situations Lucius performs not as 
Lucius but as an ass. At the end of the novel..be ca§lli..gff tbe.,ap
pearan�e 9f .. � �ss 31!� in a tri;umnlw1t crn;em�J;h.e 
highest, �ost privileged se!l_�!.l!tec...!.!iJ.e. puW5k-or4in!tY 
events. We might add f'i.iitlier that the time spent by Lucius in ev
erya'iy life coincides with his presumed death lhis family consid
ers him dead), and, his leaving that life is his resurrection. The an
cient folkloric core of Lucius' metamorphosis is in fact precisely 
death: the passage to the n;tber xegions and resurrection. In this 
instance eve da li nds to the nether re · ons to the 
� Corresponding fikth��.SJ.��uivalents mi� �u� 
ror all tlleiiarrative mo . s in The Golden Ass. 

This stance oi the ero vis-a-vis every ay life is a distinctive 
feature of this secon type of ancient novel, and it is one of ex
tre�e importance. This feature is preserved !although of course 
wid variations) throughout the entire subsequent history of the 
type. It is alwa s the ot b his ver na
ture, e a part of everyday lif£& he passes through sue · e as 
woulj a man from another wor}.'C�ij'-�ttiJ!-.t'!!ii.!i�!!� 
a �� w[� chanrs ev��ll ili.h.�left.�_es �4. 
'!!!g.9c�up!is IlO___!:d Pi�_----�-� .!Y.h.� .Rli!YS Wlth life 
and does not take it seriously., The hero might a] so be a wanderipg 
actor disguised as an aristocrat or · i o
rant o s " · "l- tEverrday life js !:hat lowest 
sphere of existence from which the hero tries to liberate himself, 
and wifu which lie >X.tU vem iotervany fuse hini'sell!:The course 
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9f his life is uncommon, outside eve!X!hty life; one of its sta�s 
just lia ens to be a ro ion tf!Iou the eve day s here. 

Playing the lowest role in the lowest eve o society, Lucius 
does not participate internally in that life and is, therefore, 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. 111 myself," says Lucius, 11remember my sojourn as an ass 
with great gratitude, for having suffered the turns of fate under 
cover of this animal's skin I 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" 
(book 9) ,  

The ass has an additional advantage in this respect: his ears. 
"And !-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" 
(book 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 bt' 
nothing public about it. All its events are the personal affairs of 
isolated people: they could not occur "in the eyes of the world," 
publicly, in the presence of a chorus.  These events are not liable to 
public reckoning on the open square. Events acquire a public stg· 
ni.B.cance as such only when they become crimes. The criminal 
act is a moment of private life that becomes, as it were, involun· 
tarily public. The remainder of this life is made up of bedroom 
secrets (infidelities on the part of shrewish wives, husbands' impo· 
tence and so forth), secret profiteering, petty everyday fraud, etc. 

By its very nature this private life does not create a place for tht 
contemplative man, for that "third person" who might be in ii 
position to meditate on this life, to judge and evaluate it. This life 
takes place between four walls and for only two pairs of eyes. On 
the other hand public life-any event that has any social signi6-
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cance-tends toward making itself public (naturally.), necessarily 
presuming an �er, a judge, an evaluator; and a place is al
ways created for such a person in the event, he is in fact an indis
pensable and obligatory participant in the event. The public man 
always lives and acts in the world, and each moment of his life, in 
principi� and in essence, will avail itself to being made public. 
Public life and public man are by their very essence open, visible 1 
and audible. Public life adopts the most varied means for making 
itself public and accounting for itself (as does its literature) .  
Therefore, the particular positioning of a person who could ob
serve or eavesdrop on this life (a "third person" I presents no spe
cial problem, nor do the particular forms necessary for making 
that life public. For this reason the problem was unknown in clas
sical ancient literature, which was a literature of public life and 
public men. 

But when the private individual and private life entered litera
ture (in the Hellenistic era) these problems inevitably were bound 
to arise. A contradiction developed between the public nature of 
the literaiy form and the private nature of its content. The pro
cess of working out private genres began. But this process re
mained incomplete in ancient times. 

This problem was especially critical in connection with larger 
epic forms (the "major epic"). In the process of resolving this 
problem, 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 essqntially a literature of snooping about, of over
hearing "how othets live." This life may be exposed and made 
public in a criminal trytl, either directly, by inserting the trial into 
the novel (along widi searches and investigations), by inserting 
t:riminal 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
t ive hunches and so forth. And finally we encounter those forms 
< Jt self-revelation that occur in the ordinary course of our every
.Jay lives: the personal letter, the intimate diary, the confession. 

We have already seen how the Greek romance resolved this 
l'toblem of portraying the personal life and the private individual. 
l t tried to fit the content of a private life into external, inadequate 
rublic and rhetorical forms-forms that were by that time al-
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ready stiff and dead; this was possible only in the context of 
Greek adventure-time and the extreme abstractness through 
which it was portrayed. In addition, on such a rhetorical 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 I and on the other hand, the 
novels of Dostoevsky I 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 Eforced to 
study its workings, all its secret cogs and wheels. · s is par· 

, ticularly true of the positioning of the servant who g s from one 
master to the other. The servant is the etemal "third man" in the 



FORMS OF TIME AND CHRO N O T O P E  IN THE N OVEL (I2 5 ]  

private life of his lords. Servants are the most privileged witnesses 
to 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 adv�ture 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 gemes 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 :fithout which a literature treating private life could 
not managef {rhe prostitute and courtesan occupy a place in the novel anal
ogous lin their functions) to that of the servant lcf. 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, although he is a minor character; most 
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 pttention the magnificent story by an old pro
curess in Sorel's Frt!m.cion,n almost equal to Balzac in the power 
with which it realistiqally portrays private life, and incomparably 
superior to analogous/passages in Zola) 

Finally, as we have said, the adventurer lin the broad sense of 
the term) and in particular the parvenu fulftll analogous func
tions in the novel. The role of tbe adventurer aud parvenu is..,tbe 
role Qf one who has not xet found a definite or_f!!ed lllitqx.!P lifs., 
but wJl��.;.;k;;;.s �p.;;er;.;;s;.;;;o,;;n;;al-.s;.;u-.;c;.;;c;.;,e;;;ss.._building a career, accumulating 

n. Reference is to La vraie Histoire comique de Francion [1623 ) by Charles 
Sorel [ 15 99-1674), a book somewhat reminiscent of Gil Bias. It is a relatively 
realistic portrait of the conditions under which poor students and would-be 
authors lived in seventeenth-century Paris. 
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wealth, winning glory !always out of personal interest, "for him
self") ;  this role impels him to study personal life, uncover its hid
den workings, spy and eavesdrop on its most intimate secrets. 

so he begins his journey "to the depths" !where he rubs 
shou ers with servants, prostitutes, pimps, and from them learns 
about I e "as it really is" J :  such a character can climb upward 
I usually · a  the courtesan route) and thus reach the high peaks of 
private lif -or can suffer a reversal on the road or can remain 
to the very end a lowly adventurer jan adventurer of the slum 
world) . The osition of such characters is admirably suited to ex
posing and portraying all layers and levels of private life. Thus, 
the role of the adventurer or the parvenu can be said to determine 
the structure of the more complicated type of adventure novels of 
everyday life: we have an adventurer, in the broad sense, in 
Sorel's L'Histoire comique de Francion° !although of course he is 
no parvenu); the heroes of Scarron's Comical RomanceP !seven
teenth century) are likewise adventurers; Captain Singleton and 
Colonel Jack, the heroes of Defoe's "picaresque" novels I the word 
is used loosely) are also adventurers; parvenus first appear with 
Marivaux I Le Paysan parvenu)q and adventurers with the heroes 
of Smollett. Rameau's nephew in Diderot embodies 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 remarkably strong and 
deep example of the philosophy of the third person in private life. 
This is the nhilosonhv of a person who Isnows only private life 
and craves it alone but who does not artici ate · it has 
p ace in it-and the efo 

In the complex, synthesizing novel of the great French realists 
Stendhal and Balzac, the positioning of the adventurer and the 
parvenu retains in full its organizing significance. All kinds ol 

o. Cf. footnote n. 
p. Le Roman comique (r6SI )  by Paul Scarron (r6ro-r66o) recounts the ad· 

ventures of itinerant actors, with satirical cameos of provincial life. 
q. Le Paysan parvenu (173 5 -1736 )  by Pierre Marivaux ( r688-I763), lik< 

Marivaux's other novel, La Vie de Marianne (I73I-I74I ), is essentially a ps} 
chologi.cal study of the new middle class who seek-and find-happiness anci 
success through their financial dealings. 
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other "third-person" representatives of private life-courtesans, 
prostitutes, pimps, servants, clerks, pawnbrokers, doctors-live 
and move in the background of their novels. 

In classic English realism-Dickens and Thackeray-the role 
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 metamorphosis 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 into 
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 eavesdropping on 1 
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 uthird person's" presence 
would not be permitted. In Smollett's Peregrine Pickle the hero 
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 all, 
but has only pretended to be so in order to eavesdrop on the se
crets of private life. 

Such, then, is the extraordinarily important position Lucius the 
Ass oc�upi�s as � obsqrver of private life. In what sort of time 
Joes this pnvate life un[pld? 

In The Golden Ass and other examples o£ the ancient adven
ture novel of everyday life, ueveryday 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 ide!!Ji��4,.P...&!!cliltpr!l�.....�..!.CrY.4ayj.mi�; ·Q�-liiteiW,ov-;rWlili· 

r. Le Diable boiteux (1797) by Alain Lesage (x668-1747 ) is an adaptation of 
�-�uevaxa's E1 Diablo cojuelo (1641), but has most of all to do with bouxgeois 
.ue at the beginning of the eighteenth centuxy. 
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��times. of natme a11d ntnb.it:Q.�_}?_a�ic 1!��Qti.�s����l9pment 
'i are.!Je�_g_�, .J'lu�gcptl}s and Y.�f.&i.J). tfpv�listie: ev�!I,��

f�.!� �,!!P.�Y-�9m � ���e..Y�l:W!.!.Q.t�y�li,c.!!! ti�re
most, l!ov�!,is,9.c_,g!lle .!.�. thorou�� off E2!!!,!!ature and from 
natural :md ll}!!ho!�..s.Y£J.a.. 'J' · s alienat;!�m of the ev�y p)�c; !!2-ID,.. �a�k!£!:!!!!.11�����- Nature motils turn up 
in Apuleius only in the sequence guilt-redemption-blessed
ness lcf., for example, the seashore scene before Lucius' return \ trip). Evet��"¥l!ffi is .�e ne$er .. wo:rJd, �� . .8I.!.Y�t��;rlL.t.�e � 

1 d�s �t s .. -. �l.:W.,. er.�Yl!:t.e t!.n.Q.�.w.x�Jir.wJiment, .. F.P:r:..tbis..rea· 
· 

s��' - �verr.do�JY...lifeJs W:e§�UJ.e� �Q.YS a�. tlleJJD.Q�!�.is!�.P(.tei!.l life. 
At its center is obstjS;pi,Si, tlJ.!�.l=Q.e_§ea.p:lieJ:Jiide of Sf1xual love, 
love alienated from reproduction, from a progression of enera
tions: from tne""Sfffieffires of 'the"fiin:lil'y Theft e c an. Here every
day life is priapic, its logic is the logic of obscenity. But around 
this sexual nucleus of common life !infidelity, sexually motivated 
murder, etc. ) are distributed other eviday aspects: violence, 
tpievery, various types of fraud, beatings 

I, . \In this everyday maelstrom of person life, time is deprived of 
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 
novellas dealing with everyday life-are rounded-off and com· 
plete, but at the same time are isolated and self-sufficient. The 
everyday world is scattered, fragmented, deprived of essential 

I connections. It is not permeated with a single temporal sequence, 
· which has its own specific systematization and ineluctability. 

These temporal segments of episodes from everyday life are, 
therefore, arranged, as it were, perpendicular to the pivotal axis of 
the novel, which is the sequence guilt-punishment-redemp· 
don-purification-blessedness !precisely at the moment ol 
punishment-redemption) .  Everyday time is not parallel to this 
basic axis and not interwoven with it, but separate segments oi 
this time-those parts into which everyday time breaks down
are pe\Pendicular to this basic axis and .intersect with it at right 
anglesJ. Despite all the fragmentariness and naturalistic quality of thi� 
everyday time, it is not absolutely without effect. Taken as a 
whole it is perceived as a punishment that purifies Lucius; taken 
in its separate episodic moments it serves Lucius as experience 
revealing to him human nature. The everyday world itself if 
static in Apuleius, it has no "becoming": this is p_reciselv; the rea· 

r-" 
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son why there is no single eyeryday tjme, But it does reveal social 
heterogeneity. Social contradictions have not yet become appar
ent in this heterogeneity, but the situation is fraught with them. 
If such contradictions were to surface, then the world would start 
to move, it woult= into the future, time would receive a 
fullriess and a(hlsto · · ut this process was not brought to ... 
completion in ancient times, and certainly not with Apuleius. 

It is true that this process was advanced somewhat in Pe
tronius. In his world, socially heterogeneous elements come close 
to being contradictory. As a result his world bears witness to the 
distinguishing features of a particular era, the earliest traces of 
historical time. But in his works as well the process is neverthe
less far from completed. 

The Satyricon of Petronius belongs, 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 Satyricon is closer to the European type of picaresque novel) .  
Underlying the wanderings and adventures of its heroes (En
colpius and others) there is no clearly defined metamorphosis nor 
any specific sequence of ilt-retribution-redemption. This 
theme is replaced, it is true, y an ana ogous mo : persecution 
by the infuriated god Priapus-although the motif is muffled and 
parodied (it is also a parody on the precedent-setting epic wander
ings of Odysseus and Aeneas) .  But the location of the heroes vis
a-vis the everydayness of ordinary private life is in all respects the 
same as it was for Lucius the Ass. I!tey pfSI! tkP'!W.!h�.�ry
dy_ snhexe Qf prjyate Jife but do DOt l}axticillatC.i!l�alJ� in...iJ;. 
These rogues are sp�s, charlatans and parasites, spying and 
eavesdropping on all tHe cynical aspects of private life. That life is 
here even more priapic. Aut. W£.1£1?�� . .L . .J.JA� . .QL.hismtical time 
14owever unstable) tumE-P.in �e social,!le����ity of�
��.te-life 'iO:aa Tile' image ofTrimalchio's feast anCftlle"Way it is 
described serve to bring out the distinguishing features of the era: 
that is, we have to some extent a temporal whole that encom
passes and unifies the separate episodes of everyday life. 

In hagiographic examples of the everyday-type adventure, the 
factor of metamorphosis is foregrounded (a sinful life-cri
sis-redemption-sainthood). The everyday-plane adventure is 
given in the form of an exposure of a sinful life, or of a repentant 
confession. These forms-and particularly the latter-already 
border on a third type of ancient novel. 
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III. Ancient Biography and Autobiography 

Moving on to the third type of ancient novel, we must from the 
outset make one crucial reservation. By this third type we have in 
mind a biographical'novei, aitb.ough antiquity did not produce 
the kind of novel that we lin our terminology) would call a 

"novel," that is, a large fiction influenced by biographical models. 
Nevertheless a series of autobiographical and biographical forms 
was worked out in ancient times that had a profound influence 
not only on the development of European biography, but also on 
the development of the European novel as a whole. 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 m; 
the Apology of Socrates and the Phaedo. This type, involving an 
individual's autobiographical self-consciousness, is related to th. 
stricter forms of metamorphosis as found in mythology. At ii' 
heart lies the chronotope of "the life course of one seeking trul 
knowledge." The life of such a seeker is broken down into precis\ 
and well-marked epochs or steps. His course passes from self-con· 
fiden,t ignorance, through self-critical scepticism, to self-know i ·  
edge and ultimately to authentic knowing !mathematics an � 
music) .  

This early Platonic scheme of "the seeker's path" is  made mor ,  
complex in Hellenistic and Roman times by the addition of van 
ous highly important motifs: the seeker's passage through a senr, 
of philosophical schools with their various tests, and the marion; 
of this path by temporal divisions determined by their own bv 
graphical projects. We will return later to this more complt· ' 
scheme, for it is one of great importance. 

In the Platonic scheme there is also a moment of crisis and r ,  
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birth I the words of the oracle as a turning point in the course of 
Socrates' 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 Phaedxa and others) .  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 stories" we discussed in the pre
vious section. Socrates' life course, as it is revealed to us in the 
Apology, is a public and rhetorical expression of the same meta
morphosis. Real biographical time is here almost entirely dis
solved in the ideal land even abstract) time of metamorphosis. 
What is important about the figure of Socrates is therefore not to 
be found in this idealized-biographical scheme. 

The second · Greek type is the rhetorical autobiography and 
biography. 

At the base of this type lies the "encomium"-the civic funeral 
and memorial speech that had replaced the ancient "lament" 
ltrenos). The form of the encomium also determined the first au
tobiography of ancient times, the advocatory speech of the Attic 
orator !socrates. 

When speaking of this classic type one must above all keep the 
following in mind. These classical forms of autobiography and bi
ography were not works of a literary or bookish nature, kept aloof 
irom the concrete social and political act of noisily making them
�dves public. On the contrary, such forms were completely deter
nuned by events: either verbal praise of civic and political acts, or 
: �at human beings gi� a public account of themselves. There
!' • re,  the important thinglhere is not onlYi and not so much, their 
: n ti!mal chronotope !that is, the time-space of their represented 
: :�;.· ' as it is rather, and preeminentlYi that exterior real-life chro
:Jutope in which the representation of one's own or someone 
�· i '-�; 's life is realized either as verbal praise of a civic-political act 

· �  ·•s an account of the self. It is precisely under the conditions of 
: n : ,  real-life chronotope, in which one's own or another's life is 
:.d bare !that is, made public), that the limits of a human image 
, ;r:.J the life it leads are illuminated in all their specificity. 

This real-life chronotope is constituted by the public square , 

:::� <Jgora). In ancient times the autobiographical and biographi- ! 
- � �  self-consciousness of an individual and his life was first laid 
- .; : �  and shaped in the public square. 
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When Pushkin said that the art of the theater was "hom in the 
public square,""  the square he had in mind was that of "the com
mon people," the square of bazaars, puppet theaters, taverns, that 
is the square of European cities in the thirteenth, fourteenth and 
subsequent centuries. He al�o had in mind the fact that the state 
and "official" society (that is, the privileged classes), with their 
"official" arts and sciences, were located by and large beyond the 
square. But the square in earlier (ancient) times itself constituted 
a state (and more-it constituted the entire state apparatus, with 
all its official organs), it was the highest court, the whole of sci
ence, the whole of art, the entire people participated in it. It was a 
remarkable chronotope, in which all the most elevated catego
ries, from that of the state to that of revealed truth, were realized 
concretely and fully incarnated, made visible and given a face. 

, And in this concrete and as it were all-encompassing chronotope, 
I the laying bare and examination of a citizen's whole life was ac

complished, and received its public and civic stamp of approval. 
It is fully understandable that in such a "biographized" individ

ual (in such an image of a man) there was not, nor could there be, 
anything intimate or private, secret or personal, anything relating 
solely to the individual himself; anything that was, in principle, l solitary. Here the individual is open on all sides, he is all surface, 
there is in him nothing that exists "for his sake alone," nothing 
that could not be subject to public or state control and evaluation. 
Everything here, down to the last detail, is entirely public. 

I It is fully understandable that under such conditions there 
could not in principle be any difference between the approach one 
took to another's life and to one's own, that is, between the bio· 

, graphical and autobiographical points of view. Only later, in thr 
Hellenistic and Roman era, when the public unity of the individ· 
ual began to disintegrate, did Tacitus, Plutarch and various rlie
toricians specifically pose the question: is it permissible to writr 

s. The line occurs in Pushkin's unpublished 1830 essay in response tr 
Pogodin's new play, "On National [narodnafa) Drama and on Marfa Posad· 
nitsa": "We saw that national tragedy was born in the public square, that it 
developed there, and only later was called to aristocratic society . . . .  How can 
our tragedy, written on the Racini.an model, unaccustom itseH to aristocratic 
habits? How is it to shift from its measured, pompous and fastidious con· 
versation to the crude frankness of folk [narodnafa) passions, to the licenst 
that is granted statements on the public square?"  
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an appraisal of one's own self ? This question was resolved in the 
affirmative. Plutarch, by selecting material going back to Homer 
!whose heroes glorified themselves ) established the permissibil
ity of self-glorification and indicated those forms by which it 
should be molded, so as to avoid anything offensive. A second
rank rhetorician, Aristides, likewise sorted through a wide body 
of material on this question and concluded that proud •self
glorification was a pure Hellenistic trait, and as such was fully 
permissible and correct. 

But it is highly significant that such a question should arise at 
all. Self-glorification, after all, is but the most sharply focused, 
most vivid distinctive feature of a biographical and autobiographi
cal approach to life. Thus there lurks beneath the specific ques
tion of the propriety of glorifying onesell a more general question, 
namely, the legitimacy of taking the same approach to one's own 
life as to another's life, to one's own sell as to another sell. The 
very posing of such a question is evidence that the classical pub
lic wholeness of an individual had broken down, and a differentia
tion between biographical and autobiographical forms had begun. 

But there could be no talk of such a differentiation under the 
conditions of the Greek public sq�e, where the sell-conscious
ness of the individual originated. {fhere was as yet no internal 
man, no "man for himsell" II for mysell ), nor any individualized 
approach to one's own sell. An individual's unity and his sell-con
sciousness were exclusively public\ Man was completely on the 
suxface, in the most literal sense of the word. 

This utter exteriority is a very important feature of the human 
image as we find it prclassical art and literature. It manifests it
self in many V!_a�s, and by the most varied means. I will mention 
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 noisily. We are 
particularly struck by how often and how loudly they sob and 
weep. In the familiar scene with Priam, Achilles weeps so noisily 
in his tent that his moans are heard throughout the entire Greek 
camp. This trait has been variously explained: it has been at
tributed to the peculiarities of a primitive psychology, to the ar
bitrary prerequisites of literary canon, to the particular nature of 
Homer's language-in which varying degrees of emotion 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 emotions lit is well known, for 
instance, that people of the eighteenth century-the rational 
men of the Enlightenment themselves-wept often and willing
ly). But what is important is the fact that this is not an isolated 
feature in the ancient hero: it fits harmoniously with his other 
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 lin essence) he did not know an invisible 
and mute reality. This applied to existence as a whole, but 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 I 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 Plato's understanding of the process, 
thought conceived as a "conversation with oneself" did not entail 
any special relationship to one's self las distinct from one's rela
tionship to others); conversation with one's own self turns di
rectly into conversation with someon\ else, without a hint of any 
necessary boundaries between the twol 

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 I 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 outside 
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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Augustine's Confessions "to oneself"i it must be declaimed 
aloud-to such an extent is the spirit of the Greek public square 
still alive in it, that square upon which the self-consciousness of 
European man first coalesced. 

When we speak of the utter exteriority of Greek man we do so, 
of course, from our own point of view. It is precisely our distinc
tion between internal and external which the Greek did not 
know, therefore he did not acknowledge the categories "mute" 
and "invisible." Our "internal" was, for the Greek's conception of 
man, laid out on the same axis as our "external," that is, it was 
just as visible and audible and it existed on the surface, for others 
as well as for oneself. Therefore, all aspects of the human image 
were related to one 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 collective, "in the folk." For that reason this 
"surface," on which the entire man existed and was laid bare, was 
not something alien and cold l"the desert of the world")-it was 
his own native folk. To be exterior meant to be for others, for the 
collective, for one's own people. 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.� it, everything corporeal 
and external is made more high-spirited and intense, while every
thing that is !from o-{JI 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 lit 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"-lost 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 whole 
chronotopei it therefore broke down and lost its integrity, it be-
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came abstract and idealistic. A vast number of new spheres of 
consciousness and objects appeared in the private life of the pri
vate individual that were not, in general, subject to being made 
public (the sexual sphere and others ), 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 inner 
and an outer, separated within it. - We will show below that the most remarkable experiment to 
re-establish the fully exteriorized individual in world literature
although without the stylization of the ancient model-was 
�de by Rabelais. 

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

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-formedi 
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. !socrates glorifies rhetorical activity as the 
loftiest of life's activities.  !socrates' professional self-conscious· 
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ness is fully particularized. He gives us the details of his material 
circumstances, even mentioning how much money he makes as a 
rhetorician. Elements which are (from our point of view) purely 
personal, or (again frr;>m our point of view) narrowly professional, 
or matters relating to society and the state, or even philosophical 
ideas, are all laid out in one detailed series, tightly interwoven. 
All these elements are perceived as completely homogeneous, 
and they come together to form a single human image that is 
both complete and fully formed. The individual's consciousness 
of himself in such cases relies exclusively upon those aspects of 
his personality and his life that are turned outward, that exist for 
others in the same way they exist of the individual himself; in 
those aspects alone can self-consciousness seek its support and 
integrity; it knows of no aspects other than these, aspects that 
might be intimately personal, unrepeatably individual, charged 
with self. 

Such is the normative and pedagogical character of this earliest 
autobiography. At its conclusion a formative and educational 
moral is baldly stated. But this same normative and pedagogical 
quality suffuses the entire autobiography. (One must not forget, however, that the epoch that produced 
tlie first autobiography witnessed as well the initial stages in the 
breakdown of the Greek public wholeness of the human image (a 
wholeness that had manifestt?d itself in epic and tragedy) .  Thus, 
this autobiography is still �omewhat formal, rhetorical and 
abstrac�J !Anotlier !.C::�-life clHeBotope is ;responsible lor Roman auto
bibgraphies and memoirs. Both sprang from the soil of the Roman 
ftJmjfy. Such autobiographies are documents testifying to a fam
ily-clan consciousness of self. But on such family-clan soil, auto
biographical self-consciousness does not become private or inti
mfelY personal. It retains a deeply public character� 

(fhe Roman patrician family-which was not a bourgeois fam
ily-is the symbol for all that can be private and intimate. The 
Roman family, precisely as a family, fuses directly with the state. 
Certain functions the state usually fulfills are entrusted to the 
heads of families. The religious cults of the family or clan (whose 
role was enormous) function as a direct extension of the cults of 
the state. The national ideal is represented by ancestors. Self-con
sciousness organizes itself around the particularized memory of a 
clan and ancestors, while at the same time looking toward future 
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descendants. The traditions of the family and clan had to be 
passed down from father to son. Thui!.,�VC:!Y t,.amily hadj�ll 
archive, in which written documents on all lil.!:!! in the c�e 
ke�}i.1:06iograj)liy '1rwntes"ifsJfi1 illille'Oiclerly process of pass
ing clan and family traditions from link to link, and these were 
preserved in the archive. This made even autobiographical con
sciousness public and historical, national) \rhe specific historicity that Rome gave to autobiographical 
self-consciousness distinguishes it from its Greek counterpart, 
which was oriented toward living contemporaries, toward those 

1 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 moretlioroiighly �Cif"Witlfp--:--·� - - ---· - -

. iiiothet specffi��culiarity 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. Tighdy 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 autobiography. But, we repeat, in the good fortune of a 
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Sulla or a Caesar, ..the...d�atW.�s Q.f.tb:�.�!�!�.@2...9!..����!,�2.ns 
fuse into a...§ipg)e.. �:. .. :Iher_e - �!ll-h�-�'Lq�c:�.�o:f:!...2J �ything 
narroE¥ perscmal W'..ll1.ix.�1: .. �.Jq�k, This is, after ali, a luck mea
sured in deeds, in projects of state, in wars. This good fortune is 
absolutely inseparable from deeds, creative activity, labor-from 
objective, public and state-oriented content. Thus this concept of 
good fortune includes as well our concepts of "talent," "intui
tion" and that specific understanding of "genius"7  that was so im
portant in the philosophy and aesthetics of the late eighteenth 
century !Young, Hamann, Herder, the Stiiimer un.d DriingerJ . In 
succeeding centuries this category of good fortune became more 
fragmented and private. Good fortune lost all its creative, public 
and state attributes-and came to represent a principle that was 
private, personal, and one that was ultimately unproductive. 

Hellenistic Greek autobiographical traditions functioned along
side these specifically Roman ones. In Rome the ancient laments 
lnaeniaJ were likewise replaced by funeral speeches, the so
called laudatiae. Here Greek and Hellenistic rhetorical schemas 
reigned supreme. 

Works "on one's own writings" emerged as an authentic auto
biographical form in the Roman-Hellenistic context. As we have 
shown above, this form reflected the crucial influence of the Pla
tonic schema, that of the life course of a seeker after knowledge. 
But an entirely different t>bjective support w:as found for it in this 
new context. What we get is a catalog of a man's works, an expo
sition of their themes, a record of their successes with the pub
lic, autobiographic.aJ,.,J:ommentary on them !Cicero, Galen and 
others) .  It is the sequence of one's own works that provides solid 
support for perceiving the passage of time in one's own life. The 
continuity of one's works provides a critical sequential marker 
for biographical time, its objectification. And furthermore, con-1 
sciousness of self in this context is not revealed to some general\ 
"someone," but rather to a specific circle of readers, the readers of / 
one's works. The autobiography is constructed for them. The 
autobiographical concentration on oneself and one's own life 
acquires here a certain minimum of essential "publicness," but of 

7. In this concept of luck, the ideas of genius and success are fused to
gether; thus an unrecognized genius was a conttadictio in adfecto [a contra
diction in terms]. 



[140] F O RM S  O F  TIME AND CHRO N O T O PE IN THE N OVEL 

a completely new type. St. Augustine's Retractationest belong to 
this autobiographical type. In more recent times a whole series of 
humanistic works jfor example, Chaucer) could be included in 
this type, but in later periods this type is reduced to a single stage 
!albeit very important) in artistic biographies lfor example, in 
Goethe) . 

Such are the types of ancient autobiography, which might all be 
called forms for depicting the public self-consciousness of a man. 

We will briefly touch upon the mature biographical forms of 
·\ the Roman-Hellenistic epoch. Here one must note, first and fore

most, the influence of Aristode on the distinctive methods of the 
! ancient biographers, and in particular his doctrine of entelechy as 
l the ultimate purpose of development that is at the same time its 
first cause. This Aristotelian identification of ultimate purpose 
with origin inevitably had a crucial effect on the distinctive na-

f ture of biographical time. From here it follows that a character at 
its most mature is the authentic origin of development. It is here 
that we get that unique "inversion in a character's development11 
that excludes any authentic "becoming" in character. A man's 
entire youth is treated as nothing but a preliminary to his matu· 
rity. The familiar element of "movement" is introduced into biog· 
raphy solely as a struggle of opposing impulses, as fits of passion 
or as an exercise in virtue-in order to invest this virtue with per· 
manence. Such struggles and exercises serve to strengthen quali-

1 ties of character that are already present, but create nothing new. 
The base remains the stable essence of an already completed 
character. 

Two models for structuring ancient biography were created on 
this base. 

) {The first may be called the "energetic" type. At its heart lies 
tlie Aristotelian concept of energia: the full existence, the es· 
sence of a man is realized not by his condition, but by his activity, 
his active force l"energy") .  This "energy" manifests itself as the 
unfolding of his character in deeds and statements. And these 
acts, words and other expressions of a man are not merely exter· 
nal manifestations lthat is, for others, for 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 hr 
had only recently achieved, although he had sought to conform to it most ot 
his adult life. 



F O RM S  O F  TIME AND CHR O N O T O P E  IN THE NOVEL [141] 

some internal essence of character existing apart from its effects, 
predating them and located outside them. The manifestations • 

themselves constitute the character's being, which outside its en- · 

ergy simply does not exist. Apart from its surface manifestations, 
its ability to express itself, its visibility and audibility, character 
possesses no fullness of reality, no fullness of beifg. The greater J the power of self-expression, the fuller the being./ lTherefore human life ! bios) and character may no longer be 
portrayed by means of an analytical enumeration of the char
acterological 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 I 
and other extensions and expressions of the man.l -

This energetic type of biography was first established by Plu
!!Jcb., who has had an enormous influence on world literature 
land not only on biography) .  

Biographical 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. 8 It is true thpt outside this disclosure, this "manifesta
tion," there is no character-but in keeping with the principle of 
"entelechy," character is predeternlif._:d and may be disclosed 
only in a single defined direction. l�storical 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, Jt merely manifests it. Historical reality is 
an arena for �e discl&sing and unfolding of human characters
nothing more · 

Biographic 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 

s .{!ime is phenomenal; the essence of character is outside time. It is 
therefore not time that gives a character its substantiality} 



(!42) F O RM S  O F  TIME AND CHRO N O T O P E  IN THE N OVEL 

disclosing character does not lead to a real change or "becoming" 
in historical reality, but rather solely to a fulfillment, that is, to 
a filling-in of that form sketched at the very outset. Such is the 
Plutarchian biographical type. 

The second type of biography may be called analytic. At its 
heart we have a scheme with well-defined rl;obrics, beneath which 
all biographical material is distributed: social life, family life, 
conduct in war, relationships with friends, memorable 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 
/:lero'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 temporai 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. u If Plutarch had exercised a profound influ· 
ence on literature, especially on the drama (for the energetic type 
of biography is essentially dramatic), then Suetonius primarily in· 
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," "a family 
man," "an intellectual" and so forth. 

The forms that we have mentioned so far, autobiographical a� 
well as biographical land there was no distinction, in principii: 
between the approaches toward the individual adopted by each 
had an essentially public character. We must now touch upo� 

u. Reference here is to De viris illustribus, written during the reign of T1. 
jan, and consisting of biographies of Roman literary men arranged accordu:. 
to classes, such as "De grammaticus et rhetoribus," 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 
and singular individual's private self-consciousness begins to 
force itself through and bring to the surface the private spheres of 
his life. In the area of autobiography as well, we get in ancient 
times only the beginning of the process by which a man and his 
life become private. New forms for autobiographical expression of 
a singulax self-consciousness were therefore not developed. In
stead there ensued merely specific modifications of already avail
able public and rhetorical forms. We will note three basic kinds of 
modifications. 

The first modification consists of a satirico-ironic or humorous 
treatment, in satires and diatribes, of one's self and one's life. Spe
cial note should be taken of the familiar ironic autobiographies 
and self-characterizations in verse by Horace, Ovid and Proper
tius, which include an element of the parodying of public and he
roic forms. He�e per�onal and private topics, unable to find a posi
tive form for their expression, are clothed in irony and humor. 

A second modification, and one that has had important histor
ical resonance, is represented by Cicero's letters to Atticus. 

Public and rhetorical forms expressing the unity of the human 
image had begun to ossify, had become official and conventional; 
heroization and glorification (as well as self-glorification) were 
felt to be stereotyped and stilted. Moreover, the available public 
and rhetorical:' �enres could not by their very nature provide for 
the expression of life that was private, a life of activity that was 
increasingly expanding in width and depth and retreating more 
and more into itself. Under such conditions the forms of draw
ing-room rhetoric acquired increasing importance, and the most 
significant form was the familiax letter. In this intimate and 
familiar atmosphere (one that was, of course, semiconvention
alized) a new private sense of self, suited to the drawing room, 
began to emerge. A whole series of categories involving self-con
sciousness and the shaping of a life into a biography-success, 
happiness, merit-began to lose their public and state signifi
cance and passed over to the private and personal plane. Even na
ture itself, drawn into this new private and drawing-room world, 
begins to change in an essential way. "Landscape" is hom, that is, 
nature conceived as horizon what a man sees) and as the envuon
rii.erit the back ound the settin or a com ete nva e s -
�iar inruv1 u who does not mteract with it. Nature of this kind 
Jitters sharp.!!_ from natUre as COnceived in a pastorar 1dyll of 
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geor§ic-to say nothing of nature in an epic or tra ed . Nature 
enters the Cira · -room wor · · · -
turesque "remnants," while they are taking a walk, or relaxing or 
glancing randomiy 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 to form a 
single, powerful, animating independent nature complex, such as 
we see in epic or in tragedy (nature as it functions in Prometheus 
Bound, for instance) .  These picturesque remnants can exist only 
in the isolation created by 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 importance; in 
them, the individual feels himself 11 at home," his private sense of 
self begins to take its bearings from these petty details. The 
human begins to shift to a space that is closed and private, the 
space of private rooms where something approaching intimacy is 
possible, where it loses its monumental formedness and ex
clusively public exteriority.} 

Such is the characteristic space of the letters to Atticus. 'fhere 
is, nevertheless, a great deal in them that is still public and rhe
torical, conventionalized and ossified-as well as much that is 
still vital and dynamic. It is as if the old public and rhetorical 
unity of the human image had been drenched with fragments of a 
future, thoroughly private man. 

The third and final modification we will call the stoic type of 
autobiography. First and foremost, we must include in this group 
the so-called "consolationes" (consolations) .  These consolations 
were constructed in the form of a dialogue with Philosophy the 
Consoler. For our first example (one which has not survived) we 
must take the Consolatio of Cicero, which he wrote after the 
death of his daughter. Cicero's Horten'sius belongs 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
ters, Marcus Aurelius' autobiographical book ("To Myself")v  and, 
finally, The Confessions and other autobiographical works of St. 
Augustine. 

v. The reference is obscure here, but must be to the Meditations that Mar
cus Aurelius originally jotted down in notebooks for his own guidance. Only 
later, after his death, were they transcribed. 
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Typical of all the above-named works is the advent of a new 
form for relating to one's self. One might best characterize this 
new relationship by using Augustine's term "Soliloquia," that is, 
"solitary conversations with oneself." Conversations with Phi
losop;hy the Consoler in the consolations are, of course, also ex
amples of such solitary conversations. 

This is a new relationship to one's own self, to one's own par
ticular "!"-with no witnesses, without any concessions to the 
voice of a "third person," whoever it might be. Here the self-con
sciousness of a solitary individual seeks support and more au
thoritative reading of its fate in its own self, without mediation, 
in the sphere of ideas and philosophy. There is even a place here 
for struggle with "another's" point of view-for example, in Mar
cus Aurelius. The point of view that "another" takes toward us
which we take into account, and by which we evaluate our
selves-functions as the source of vanity, vain pride, or as the 
source of offense.� clouds our self-consciousness and our powers 
of self-evaluation; we must free ourselves from it. 

Another distinctive feature of this third modification is a sharp 
increase in the weight of events pertaining to one's own personal 
and intimate life; events enormously important in the private life 
of a given individual have no importance at all for others, and al
most no larger social or political significance-for example, the 
death of a daughter (in Cicero's Consolatio); in such events a man 
feels himself to b&..preeminently alone. In events that have a pub
lic significance, however, the persoJ;tal 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 mortality, become 
very prominent; in general, the theme of personal death (and di
verse variants on that theme) begins to play a crucial role in an 
individual's autobiographical self-consciousness (in public self
consciousness its role had been, of course, reduced almost to 
zero) .  

Despite these new features, even this third modification re
mains to a significant extent public and rhetorical. There is, as 
yet, nothing of that authentically solitary individual who makes 
his appearance only in the Middle Ages and henceforth plays such 
an enormous role in the European novel. Solitude, here, is still a 
very relative and naive thing. A sense of self is still rooted firmly 
in the public sphere, although this influence is well on the way to 
being ossified. The very Marcus Aurelius who excluded "an
other's point of view" (in his struggle to overcome his sensitivity 
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to insult) is, nevertheless, filled with a profound respect for his 
own public dignity, and he is haughtily grateful to fate and to 
other men for his virtues. And the very form assumed by auto
biography in this third modification bears a public and rhetorical 
stamp. We have already said that even Augustine's Confessions 
require a noisy declamation. 

Such are the basic forms of ancient autobiography 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. 

TV. 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 re;e!esentation some mini
mum sense of time's fullness is"lneVffa:Dle�ature'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· �1"r�sdO�-�t<flfoTattf.IJP1!.e�na an��jects, mak
ing of th_�m a ��_re abstt;�ct col}glotP.era!ioi1. 

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 for expressing time's fullness-forms 
related to the uncovering of social contradictions. Every such un
covering inevitably pushes time into the future. The more pro
foundly these contradictions are uncovered and the riper they be
come in consequence, the more authentic and comprehensive 
becomes time's fullness as the artist represents it. We have seen 
the first beginnings of such a real-life unity of time in the adven
ture novel of everyday life. But these first efforts were too feeble 
to stave off the collapse of the major epic forms into novelness. 

Here it is imperative to pause on a distinctive feature of that 
feeling for time that exercised an enormous and determining in
fluence on the development of literary forms and images. frhls distinctive feature manifests itself preeminendy in what 
might be called a historical inversion. The essence of this inver
sion is found in the fact that mythological and artistic thinking 
locates such categories as purpose, ideal, justice, perfection, the 
harmonious conl\ition of man and society and the like in the 
past. Myths about paradise, a Golden Age, a heroic age, an an
cient truth, as well as the later concepts of a 11State of nature," of 
natural, innate rights and so on, are all expressions of this histor
ical inversion. To put it in somewhat simplified terms, we might 
say that a thing that could and in fact must only be realized ex
clusively in the future is here portrayed as something out of the 
past, a thing that is in no sense part of the past's reality, but a 
thing that is ixi'l.ts essence a purpose, an obligationl 

This peculiar 11trans-positioning," this 11inversion11 of time typi
cal of mythological and artistic modes of thought in various eras 
of human development, is characterized by a special concept of 
time, and in particular of future time. The �resent and even more 
�e past are epricbed.at.t.be. a;p.ense Qf tbCflmu;c .. !he�Jil 1 
persul!-sW:Pelli�Ji� x�aUtfe, \1wqgto the Ptei.���� 
past �qns.,_w .the "is" a.u,l..d:H�.!liu!���� 
a. realitr gi �rsm sort,.�. ��Bt::!.al�-fealit] 
that w�n Rlll.��ju th�istm!rJ.s .���yed, of..�.!W...!litt.!WL 
densiua�dghtine�ss .tb.at-.i.s-as,enti,al to the "is" and 
· •was." The future is not ho� · the resen andtlie 
past, and .B,O matter pp;w much time it occuJ2!�J!: .i�a..hui.c 
c�ncret��.ti�.sowcb�em.p�.aiSllr���=si.fl��-ever:r.
dting.a£6.rmitti�aL.Qhliutpf��e� h2..2,e�n =d � 
the inversiQ!1.i!$2..1;h,�mly into � present);Ji!!iuie:it 
has be�me �ei&hti�r, �.�u --�.Dtl��snS!Y£tif�.W 9£4er .t� 
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Another form that exhibits a like rel.atiwJ&hil! �Jutul�Js 
eschafulog. HeTe tl;u: � j,s.,empticrl ;\11/i�umnt_b;m;J'h_e 
futur£_!s percemd. aa tb& eJld of w�tbing,tbat exists, as the e11d @!.PE!l.JlWSA�t aru!.ute!ent formsl. !g. ��s_pect it mak�� 
no oifference at all whether the end is erceived as catastro iilit 
an estruction ure an srm e as a new or 

e Gods as the advent o God's · dom-it matters onl that 
e _end effect evem in,g t at exists, and that this end be, more

ove:t:, relatiyely close at hand. EschatologY always s�es the seg
ment of a future separating the present from the end as lackinr. 
value; this separating segment of time loses its significance ano 
interest, it is merely an unnecessary continuation of an inde£· 
:§tely rolonged present. 

Such are the specific characteristics of a mythological and liter
ary relationship to the future. In all forms that partake of this r� · 

lationship, the real future is drained and bled of its substance. Bu: 
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within the limits of each form, concrete variants of differing de
grees of value are possible. 

But before we deal with these individual variants, we must de
fine in more detail the relationship between these forms and an 
actual future. For even in these forms, after all, everything must 
lead into a real future, into precisely that which does not yet exist 
but which at some point must exist. In essence these forms strive 
to make actual that which is presumed obligatory and true, to in
fuse it with being, to join it to time, to counterpose it-as some
thing that actually exists and is at the same time true-to the 
available reality, which also exists, but which in contrast is bad, 
not true. f Images of this future were inevitably located in the past, or 
transferred to some Land of Cockaigne, beyond the seven seas; 
their dissimilarity to a cruel and evil present-day reality was mea
sured by temporal and spatial distancing. But such images were 
not taken out of tit:D.e as such, they were not torn out of the real 
and material worHI. of the here-and-now. On the contrary, one 
might even say that all the energy of this presumed future served 
only to deepen and intensify images of material here-and-now re
ality, and above all the image of the living, corporeal human 
being: a man grew up at the future's expense, became a bogatyr 
compared with the present generation ( 11You are no bogatyrs'tw 
he had access to unseen physical strength and great capacity for 
work; his struggl�with nature was portrayed as heroic, his sober
minded and pragmatic intelligence was heroic, even his healthy 
appetite and his thirst became heroic. In such works symbolic 
�;ze, strength and a man's symbolic significance were never sepa
r.lted from spatial dimensions and temporal duration. A great 
:nan was physically a big man as well, with a huge stride, requir
: n,z an enormity of space· and living a long time over the course of 
" real physical lifespan. It is true that in several folkloric forms 
, uch a great man may undergo a process of metamorphosis-dur
. n� which he may indeed be small, and not realize his full poten
: : .! 1  in space and time (like the sun, he sets; he descends into the 
: <ether regions, into the earth)-but in the end he always realizes 
:: : � full potential, spatially and temporally, becoming once again 
:· : � and long-lived. We are simplifying somewhat this feature of 

'· Stanza 2, line 3, of Lermontov's Borodino (1837) .  
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authentic folklore, but it is important to emphasize that such a 
folklore did not know a system of ideals separate from embodi-

1 ment of that system in time and space. In the final analysis every-
thing that carries significance can and must also be significant in 

1 terms of space and time. Folkloric man demands space and time 
· for his full realizationi he exists entirely and fully in the�e dimen

·. sions and feels comfortable in them. A deliberate opposition be-
tween ideational significance and physical dimensions lin the 
broad sense of the word) is utterly foreign to folklore, as is the 
accommodation of the ideal to temporally and spati�ly skimpy 
forms !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 own right, not on some other accounti he himself is 
tall and strong, he alone is able to triumphantly repel enemy 
troops las did Cuchulainn during the winter hibernation of the 
UladsJ.  He is the very antithesis of "a little tsar ruling a great 
Folk"; folkloric man is the great folk, great in his own right. The 
only thing he enslaves is Naturei and he himself is served only 
by wild \easts land even these are not his slaves [a social cate· 
goiYJ tr. ] JJ 

This spatial and temporal growth of a man, calibrated in forms 
of here-and-now !material) reality, appears in folklore not only a& 
the above-mentioned features of external growth and strength. 
but in other highly diverse and subtle forms as well. Nevertheless 
the logic is everywhere the same; it is a direct and straight· 
forward growth of a man in his own right and in the real world ot 
the here-and-now, a growth process without any inauthentic de· 
basing, without any idealized compensation in the form of weak· 
ness and need [which would be there only to offset his greatness 
tr.] . We will discuss in some detail other forms for expressing th. 
growth of a man in connection with our analysis of Rabelai� 
great novels. 

Therefore, the fantastic in folklore is a realistic fantastic; in D•  · 
way does it exceed the limits of the real, here-and-now matertii: 
world, and it does not stitch together rents in that world wit!: 
anything that is idealistic or other-worldlyi(it works with .Jhc 
ordinarv expallSeS of tjme and SpaCe. aruJ experiencca_tlJeSC_tX ·  

' panses and utilizes them in great breadth . uch a fai1 · 
tastic re 1es on e real-life possi · ·ties of human development
possibilities not in the sense of a program for immediate practic; .  
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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�£ 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 Paxzival). Time breaks down 
Into a sequence of adventure-fragments, within which it is orga
rlized abstractly and technically; the connection of time to space 
l'> also merely technical. We encounter here the same simul
t.meities and disjunctions in time, the same play with distance 
Jnd proximity, the same retardations. The chronotope of this 
:1 •Wel is also close to Greek romance-the "otherness" of its 
;quid is portrayed in a variety of ways, and has a somewhat ab
, tract character. A testing of the identity of heroes land things)
�Jsically, their fidelity in love and their faithfulness to the de
:nands of the chivalric code-plays the same organizing role. 
in�vitably there also appear moments crucial to identity: pre
�umed deaths, recognitionlnomecognition, a change of names 
�n ·l the like land also a more complex play with the issue of iden
� : :v  such as the two Isoldes, the beloved and the unloved, in Tris
· . : ;, � .  We also find oriental and fairy-tale motifs that are ultimate
: ·, l tnked to the issue of identity: enchantments of every sort, 
'' � i ch temporarily take a man out of the ordinary course of 
c: l tnts and transport him to a strange world. 

Bui alongside this, a radically new element appears in the ad-
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venture-time of the chivahic romance !which in turn pervades 
everything in its chronotope). 

Any adventure-time will contain a mixture of chance, fate, the 
gods and so forth. Indeed, this type of time emerges only at points 
of rupture !when some hiatus opens up) in normal, real-life, "law
abiding" temporal sequences, where these laws I of whatever sort) 
are suddenly violated and events take an unexpected and unfore
seen turn. This �ddenly" is normalized, as it were, in chivalric 
romances; it becomes something generally applicable, in fact, al
most ordinary. The whole world becomes miraculous, so the mi
raculous becomes ordinary without ceasing at the same time to 
be miraculous. Even "unexpectedness" itself-since it is always 
with us-ceases to be something unexpected. The unexpected, 
and only the unexpected, is what is expected. The entire world is 
subject to "suddenly," to the category of miraculous and unex
pected chance. The hero of Greek romances, on the other hand, 
had striven to establish some "systematicalness," to reunite the 
sundered links in the normal course of life's events, to escape 
from the game of fate and to return to ordinary, normal life 
!which of course exists outside the limits of the novel) ;  he en
dured adventures as if they were calamities sent from above-but 
he was not an adventurer per se, he himself did not seek out ad
ventures lhe was deprived of any initiative in this respect). The 
hero of a chivalric romance, on the other hand, plunges headfusr 
into adventures as if they were his native element; for him, the 
world exists exclusively under the sign of the miraculous "sud· 
denly"; it is the normal condition of his world. He is an adven· 
turer, but a disinterested one lhe is not, of course, an adventure! 
in the later sense of the word, that is, in the sense of a man whl !  
coldbloodedly pursues his own greedy goals by extraor� 
means). By his very nature he can live only in this world of mirac· 
ulous chance, for only it preserves his identity. And the very codl 
by which he measures his identity is calibrated precisely to thk 
world of miraculous chance. 

Moreover, the very coloration chance talces on-the fortuitou.· 
simultaneities and equally fortuitous disjunctions in time-is, ffi 
the chivalric romance, quite different from the Greek novel. In 
the Greek novel the mechanics of temporal partings and com· 
ings-together are unadorned, they take place in an abstract spat� 
filled with rarities and curiosities. In the chivalric romance, bY 
contrast� chance has all the seductiveness of the miraculous an� 
the mysterious; it is personified by good and evil fairies, good an� 
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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 �li�n to t�s;�ee!_c�,!!l,!!?-£�1 S!}d this !act 
fieight;ciis llie $iiin 18.rJ.U Se���- the .�hiyalric romance al!�e 
e.pjc. 

In contrast to the heroes of Greek romance, the heroes of chi- · 
valric romance art\individualized, yet at the same time sym
bolic. The heroes of different Greek romances resemble each 1 
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 hero 
of such a novel is the private property of its author and belongs to 
him as might a thing.� we have see": aU such hemes represent 
norpiJli 11.1d DQ otu: .. .b.t::3'ctUl .• tbr�lxcs.-the)LstwplJ..ex.ist-as 
�uch . In contrast Ml., 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 no way resem
bles Parzival, Parzival does not resemble Tristan. But several nov
ds have been created around each of these figures. Strictly speak
:.ng these are not heroes of individual novels (in general there are 
no individual, self-contained chivalric romances)-what we get 
: � heroes of cycles. They cannot, therefore, belong to individual 
:-�ovelists as their private property (of course, we do not have in 
:llind author's copyright and such notions)-like epic heroes, 
t!tey belong to a common storehouse of images, amioiightlii.Tts 
Jn in�em�tloniil storehOUse and .!!!>t-��:u!f'tlie e]ic, onitJi.J.tTs 
:nerely n�:�.tional. ' 

Finally, "bbili" the hero and the miraculous world in which he 
1c ts are of a piece, there is no separation between the two. This 
.. mtld is not, to be sure, his national homeland; it is everywhere 
��ually "other" (but this "otherness" is not emphasized)-the 
� • .:ro moves from country to country, comes into contact with 
· .1nous masters, crosses various seas-but everywhere the world 
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is one, it is filled with the same concept of glory, heroic deed and 
disgrace; throughout this world the hero is able to bring glory on 
himself and on others; everywhere the same names resound and 
are glorious. 

In this world the hero is "at home" (although he is not in his 
homeland); he is every bit as miraculous as his world. His lineage 
is miraculous, as are the conditions of his birth, his childhood 
and youth, his physique and so forth. He is flesh of the flesh and 
bone of the bone of this miraculous world, its best representative. 

All these distinctive features of the chivalric adventure ro
mance set it off sharply from the Greek romance and bring it 

closer to the epic. In fact the early chivalric romance in verse lies 
on the boundary between epic and novel. It is this that deter· 
mined its place in the history of the novel. The above-mentioned 
features also determine the unique clu:onotope of this type oi 
novel- a miraculous world in adventure-time. 

In its. own way this chionotope is very organic and internal\'. 
consistent. It is no longer filled with rarities and curiosities �t: :  
with the miraculous; everything in it-weapons, clothin� -' 
spring or bridge-either has something miraculous about it , -, r  : 

outright bewitched. There i s  also a great deal of symbolizinJ: : :  
this world, but not of a sort that is  crudely rebus-like; it is  rat hc : 
of a type closer to the oriental fairy tale. 

In the chivalric romance, adventure-time itself is structured � 
this tendency toward the miraculous. In the Greek novel, ad,- ( ,  

ture-time was technically true-to-life within the limits of  ind!\ ; ,: 
ual adventures; a day was equal to a da}'j an hour to an hour ! : · 
the chivalric romance, on the contrary, time itself becomes t - · 

certain extent miraculous. There appears a hyperbolization 

time typical of the fairy tale: 'hours are dragged out, days are .:• c 

pressed into moments, it becomes possible to bewitch time l t ' c . · 
Time begins to be influenced by dreams; that is, we begin to ' ' . 

the peculiar distortion of temporal perspectives characteristi c 
dreams. Dreams no longer function merely as an element o! : :: . 

content, but begin to acquire a form-generating function, iJ; r � . .  

same way that "visions" are made analogous t o  dreams (in m o: ,: 
eval literature, "visions" are a very important organizing for ::: 

9· Antiquity also knew, of course, the external form of struc� , . .. • 

in the guise of a dream or dream-like vision. It suffices to mention LUCJJ : :  , 
his "Dream" (an autobiographical account of the turning point in fm .. : . 
the form of a dream). But a specific, internal dream logic is missing. 
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In general the chivalric romance exhibits a subjective playing 
with time, an emotional and lyrical stretching and compressing 
of it !excepting those fairy-tale and dream-vision deformations 
mentioned above); whole events disappear as if they had never 
been !thus in Parzi.val the episode in Montsalvat-when the hero 
fails to recognize the king-disappears, turns into a nonevent) 
and so on. Such a subjective playing with 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 
��p�ct (it was sane���£! �l�@.A gm O!!.Qljilf.ijiit itse11.. 
liberty of any subj�ctive playing around with time. 

The clrronotope of ffie .iniraciilous world which is charac
t.erized by this subjective p1al1;: with time, ttis violation of ele
:-nentary �mEoral rela!!2�Uf.:!&!�r�c:!t .... l!!f'i.:Co� 
'i' • 'nding srib{ective plaY!EJJ_!'�'!,ce, -��4$b. .. x.f�� 
' ;' , !t  tal relationsbil!s and ���!.iY£!.�.!!2!!l��JP.Jb..cunflmtt 
·i ( J SI!S, morec;>ver, thertis nS! trace of the "free" relationship of a 

::: Jn  t o  space that is affirmed in folklore and f · � 
� - :  rather is, � em,JltlO:Q. 1 supj�.C�2!1 .. .9.l.J.];!!g�J.!!�!t,�� 
. �. 1ar.t SYDl;boijs:. 

�u (h  is the chivalric romance. In its subsequent development 
: :: �  .t lmost epic wholeness and unity characterizing the chrono
: r;: • • f the miraculous world disintegrates I this occurs in the later 
� : · ' ' '  iorms of the chivalric romance, in which Greek elements 
�- • "'-· more force)-and this wholeness and unity are never again 
: t�L resurrected in their epic fullness. But separate aspects of 
· ·. : - :ughly distinctive chronotope-in particular the subjective 
: j \ tn!', with spatial and temporal perspectives-now and then 
: , ·: :n;.:rge in the subsequent history of the novel lof course, with 
· "'"what changed functions) :  among the Romantics !for exam
: , ·: � 1walis' Heiniich von Ofterdingen), the Symbolists, the Ex
� · : • � ! t lnists !for example, the very subtle psychological playing 

·. : : :1  ume in Meyrink's Golem)x and occasionally among the Sur
: , · .i � : - t s  as well. 

: ,w ,ud the end of the Middle Ages, a special sort of work be
- - �� - , , ,  appear: encyclopedic land synthetic) in its content, and 
· ... �, , , h iS structured as a "vision." We have in mind here Roman 

. ; ustav Meyrink (pseudonym of Gustav Meyer, r868-I93.2), a strange 
· :  . : , ' ' 'metimes compared to Kafka. His Der Golem was published in 1915 . 
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de la Rose (Guillaume 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 time, but 
we can touch only on the most basic features common to them 
all. 

I. Here the influence of the medieval, other-worldly, vertical axis 
is extremely strong. The entire spatial and temporal world. is sub
ject to symbolic interpretation. One might even say that in such 

: works time is utterly excluded from action. This is a 11Vision/1 
after all, and visions in real time are very brief; indeed the mean-
ing of what is seen is itself extratemporal (although it does have 
some connection with time). In Dante, the real time of the vi
sion-as weli. as the point at which it intersects with two other 
types of time, the specific biographical moment (the time of a 
human life) and historical time-has a purely symbolic character. 
All that is spatial and temporal, the images of people and objects, 
as well as actions, have either an allegorical significance (es· 
pecially in Roman de la Rose), or a symbolic one (occasionally in 
Langland and to a very high degree in Dante) .  

What is most remarkable in these works is the fact that-es
pecially in our last two examples-there lies at their heart an 
acute feeling for the epoch1s contradictions, long overripe; this is, 
in essence, a feeling for the end of an epoch. From this springs 
that striving toward as full as possible an exposition of all the 
contradictory multiplicity of the epoch. And the manifold contra· 
dictions must be posited and portrayed by means of a single 
feature. 

In a meadow during the plague Langland gathers together, 
around the image of Piers Plowman, representatives of all social 
classes and levels of feudal society from king to pauper, represen· 
tatives of all professions and all ideological persuasions, and all of 
them take part in a symbolic deed (coming to Piers Plowman in a 
pilgrimage after truth, to help him in his agriculturai labors, etc. I. 
In both Langland and Dante this contradictory multiplicity is 
profoundly historical. But Langland and even more Dante �tack 
up these many 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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tonics-a world that has its life and movement tensely strung 
along a vertical axis: nine circles of Hell beneath the earth, seven 
circles of Purgatory above them and above that ten circles of Para
dise. BeloWj a crude materiality of people and things; above, only 
the Light and the Voice. The temporal logic of this vertical world 
consists in the sheer simuJ.t&leity of all that occurs lgi "ihe coex
istence of everything in etermty"). Everything that on earth is dt 
vldedby time, here, in this verticality, coalesces into eternity, 
into pure simultaneous coexistence. Such divisions as time intro
duces-"earlier" and "later"-have no substance here; they must 
be ignored in order 'to understand this vertical world; everything 
must be erceived as b · within a sin e time that is, in ilie 
�chrony of a single mo�enti.S�t se�.UY§ Ql1itr as 
s1mU1taneoiis. Uillyunder conditions of pure simultaneity-or, 
what amounts to the same thing, in an environnient outside time 
altogether-can there be revealed the true meaning of "that 
which was, �d which is and which shall be" : and this is so be
cause the force 1time) that had divided these three is deprived of 
its authentic reality and its power to shape thinking. ��
chronize diachronYt.:,_tp replac ... e all ��Dial and bjstQii<4al di.i.i
sions and linkages with purely interpretative!.. extrat�mpor�l_ S!ld 
Elerarctnetzed o:rtes Mtelt"Was �mm'Tioiffi:generating impUlSe, 
which is defined bl an image of the world structured according to 
a pure verticality.} . But at the same time the human be�s who :611 (populate� this 
']!tical WD.Tld a)i:pmfuimdj�, Ji;storicJbe'ii'bear tLi aifiBn ffiif. 
marks of time, on all of them, the traces of the epoch are im
printed. Furthermore, Dante's historical and political concep
tions, his understanding of both progressive and reactionary 
forces of historical development (an understanding that was very 
profound) are drawn into this vertical hierarchy. Therefore, the 
images and idC?_aS that fill this Vertical world are1i:J. theu tiiffi 
fllled with a �owerliil desue m r:&�;Jt &mtd, t6 §enmt l1toj� 
die iiistQiiCLj}T pmauctivj; honzont to e distributed not UJ2· 
ward, but forward.. Each image is full of historical potential, and 
therefore strains with the whole of its being toward participation 
in historical events-toward participation in a temporal-histor
ical chronotope. But the artist's powerful will condemns it to an 
eternal and immobile place on the extratemporal vertical axis. 
Now and then these temporal possibilities are realized in separate 
stories, which are complete and rounded-oft like novellas. It is as 
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if. such stories as Francesca and Paolo, or Count Ugolino and the 
Archbishop Ruggieri, are horizontal 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. It is the result of a struggle between living his
�orical time and the extratemporal other-WU!ldiy idtntt; ]l!f @Ui
cai, as 1t ;were COmpresses within itseU tliehorizontal, which 
powerfully tbrn§1:s itself fgrward There js a samg-adiction, an an
ta onism between the form- eneratin rinci le of the whole anCI 

e · storical and tem oral form of its se arate arts. -!!!!e�,��o��;&.Wt 
e whole wins out. The artistic resolution of recise this stru · 

e is what 'ves rise to the tension and rovides Dante's wor 
with its extraor · arv power to express its epoch, or more ms· 
g,sel:lr, the boundary line between twO epochs. 

In the subsequent history of literature, the Dantesque vertical 
chronotope never again appears with such rigor and internal con· 
sistency. But there are frequent attempts to resolve, so to speak, 
historical contradictions "along the vertical"; attempts to deny 
the essential thought-shaping power of "earlier" or "later," that 
is, to deny temporal divisions and linkages (from this point of 
vie� all essentials can exist simultaneously). There are no at· 
tempts to lay open the world as a cross-section of pure simul· 
taneity and coexistence (a rejection of the inability to see the 
whole of time that is implicit in any historical interpretation!. 
After Dante, the most profound and consistent attempt to erecr 
such a verticality was made by Dostoevsky. 

VI. The Functions of the Rogue, Clown and Fool 
in the Novel 

Simultaneously with forms of high literature in the Middle Ages 
development took place in those low folkloric and semifolklori• 
forms that tended toward satire and parody. These forms tendeu 
to become cycles; parodic and satiric epics emerge. In the MiddJ, 
Ages, this literature of the dregs of society features three prom1 · 
nent types, enormously significant for the later development c :  

the European novel. These figures are the rogue, the clown anc 
the fool. Of course, they are not in any sense new figures; bo&. 
classical antiquity and the ancient Orient were familiar wit� 
them. If one were to drop a historical sounding-lead into these a.r 



FORMS O F  TIME ·AND CHRO N O T O P E  IN THE NOVEL (159] 

tistic images, it would not touch bottom in any of them-they 
are that deep. The cultic significance of the ancient masks corre
sponding to these figures is not far to seek, even in the full light of 
historical day: but the images themselves go back even further, 
into the depths of a folklore that pre-exists class structures. But 
here, as elsewhere in our stud� the problem of genesis will not 
concern us. For our purposes, what is important is only those par
ticular functions assumed by these masks in the literature of late 
medieval times, which will later influence the development of 
the European novel so crucially. 

The rogue, the clown and the fool create around themselves 
their own special little world, their own chronotope. In the 
chronotopes and eras we have so far discussed, none of these fig
ures occupied an essential place, with the possible partial excep
tion of the everyday-adventure chronotope. These figures carry 
with them into literature first a vital connection with the theatri
cal trappings of ,t�e public square, with the mask of the public 
spectacle; they are connected with that highly specific, extremely 
important area of the square where the common people con
gregate; second-and this is of course a related phenomenon
the very being of these figures does not have a direct, but rather a 
metaphorical, significance. Their very appearance, everything 
they do and sa� cannot be understood in a direct and unmediated 
way but must be grasped metaphorically. Sometimes their signifi
cance can be reversed-but one cannot take them literall� be
cause they are not what they seem. Third and last, and this again 
tallows from what has come before, their existence is a reflection 
' 1t some other's mode of being-and even then, not a direct reflec
tion. They are life's maskers; their being coincides with their 
role, and outside this role they simply do not exist. 

Essential to these three figures is a distinctive feature that is as 
well a privilege-the right to be "other" in this world, the right 
aot to make common cause with any single one of the existing 
cJtegories that life makes available; none of these categories 
.;uite suits them, they see the underside and the falseness of 
� i·ery situation. Therefore, they can exploit any position they 
, hoose, but only as a mask. The rogue still has some ties that 
: 1lild him to real life; the clown and the fool, however, are "not of 
this world," and therefore possess their own special rights and 
rnvileges. These figures are laughed at by others, and themselves 
.h well. Their laughter bears the stamp of the public square where 
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the folk gather. They re-establish the public nature of the human 
figure: the entire being of characters such as these is, after all, 
utterly on the surface; everything is brought out on to the square, 
so to speak; their entire function consists in externalizing things 
(true enough, it is not their own being they externalize, but a re
flected, alien being-however, that is all they have) .  This creates 
that distinctive means for externalizing a human being, via pa· 
rodic laughter. 

Where these figures remain real-life people, they are fully un
derstandable, and we take them so much for granted that they do 
not seem to create any problems at all. But from real life they 
move into literary fiction, taking with them all of the aforemen
tioned attributes. Here, in novel texts, they themselves undergo a 
series of transformations, and they transform certain critical as
pects of the novel as well. In this essay we can only scratch the surface of this very com· 
plex issue-only insofar as is necessary for our subsequent analy
sis of several forms of the novel, in particular Rabelais land to a 
certain extent Goethe) .  

The transforming influence of these images we are analyzing 
branched out in two directions. First of all, they influenced the 
positioning of the author himself within the novel land of his im
age, if he himself is somehow embedded in the novel), as well as 
the author's point of view. 

Indeed, compared with epic, drama and lyric, the position of 
the author of a novel vis-a-vis the life portrayed in the work is in 
general highly complex and problematical. The general problem 
of personal authorship (a particular problem that has arisen only 
recently, since "autographed" literature is a mere drop in an ocean 
of anonymous folk literature) is here complicated by the need to 
have some substantive, "uninvented" mask that would have the 
capacity both to fix the position of the author vis-a-vis the life he 
portrays (how and from what angle he, a participant in the novel, 
can see and expose all this private life) and to fix the author's posi
l tion vis-a-vis his readers, his public (for whom he is the vehicle 
for an "expose" of life-as a judge, an investigator, a "chief of pro
tocol," a politician, a preacher, a fool, etc . ) .  Of course such ques
tions as these exist whenever personal authorship is an issue, and 
they can never be resolved by assigning the author to the category 
of "professional man of letters." By contrast with other literary 
gemes (the epic, the lyric, the drama), however, questions of per-
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sonal authorship in the novel are posed on a philosophical, cul
tural or sociopolitical plane. In other genres (the drama, the lyric 
and their variants)  the most contiguous possible position of the 
author, the point of view necessary to the shaping of the material, 
is dictated by the genre itself: such a maximal proximity of the 
creator's position to the material is immanent in the very genre. 
Within the genre of the novel, there is no such immanent posi
tion for the author. You may publish your own real-life diary and 
call it a novel; under the same label you may publish a packet of 
business documents, personal letters (a novel in letters), a man
uscript by "nobody-knows-who, written for nobody-knows-who 
and who-found-it-and-where nobody knows." For the novel the 
issue of authorship is not therefore just one issue among others, 
as it is for the other genres: it is a formal and generic concern as 
well. We have alr�ady touched upon this question in connection 
with forms for spying and eavesdropping on private life. 

The novelist stands in need of some esse:q,tial formal and ge
neric mask that coUia wv..e tg de£[jje tb�:iiOSiii(in]iQ!Ji �!/£�nne'" 
views life, as well, a,s, W$ .. POS:jJ;ign from w!y.ch he makes at n:!!. 
public. 

And it is precisely here, of course, that the masks of the clown 
and the fool (transformed in various waysJ come to 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 fool's time
honored privilege not to participate in life, and by the time-hon
ored bluntness of the fool's langtiage; 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 importance for the novel. At 
last a form was found to portray the mode of existence of a man 
who is in life, but not of it, life's perpetual spy flnd reflector; at 
last specific forms had been found to reflect private life and make 
it public. (We might add here that the making-public of specifi
cally nonpublic spheres of life-for example, the sexual sphere
is one of the more ancient functions of the fool. Cf. Goethe's de
scription of carnival. J 

The indirect, metaphorical significance of the entire human 
image, its thoroughly allegorical nature is of the utmost impor
tance. For this aspect is, of course, related to metamorphosis. The 
clown and the fool represent a metamorphosis of tsar and god
but the transformed .flgures are located in the nether world, in 
death (cf. in Roman Saturnalia and in Christ's passion the analo-
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gous feature of the metamorphosis of god or ruler into slave, 
criminal or fool) .  Under such conditions man is in a state of alle
gory. The allegorical state has enormous form-generating signifi
cance for the novel. 

All this acquires special importance when we consider that one 
of the most basic tasks for the novel will become the laying-bare 
of any sort of conventionality, the exposure of all that is vulgar 
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 feudal ideology downplaying the relevance of spatial and tem· 
poral categories. Hypocrisy and falsehood saturate all human re
lationships. The healthy "natural" functions of human nature are 
fulfilled, so to speak, only in ways that are contraband and savage, 
because the reigning ideology will not sanction them. This intro
duces falsehood and duplicity into all human life. All ideological 
fo�s, that is, institutions beco ocritical and fa . e 
re e, eme any 1 eological directiyes. becomes crude and 
bestial. 

In fabliauxY and Schwanke, z in farces, in parodic and satiric cy· 
cles, a battle is launched against this feudal backdrop, vulgar con
vention and the falsehood that has come to saturate all human 
relationships. Opposed to convention and functioning as a force 
for exposing it, we have the level-headed, cheery and clever wit of 
the rogue lin the form of a villain, a petty townsman-apprentice, a 
young itinerant cleric, a tramp belonging to no class), the par· 
odied taunts of the clown and the simpleminded incomprehen· 
sion of the fool. Opposed to ponderous and gloomy deception we 
have the rogue's cheerful deceiti opposed to greedy falsehood and 
hypocrisy we have the fool's unselfish simplicity and his healthy 
failure to understandi opposed to everything that is conventional 
and false, we have the clown-a synthetic form for the jparodiedi 
exposure of others. 

The novel continues this struggle against conventionality, bui 
along lines that have a deeper significance and are more com· 
plexly organized. The primary level, the level where the author 

y. Fabliaux, of which almost rso are still extant, are short satiric tales u; 
octosyllabic verse dating for the most part from the twelfth to fourteentl". 
centuries. 

z. Schwiinke, satiric verses chiefly associated with folk tradition. 
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makes his transformation, utilizes the images of the clown and 
the fool (that is, a naivete expressed as the inability to understand 
stupid conventions). In the struggle against conventions, and 
against the inadequacy of all available life-slots to fit an authentic eum.an being, these masks take on an extraordinary significance. 

ey grant the right not to understand, the right to confuse, to 
ease, to hyperbolize life; the right to parody others while talking, 

the right to not be taken literally, not "to be oneself"; the right to 
live a life in the chronotope of the entr'acte, the chronotope of 
theatrical space, the right to act life as a comedy and to treat oth
ers as actors, the right to rip off masks, the right to rage at others 
with a primevaHalmost cultic) rage-and finally, the right to be
tray to the public a personal life, down to its most private and pru
rient litde secretsr 

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

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

In one form or another, 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, bb Murner, •• Moscherosch, dd Wicram), ee in Grim
melshausen, Sorel (Le Berger extravagantfE and to a certain extent 
in Francion)," in Scarron, Lesage, Marivaux; later, during the En-

aa. Reference here is to E1 Buscon (written in r6o8, but not published until 
<62.6), one of the most heartlessly cruel books ever written. 

bb. Sebastian Brandt ( r4s8 l-rs:.u ), author of the Narrenschiff ( 1494). 
cc. Thomas Mumer (1475-I537 ), German satirist, author of Die Narren

:,eschwi:irung ( r su.l; but his masterpiece is Von dem grossen Lutherischen 
.\Ollen ( 1533 ) .  

dd. Reference here is to Johann Michael Moscherosch (r6or-r66g), Ger
:nan satirist whose Gesichte Philanders von Sittenwald (r64r-I643 ), mod
Jed on Quevedo's Sueiios, gives a graphic picture of the ravages of the Thirty 
'tears War. 

ee. Jorg Wickram (rp.o-15 6.2.), author of probably the best collection of 
,,iJwiinke, Das Rollwagenbiichlin (15 5 5 ). 

tt. Charles Sorel's Le Berger extravagant (16.2.7). 
gg. Prancion (cf. footnote n). 
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lightenment, in Voltaire (especially successfully in Le Docteux 
Akakios),hh in Fielding ! Joseph Andrews, Jonathan Wild, some· 
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 bare only with the help of the clown and the 
fool, since an adequate, direct (that is, from the point of view of 
practical life, not allegorical) means for expressing his life was 
not available. We get the figure of the crank [ cudak], who has 
played a most important role in the history of the novel: in 
Sterne, Goldsmith, Hippe!, Jean Paul, Dickens and others. A per· 
sonalized eccentricity, "Shandyism" (Sterne's own term), be· 
comes an important means for exposing the "internal man" and 
his "free and self-sufficient subjectivity"-means that are analo· 
gous to the "Pantagruelism" that had served in the Renaissance 
to reveal a coherent external man. 

The device of "not understanding"-deliberate on the part of 
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 
exposed-in everyday life, mores, politics, art and so on-are 
usually portrayed from the point of view of a man who neither 
participates 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 example& 
in Voltaire; I mention also Montesquieu's Lettres persanes. 
which gave rise to a whole genre of analogous exotic letters por· 
traying French social structure from the point of view of a for· 
eigner who does not understand it; Swift, in his Gulliver'.• 
Travels, makes use of this device in a great variety of waysl. 
Tolstoy employs it very widely: for example, the description 01 
the Battle of Borodino from the point of view of an uncom-· 
prehending Pierre (the influence of Stendhal is felt here), the dr· 
piction of an Election of the Nobility or a session of the Mosco\\ 
Duma from the point of view of an uncomprehending Levin, thr 
portrayal of a theatrical performance, a court, the famous descrip· 
tion of the mass (in Resurrection) and so forth. 

hh. Voltaire's Diatribe du docteur Akakia (1752.) is a satirical attack c 
the president of the Berlin Academy, Maupertuis. It was consigned to th·. 
flames by Frederick n. 
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The picaresque novel by and large works within the chronotope 
of the everyday-adventure novel-by means of a road that winds 
through one's ·native territory. And the positioning of the rogue, 
as we have said, is analogous to the position of Lucius the Ass. , 
What is new here is the sharply intensified exposure of vulgar 
conventions and, in fact, the exposure of the entire existing social 
structure (especially in Guzman Alfaxache and in Gil Blas) . 10 

Characteristic for Don Quixote is the parodied hybridization of 
the 11 alien, miraculous world" chronotope of chivalric romances, 
with the 11high road winding through one's native land" chrono
tope that is typical of the picaresque novel. 

Cervante$-novel has enormQJJS si&Rifklaase iB th� 1� bistmy 
of.Jiteratnre's gssimilati9B gf b.istcq;jcpJ tjrne a novel whose sig
nificance is not, of course, exhausted merely by this hybrid of two 
already familiar chronotopes-and all the more so because the 
very process of hybridization radically changes their character; 
both of them take on metaphoric significance and enter into com
pletely new relations with the real world. In this essay, however, 
we cannot undert� an analysis of Cervantes' novel. 

In the history of realism, all forms of the novel linked to a 
transformation of the rogue, the clown or the fool have enormous 
significance, but to the present day this significance has not been 
grasped in its essence. A profounder study of these forms would 
require first of all a genetic analysis of the meaning and functions 
of worldwide images of the rogue, clown and fool-from the deep 
recesses of pre-class folklore up to the Renaissance. We must take 
mto account the enormous (in fact, incomparable) role tney have 
played in folk consciousness; we must study the differentiation of 
these images, both national and local (there were, no doubt, as 
many local fools as there were local saints), and the particular 
role they play in the national and local self-consciousness of the 
rolk. Furthermore, the problem of transforming these images, 
while at the same time appropriating them for literature in gen
o;;ral (nondramatic literature), and especially for the novel, pre
'ents particular difficulty. It is a fact not usually fully appreciated 
that at this point in literary history, literature's sundered tie with 
the public square is re-established, by means both special and 
�peciftc. Here, moreover, we encounter new · forms for making 
rublic all unofficial and forbidden spheres of human life, in par-

10. There is, of course, a huge common store of motifs. 
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ticular the sphere of the sexual and of vital body functions (copu· 
lation, food, wine), as well as a decoding of all the symbols that 
had covered up these processes (common everyday symbols, ritu· 
alistic ones and symbols pertaining to the state religion) .  Finally, 
there is real difficulty with the problem of prosaic allegorization, 
if you will, the problem of the prosaic metaphor (which of course 
has nothing in common with the poetic metaphor) that is intro· 
duced into literature by the rogue, clown and fool, and for which 
there is not even an adequate term ("parody," "joke," "humor," 
"irony," "grotesque," 11Whimsy," etc., are but narrowly restrictive 
labels for the heterogeneity and subtlety of the idea). Indeed, 
what matters here is the allegoricized being of the whole 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," 11crookedness,'' 
11jurodstvo" [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 noveli "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 Fak. At th( 
heart of Tristram Shandy lies the intervalic chronotope of thL 
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" an.: 
"Petruska.") 

In the Renaissance, the above-mentioned forms of the noVl 
violated that other-worldly vertical axis along which the catear 
ries of a spatial and temporal world had been distributed and ha: 
given value to its living content. Novels of this kind paved tl:: 
way for a restoration of the spatial and temporal material wholr 
ness of the world on a new, more profound and more compk 
level of development. They paved the way for the novel's appr· 
priation of that world, a world in which simultaneously Am.enc 
was being discovered, a sea route to India was being opened K 
new fields in natural science and mathematics were being esta:· 
lished. And the way was prepared for an utterly new way of see�:. 
and of portraying time in the novel. 

In our analysis of Rabelais' Gargantua and Pantagruel we hci 
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to provide concrete examples of all the basic suppositions in this 
section. 

VII. The Rabelaisian Chronotope 

In our analysis of Rabelais' novel, as in all our previous analyses, 
we shall avoid dealing with any specialized questions of genesis; 
we will touch upon them only when absolutely necessary. We 
will examine the novel as a unified whole, permeated with a sin
gle ideology and a siilgle artistic method. It should be mentioned 
that all our basic analytical positions are derived from the first 
four books, since the fifth book too sharply departs in its artistic 
method from the unity of the whole. 

One must note, first 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 concentrated in the spaces of rooms where private family life 
goes on but rather unfolds under the open 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 for that matter also in the chivalric romance; we also 
see it in the bourgeois adventure novel 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 
. ;f his life and the spatial-temporal world. This special relation
,,hip we will designate as the adequacy, the direct proportionality, 
' 1t degrees of quality ( "value")  to spatial and temporal quantities{ 
•Jimension) .  This does not mean, of course, that in Rabelais/ 
world pearls and precious stones are worse than cobblestones be
·� .mse they are of in commensurately smaller size. But it does 
:nean that if pearls and precious stones are good, they should be 
..... big as possible, and as big as possible in every situation. Every 
·:..:eli seven ships, loaded down with gold, pearls and precious 
, , ,;nes, are sent to the Abbey of Theleme. In the Abbey itself 
trt�:re are 9, 3 32 bathrooms lone for each room) and each mirror 
� .1& a frame of pure gold, inset with pearls (book r, ch. 5 5 ) . This 
::.cans that everything of value, everything that is valorized posi
:: 1 ely, must achieve its full potential in temporal and spatial 
: �· rms; it must spread out as far and as wide as possible, and it is 
:·:c�:essary that everything of significant value be provided with 
: :; , power to expand spatially and temporally; likewise, every-
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' thing evaluated negatively is small, pitiable, feeble and must be 
destroyed-and is helpless to resist this destruction. There is no 
mutual hostility, no contradiction between spatial and temporal 
measurements, and value of any kind-food, drink, holy truth, 
"The Good," beauty, they are directly proportional to one an· 

\ other. Therefore, everything that is good grows: it grows in all re· 
1 spects and in all directions, it camiot help growing because 
, growth is inherent in its very nature. The bad, on the contraryj 

does not grow but rather degenerates, thins out and perishes; but 
in this process its real-life diminution is compensated for by a 

) false idealization in the other world. Since it is a function of ac· 

I tual spatial and temporal growth, the category of growth is one of 
the most basic categories in the Rabelaisian world. 

When we speak of direct proportionality, we do not mean to 
suggest that there was a time when this quality was separated 
from its spatial and temporal expression in Rabelais' world, only 
later to be unified with it. On the contrary, these two were from 
the very start connected in an indissoluble unity of images in that 
world. 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 tern· 
poral distances and expanses that is so typical of Rabelais, as well 
as of other great Renaissance figures (Shakespeare, Camoens, 
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 thoseremna"il.ts of -; transcendenr 
world view still present in it, to clean away symbolic and hier· 
archical interpretations still clinging to this vertical world, w 
purge it of the contagion of "antiphysis" that had infected it. In 
Rabelais this polemical task is fused with a more affirmative one 

I the re-creation of a spatially and temporally adequate world ablt 
to provide a new chronotope for a new, whole and harmoniou� 

- man, and for new forms of human communication. 
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This fusion of the polemical and the affirmative tasks-the 
tasks of purging and restoring 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 method consists, first of all, in the 
destruction of aly ordinary ties, of all the habitual matiices 
[ sosedstva] of thfngs 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 ob
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 
ioin together those things that had been falsely disunifled 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 world 
and the positive construction of a new picture are indissolubly in
�erwoven with each other. 

In prosecuting the more positive side of his task, Rabelais relies 
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upon folklore and antiquity-where the contiguity of objects 
more exactly corresponded to their various natures and where 
imposed conventionality and other-worldly idealism were quite 
unknown. In prosecuting his negative task, the foremost device is 
Rabelaisian laughter-directly linked to the medieval gemes of 
the clown, rogue and fool, whose roots go deep back into pre-class )folklore. But Rabelaisian laughter not only destroys traditional 
connections and abolishes idealized strata; it also brings out the 
crude, unmediated connections between things that people other· 
wise seek to keep separate, in pharisaical error. 

The disunification of what had traditionally been linked, and 
the bringing-together of that which had traditionally been kept 
distant and disunified, is achieved in Rabelais via the construe· 
tion of series [rjady] of the most varied types, which are at times 
parallel to each other and at times intersect each other. With the 
help of these series, Rabelais can both put together and take 
apart. The .construction of series is a specific characteristic of 

1 Rabelais' artistic method. All these widely varied series can be re· 
' duced to the following basic groups: (1) series of the human body 
in its anatomical and physiological aspects; (2. ) human clothing 
series; ( 3 )  food series; (4) drink and drunkenness series; ( s l sexual 
series (copulation); (6 )  death series; (7 )  defecation series. Each oi 

I 
these seven series possesses its own specific logic, and each serie� 
has its own dominants. All these series intersect one anothe.J 
by constructing and intersecting them, Rabelais is able to put 
together or take apart anything he finds necessary. Almost all 

I the themes in Rabelais' broad and thematically rich novel aiL 
brought about via these series. 

We offer a series of examples. Throughout the entire nov� . 
Rabelais presents the human body, all its parts and members, aL 
its organs and functions, in their anatomical, physiological ill!� 
Naturphil.osophie aspects alone. This idiosyncratic artistic p1·, · 
sentation of the human body is a very important element in th 
Rabelaisian novel. It was important to demonstrate the whole r :  
markable complexity and depth of the human body and its life. r .  

uncover a new meaning, a new place for human corporeality .: 
the real spatial-temporal world. In the process of accommodaor. ,  
this concrete human corporeality, the entire remaining world a ! 
takes on new meaning and concrete reality, a new materiality : :  
enters into a contact with human beings that is no longer sv::: 
bolic but material. Here the human body becomes a conCJt: 
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measuring rod for the world, the measurer of the world.'s weight 
and of its value for the individual. And here we have the first at
tempt of any consequence to structure the entire picture of the 
world around the human conceived as a body-which is to say, in 
a zone of physical contact with such a body !although this zone is, 
in Rabelais, �tely wide). 

This new picture of the world is polemically opposed to the 
medieval world, in whose ideology the human body is perceived 
solely under the sign of decay and strife, where in real-life prac
tice, there reigned a crude and dirty physical licentiousness. The 
reigning ideology served neither to enlighten nor to make sense 
out of the life of the body, rather it rejected such life; therefore, 
denied both words and sense, the life of the body could only be 
licentious, crude, dirty and self-destructive. Between the word 
and the body there was an immeasurable abyss. 

For this reason Rabelais opposes human corporeality land the 
surrounding world that is in a direct zone of contact with the 
body) not only to medieval, ascetic other-worldly ideology, but to 
the licentiousness and coarseness of medieval practice as well. 
He wants to return both a language· and a meaning to the body, 
return to it the idealized quality it had in ancient times, and si
multaneously return a reality, a materiality, to language and to 
meaning. 

The human body is portrayed by Rabelais in a variety of differ
ent aspects, various first of all in its anatomical and physiological 
aspect. Then follows the clownish and cynical, then the fantas
nc, grotesque allegorization !the human being as a microcosm). 
:\nd finally there is its peculiarly folkloric aspect. These aspects 
:nterpenetrate each other and are only rarely present unalloyed. 
But anatomical and physiological precision and attention to de
tail are sure to be there wherever the human body is present. 
rhus, Gargantua's birth: it is portrayed with a clownish cyni
� : sm, with precise anatomical and physiological details-Gar
�.mtua's mother, who had eaten too much tripe, suffers a prolap
· us of the rectum resulting in severe diarrhea !the defecation 
- �riesl and then the birth itself:u "Thanks to this unfortunate ac
� dtnt there took place a weakening of the uterus; the child leapt 

:1 All citations from Rabelais are from: Gargantua and Pantagruel, tr. 
\I Cohen (Baltimore: Penguin, I9S S ). 
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up through the Fallopian tubes to a hollow vein and, scrambling 
across the diaphragm to the upper arm where this vein divides in 
two, he took the left fork and crawled out through the left ear'' 
!hook r, ch. 6) .n Here, grotesque fantasy is combined with the 
precision of anatomical and physiological analysis. 

In all his descriptions of batdes and beatings, we get, alongside 
grotesque exaggeration, precise anatomical descriptions of the in· 
juries, wounds and deaths inflicted on the human body. 

Thus, in his description of Friar John beating up the enemy who 
had broken into the monastery vineyard, Rabelais gives us a de· 
tailed series of human members and organs !hook r, ch. 27) :  
He beat the brains out of  some, broke the arms and legs of others, dis· 
jointed the neckbones, demolished the spines, split the noses, punched 
out the eyes, smashed the jaws, knocked the death down throats, brokr 
the legs, dislocated the shoulder-blades, hips, cracked the elbow-bones in 
yet others. If one of them tried to hide himself in the thick vines, h� 
would bruise him up-and-down his spine and break the base of his back 
as if he were a dog. If one of them tried to save himself by flight, h• 
knocked the man's head into pieces along the 'lambdoidal' suture. 

Here is the same Friar John killing a guard: 

. . .  and with one blow he sliced the man's head in two, cutting throu!!+ 
the skull over the templebone, thus separating from the back of his he5: 
both parietal bones and a great part of the frontal bone together with tb 
sagittal suture. With the same blow he sliced through both membran<· 
of the brain thus exposing the ventricles, and the posterior part of th: 
brain was left hanging over the shoulders {just like a doctor's cap, bla.: · 
outside and red within) .  And then the guard tumbled to the ground de• : 
Yet another analogous example: in Panurge's grotesque story ofh> 
being roasted on the spit in Turkey and how he saved himself. •·· . 

notice the same anatomical detail and precision !hook .2., ch. 1.: 

Having run in, he [the master of _the house-M.B.] seized the spu 
which I was trussed up and struck my tormentor with it on the s; · 

from which blow he died, for lack of treatment; he ran him through '' : :  
the spit, a little above and t o  the right of the navel, and pierced the ti: : :  
lobe of his liver, and the diaphragm as well. Having passed through : .· 
pericardium the spit came out through the upper shoulder, between : :  
vertebrae and the left shoulder-blade. 

II. [In the Russian original] Gargantua and Pantagruel is cited in \ 
Pjast's [Russian] translation. 
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In Panurge's grotesque tale, the human body series jon 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 I 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 body 
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 whole, 
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 Rabelais 
describes the external actions and movements of the human 
body-for example, in his description of Gymnaste's acrobatics 
on horseback jbook I, ch. 3 5 ) . The expressive possibilities of 
human body-movement and gesture are illustrated with extraor
dinary clarity and detail in the mute debate jby means of gestures) 
between the Englishman Thaumaste and Panurge jhere 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 
1vith the deafmute Goatsnose !book 3, ch. 20 ) . 

This grotesque use of the fantastic to describe the human body 
.;nd all its processes is well illustrated in the portrayal of Pan
t ll!lllel's illness, whose cure involves lowering into his stomach 
workers with spades, peasants with pick-shovels and seven men 
.,,·1th baskets to clean the filth out of his stomach jbook 2, ch. 33 ) .  
Th.e same is true of the 11author's" journey into Pantagruel's 
:nl iuth !book 2, ch. 32) .  

In order to describe the human body in its grotesque and fantas
: : ..:  aspect, a mass of the most varied objects and phenomena are 
� :awn into the body series. In this new context they are im
::-:<.:rsed in an atmosphere of the body and of the life of the body; 
: � �:\· enter into a new and unexpected matrix with body organs 
::n ,i processes; in this body series, they are brought down to earth 
.; r -J made more material. We have seen evidence of all this in the 
: ... . .  • �am.ples offered above. 
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To purge his stomach, Pantagruel swallows like pills some 
great copper balls, "like those on Virgil's monument in Rome." 
Locked up inside these pills are workers with equipment and bas
kets for the cleaning-out of the stomach. After the purging is over 
Pantagruel vomits, and the balls spring out. When the workers 
are released from their pills, Rabelais recalls how the Greeks 
exited from the Trojan Horse. One of these pills can be seen in 
Orleans, on the steeple of the Church of the Holy Cross (book 2, 
ch. 33 ) . 

An even wider circle of objects and phenomena enter the gro
tesque anatomical series of the author's journey inside Pan
tagruel's mouth. It turns out that there is a whole new world 
inside the mouth: high mountains (teeth), meadows, forests, for
tified towns. There is a plague in one of the towns, the result of 
foul vapors rising from Pantagruel's stomach. There are over 
twenty-five populated kingdoms in the mouth; inhabitants tell 
each other apart by their hailing from the "hither" or "yon" side 
of the teeth, as in the human world we refer to the "hither" and 
"yon" side of mountains and so forth. The description of the 
world disclosed inside Pantagruel's mouth takes up almost tw!l 
pages. The folkloric basis of this entire grotesque image is pa· 
tendy obvious (cf. analogous images in Lucian) . 

If the geographical and economic world was drawn into the 
body series in the episode in Pantagruel's mouth, then the ordi· 
nary everyday agricultural world is drawn into the body series in 
the episode with the giant Slitnose [Brengnarille] (book 4, ch. r71  

The terrifying giant Slitnose had swallowed all the saucepans, cauldron� 
pots, pans and even stoves and ovens on the island, owing to the lack. c 
windmills which were his usual fare. As a result shortly before dawn
the hour of his digestion-he fell seriously ill with an upset stomacl: 
caused (as the doctors said) by the faet that the digestive powers of b· · 

stomach, naturally accustomed to absorbing windmills, could not fuL · 
process stoves and braziers; pots and pans were digested well enough. j ·  
witnessed by the sediment found in four b�els of urine that he h.i� 
filled twice that morning. 

Slitnose avails himself of a health-resort cure on the "Island . · ·  
the Winds.'' Here he swallows windmills. He tries out-on L� • 
advice ·of local specialists on stomach ailments-spicing t� c 
windmills with roosters and chickens. They sing in his belly ar: .  
fly about, which brings on the colic and cramps. Moreover, '� '  
foxes of the island leap down his throat in pursuit of the birds . .  � · 
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that point he must take a wheat-and-millet enema to purge his 
stomach. The chickens make a dash for the grain, and the foxes 
rush after them. He puts more pills into his mouth, this time 
compounded of racing- and hunting-dogs jbook 4, ch. 44). 

What is characteristic here is the unique, purely Rabelaisian 
logic by which the series is constructed. The process of digestion, 
curative machinations, everyday household objects, phenomena 
of nature, farm life and the hunt are here united in one dynamic, 
living, grotesque image. A new and unexpected matrix of objects • 
and phenomena is created. It should be obvious that at the heart 
of grotesque Rabelaisian logic lies the logic of realistic folklore 
fantasy. 

In this minor episode with Slitnose, the body series-as is 
usual with Rabelais-intersects with the defecation series, the 
food series and the death series I about which we will be more pre
cise below).  

Even more grotesque and monstrously aberrant is the parodied 
anatomical description of King Lent [Caremprenant], which oc
cupies three chapters in the fourth book l 3o, 31, 32) .  

King Lent is a "faster," a grotesque personification of the Cath
olic fast and askesis-in general, a personification of the bias 
against natural processes characteristic of medieval ideology. The 
description of Lent ends with Pantagruel's familiar discourse on 
Antiphysis. All offspring of Antiphysis-Chaos and Disharmo
ny-are drawn as parodies on the human body lbook 4, ch. 32 ) :  

The heads o f  these newborn ones were spherical and round on all sides, 
iike a ball, and not flattened slightly on either side as is the case with 
humans. Their ears were high up on their heads and huge, like asses' 
.:ars, their eyes bugged out, eyelashless, fastened to little bones and as 
:'!al'd as crabs' eyes, their feet were round as a ball, their arms were at
t ached backwards to their shoulders. As they walked they continually 
mmed cartwheels, walking on their heads with their feet in the air. 

Further on, Rabelais lists a series of other offspring of Antiphysis 
: lnd. l :  

�iilce that time she has brought forth into the world holy hypocrites, big
' , md pope-mongers, followed by maniacal nobodies, Calvinist impos

� c r• from Geneva, furious Puy-Herbaults, dissemblers, cannibals and in 
.:cnerai every sort of belly-stuffing monk, as well as other unnatural and 
�: 1 sshapen monsters, brought forth to spite Nature. 

� uch a series manifests all the ideological monsters of a transcen-
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dent world view, brought together in a single all-encompassing 
series of bodily deformities and perversions. 

An excellent example of the penchant for making grotesque 
analogies is found in Panurge's discourse on borrowers and lend
ers in chapters 3 and 4 of the third book. We are offered, by anal
ogy with the mutual interaction between borrowers and lenders, 
the description of the harmonious structure of the human body 
as microcosm: 

The intention of the builder of this microcosm is that it should provide 
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 ir 
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 um· 
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 u� 
life and on the other hand drag into the body-matrix a heteri · 

geneous world of things, phenomena and ideas that were, in tb( 
medieval picture of the world, infinitely far from the body, an-

. included in completely different series of words and object� 
� Whatever direct contact these objects and phenomena had wu:: 

the body was brought about, first and foremost, via a verbal w. 
. trix, their verbal compacting into a single context, a SW! -
1 phrase, a single compound word. On occasion Rabelais does n . ·  · 

shy away from even completely nonsensical compound word� . · 
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only they will serve to place in series Ito "matricize") these words 
and concepts that human speech-based as it was on fixed struc
ture, a fixed world vie� 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 melon is in the garden, but my uncle is in 
Kiev." He makes frequent use of the peculiar logic of sorcerers, as 
this was understood in the medieval formulas for blaspheming 
God and Christ, and the formulas for calling up unclean spirits. 
He makes wide use of the special logic of profanity jof which 
more below). This unbridled phantasmagoria has a special signifi
cance: it permits him to create verbal series of objects that are in 
themselves reasonable, but become monstrous when linked to
gether !for example, the episode with Slitnose, the Swallower of 
Windmills) .  

But at the same time it must not be thought that Rabelais is 
preoccupied with form alone. All these word-linkages, even those 
that seem the most absurd in terms of the objects they name, are 
aimed primarily at destroying the established hierarchy of values, 
at bringing down the high and raising up the low, at destroying 
every nook and cranny of the habitual picture of the world. But 
simultaneously he is accomplishing a more positive task, one 
that gives all these word-linkages and grotesque images a definite 
direction: to "embody" the world, to materialize it, to tie every
thing in to spatial and temporal series, to measure everything 
on the scale of the human body, to construct-on that space 
where the destroyed picture of the world had been-a new pic
ture. Even the most monstrous and unexpected word-matrices 
are saturated with the unifying force of these ideological im
pulses of Rabelais. But there is, as we will see below, still another 
and even more profound and idiosyncratic meaning hiding behind 
Rabelais' grotesque images and series. 

Alongside this grotesque anatomical-physiological use of cor
ilOreality for "embodying" the whole world, Rabelais-a human
! 'lt physician and pedagogue-was concerned with direct propa
:.:anda on behalf of the culture of the body and its harmonious 
�evelopment. Thus, Rabelais opposes to the original scholastic 
upbringing of Gargantua-one that ignored the body-the subse
�uent humanist upbringing under Ponocrates, where enormous 
.! ttention is paid to anatomical and physiological studies, hygiene 
.; nd various types of sports. To the medieval body-coarse, hawk· 
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ing1 farting1 yawning1 spitting, hiccupping1 noisily nose-blowing1 
endlessly chewing and drinking-there is contrasted the elegant1 
cultured body of the humanist1 harmoniously developed through 
sports (book I1 ch. 2.I1 .2.3 and .2.4). The Abbey of Theleme also de
votes enormous attention to body culture (book I1 ch. 52.1 57 ). We 
will have reason to return to this harmonious1 affirmative pole of 
Rabelais1 world view, to this harmonious world with its harmo
nious human being. 

The next series is that of eating and drinking-drunkenness. 
This series plays an enormous role in the Rabelaisian novel. Al
most all the themes of the novel come about through it; hardly an 
episode could manage without it. The most varied objects and 
phenomena of the world are brought into direct contact with food 
and drink-including the most lofty and spiritual things. The 
"Author1s Prologue11 begins right off with a nod to drunkards1 to 
whom the author dedicates his writings. In the same prologue he 
insists that he worked on this book only during periods of eating 
and drinking: 11Indeed1 this is the proper time for writing of such 
lofty matters and profound sciences1 as Homer1 who was the para· 
gon of all philologists1 very well knew, and Ennius1 the father of 
Latin poets1 and Horace testifies to it as well1 although a certain 
imbecile declared that his verses smack rather of ·wine than ot 
oil.11 

The author1s prologue to the third book is even more striking in 
this respect. Here the barrel of the cynic Diogenes is inscribed 
into the drink series in order that it may become a wine cask. 
Here the motif of 11drunken creativity11 is repeated1 and in addi· 
tion to Homer and Ennius1 writers who composed while drunk 
we also have Aeschylus1 Plutarch and Cato. 

The very names of Rabelais1 major protagonists derive ecy · 
mologically from the drink series :  Grandgousier (Gargantua1s fa· 
ther) is 11Great Gulp.11 Gargantua is born into the world with a te.r 
rible cry on his lips: 11Drink! Drink! DrinkP1 11How healthy ym. 
are f /1 ( Que grand tu as!) says Grandgousier1 referring to his son � 

throat. This first word1 spoken to the father1 causes the child to h 
called Gargantua (book I1 ch. 7 ) .  Rabelais likewise etymologica1J·. 
interprets the name 11Pantagruel11 as 11he who is always thirsty.' 

Even the birth of the major protagonists takes place under tf;,  
sign of eating and drunkenness. Gargantua is born on a day : 
great feasting and drinking arranged by his father-thus it is thJ: 
his mother overeats on tripe. The newborn infant is immediat� : . 
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"wined." Pantagruel's birth, on the other hand, is preceded by a 
great drought and consequendy 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 antiq
uity and the Bible. This lofty plane is interrupted by the phys
iological series with its grotesque explanation for 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" (book 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 
�urces of the Nile and a whole series of Biblical and classical ref
erences (mention is made of the parable of Lazarus, Homer, Phoe
hus, Phaeton, Juno, Hercules, Seneca) .  All this occurs in the space 
' ' t a page and a half, describing Pantagruel's birth. Rabelais here 
c rt!lltes a characteristic new and monstrous matrix of objects and 
r!lenomena-elements that within quite ordinary contexts are 
..: .  lmpletely incompatible. 

Gargantua's genealogy is found among the symbols of drunken
:n:ss: it is uncovered in a crypt, amid nine wine flasks under a 
��. ·blet on which was inscribed "Hie bibitur" (book I, ch. I ) . Let us 
�c<•w turn our attention to the matrix of words and things that 
: ::lies the crypt and the drinking of wine. 
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Almost all the truly important episodes in the novel are intro
duced into the eating and drinking series. The war between 
Grandgousier's kingdom and the kingdom of Picrochole, which 
takes up most of the first book, is caused by scones and grapes, 
foods that are in addition viewed as a remedy for constipation and 
thus intersect with the highly detailed defecation series (cf. ch. 
2 5 ). Friar John's celebrated battle with Picrochole's warriors is 
over the monastery vineyards, which satisfy the monastery's 
need for wine (not so much for the Eucharist as for the drunken
ness of the monks) .  Pantagruel's famous journey that fills the 
whole fourth book (as well as the fifth) is a search for "the oracle 
of the sacred bottle." All the ships that set sail are decorated with 
symbols of drunkenness in the form of heraldic devices: a bottle, 
a goblet, a pitcher (amphora), a wooden jug, a glass, a cup, a vase, a 
wine basket, a wine barrel (Rabelais describes each ship's device 
in detail). 

The eating and drinking series are, like the body series, highly 
detailed and hyperbolized in Rabelais. In every instance we are 
given the most detailed enumerations of the most varied ap· 
petizers and main dishes, along with a precise account of their ex· 
aggerated quantities. Thus, for example, the following list occurs 
during a description of the supper in Grandgousier's castle fol
lowing the battle (book I, 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, 2.2.0 
partridges, 700 woodcock, 400 capons from Lundun and Comouaille and 
1700 juicy varieties from other breeds, 6oo pullets and as many pigeons. 
6oo guinea-fowls, 1400 hares, 303 bustards and 1700 capon chicks. Game 
they could not get in such quantity: there were only II wild boars sent by 
the abbot of Tulpenay, 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, bustards and flamingoes with 
red plumage, landrails and turkey-hens, together with various sorts 01 
dumplings.  

In the description of Gaster's Island (the Maw), there is a paJ
ticularly detailed enumeration of the most varied dishes and ar· 
petizers: two whole chapters ( 5 9  and 6o in book 4) are devoted t c '  
this list. 

As we have already stated, the most varied objects, phenomen.; 
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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 
lin 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 incorporation are the same as in the body 
series. We offer several examples. 

The struggle of Catholicism with Protestantism, and particu
larly with Calvinism, is portrayed 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 
(35-4.2.) .  The sausage series is a highly detailed one, developed 
through a grotesque obsession with sequence. Starting with the 
shape of a sausage, Rabelais proves, relying on various authorities, 
that the serpent that bit Eve was a sausage, that the ancient giants 
who had stormed Mount Olympus and who had tried to pile 
Mount Pelion on Ossa were half sausage. Melusine was also half 
sausage, as was Erichthonius, the inventor of the hearse and the 
cart !so that he might hide his· sausage legs). In preparation for 
this battle with the Sausages, Friar John concludes a treaty with 
the cooks. A huge sow is armed to the teeth like the Trojan 
Horse. The sow is described in a parodied-epic Homeric style, and 
it takes several pages to list the names of all the warrior-cooks 
who entered the sow. The battle takes place, and at the critical 
moment Friar John 

opens the doors of his sow and burst out with his stout soldiers. Some of 
them were dragging iron spits, others frying-pans, dripping-pans, blades, 
racks, kettles, pots, pokers, tongs, cooking-pots, mortars and pestles-all 
in battle array like so many firemen, shouting and howling in a deafening 
mar: "Nebuzar-adan! Nebuzar-adan! Nebuzar-adan! "  And with such 
shouts and uproar they struck out at the Pate and the Wieners. 

The Sausages are defeated: there appears over the field of battle 
the flying "Hog of Minerva" who throws down a barrel of mus
tard-this is the "Holy Grail" of the Sausages, it heals their 
wounds and even resurrects their dead. 

The intersection of the food series with the death series is of 
particular interest. In chapter 46 of the fourth book we find a 
i.:.ngthy discourse by the devil on the relative tastiness of various 
ilUman souls. The souls of slanderers, petty clerks and lawyers 
,;re only good when freshly salted. Scholars' souls are good for 
breakfast, lawyers' souls for dinner, chambermaids' for supper. 
F rom vine-dressers' souls one gets a colic in the stomach. 



[182) F O RM S O F  TIME AND CHRO N O T O P E  IN THE N OVEL 

Elsewhere we are told how the devil breakfasts on a fricassee 
made from the soul of a sergeant, and how he falls seriously ill 
with an upset stomach. Into the same series are introduced the 
fires of the Inquisition, which separate men from their faith and 
thus guarantee devils a steady supply of tasty souls. 

A further example of the intersection of the eating series with 
the death series is found in the Lucianic episode of Epistemon's 
visit to the Kingdom of the Dead in chapter 30 of the second 
book. The resurrected Epistemon "promptly begins to speak, say
ing that he has seen devils, that he has held intimate conversa
tion with Lucifer, and has feasted well both in Hell and in the Ely
sian Fields . . . .  " The eating series is extended throughout the 
entire episode: in the world beyond the grave, Demosthenes is a 
vine-dresser, Aeneas a miller; Scipio Africanus trades in yeast, 
Hannibal in eggs. Epictetus, under a spreading tree and sur
rounded by numerous maidens, dances and feasts at every oppor
tunity. Pope Julius hawks pasties. Xerxes hawks mustard; since 
he asks too much for it, Fran�ois Villon pisses in his mustard tub, 
"as mustard-makers do in Paris" !an intersection here with the 
defecation series) .  Pantagruel interrupts Epistemon's tale of the 
nether world with words that both resolve the theme of death and 
the world beyond the grave and serve as a summons to eating and 
drinking: "Well, now . . .  it's time for some feasting and drinking. 
I beg you, my lads, because it's good drinking season all this 
month!" (book 2, ch. 30) . 

Frequently Rabelais will tightly intertwine his eating and 
drinking series with religious concepts and symbols-the prayers 
of monks, monasteries, papal decrees and so forth. · The young 
Gargantua, after stuffing himself at dinner (this is during that 
time when he is still under the tutelage of the scholastics) "only 
with difficulty managed to mouth a piece of a prayer." On thf' 
"Isle of the Papimaniacs" Pantagruel and his fellow travelers art' 
invited to a "dry Mass," that is, a mass without church singing, 
but Panurge prefers one "moistened with a little good Anjou 
wine." On this same island they are fed a dinner where every 
dish, be it kid, capon or hog-which is very plentiful in Pa· 
pimania-pigeon, rabbit, hare, turkey, and so on and so forth-aD 
were stuffed with "bottomless subtleties." This "stuffing" giveb 
Epistemon a most severe case of diarrhea (book 4, ch. 5 1  (misprint 
in Russian original, where it is given as ch. r, tr. J I .  Two special 
chapters are devoted to the theme of "the monks in the kitchen .. 
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chapter IS of the third book, 11Explanation of the Monastic Cabala 
in the Matter of Salt Beef," and chapter II of the fourth book, 
11Why Monks Love to Be in Kitchens." Here is a highly typical ex
cerpt from the first of these chapters {book 3 ,  ch. IS ) :  

"You like vegetable soup, but I prefer mine with bay leaf, with perhaps 
the addition of a slice of ploughman salted til the ninth hour." "I under
stand you," replied Friar John. "You drew that metaphor from the stock
pot of the cloister. You call an ox that ploughman who is ploughin& or 
has ploughed. To salt for nine hours means to cook to a tum. By a certain 
cabalistic institution of the ancients, unwritten but passed from hand to 
hand, our good spiritual fathers, having gotten up for matins, would in 
my time go through certain important preliminaries before entering the 
Church. They spat in the spitteries, vomited in the vomitoria, dreamed 
in the dreameries, pissed in the pisseries. And all so that they might 
bring nothing unclean to the Divine service. Having done all this, they 
moved devotedly in to the Holy Chapel-for that in their jargon was the 
name they gave to the convent kitchen-and they devotedly saw to it 
that from that moment on the beef was on the fire, for the breakfast of 
our holy friars, brethren in our Lord. Often they lit the fire under the pot 
themselves. And since the matins lasted nine hours, they had to get up 
earlier, and consequently as the hours increased so did their appetite and 
thirst-much more so than if the matins had contained only one or three 
hours [lessons]. The earlier they arose, thus spake the Cabala, the earlier 
the beef was on the fire; the longer it was on, the better it stewed, the 
better it stewed the tenderer it became, the less it wore down the teeth, 
the more it delighted the palate, the less it weighed on the stomach, and 
the better it nourished the good monks. And this was the sole purpose 
and prime aim of the founders of the monastery, who took into consid
eration the fact that one does not eat to live but rather one lives to eat, 
there being no other reason to live on this earth." 

This excerpt is very typical of Rabelais' artistic methods. First 
and foremost, we see here a realistically drawn picture of every
day monastic life. But at the same time this geme-painting is 
given as the decoding of an expression peculiar to monastic 
,monk's) jargon: 11a slice of ploughman, salted til the ninth hour." 
Hidden behind the allegory in this expression is a tight matrix of 
meat {the "ploughman11) and the mass {the nine hours are the 
parts read out at the morning service). The number of texts to be 
read {nine hours) conduces to the best stewing of the meat and to 
the best appetite. This holy mass-cum-eating series intersects 
1\'ith the defecation series {which would include spitting, vomit
!Dg, pissing) and with the bodily physiological series {the role of 
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the teeth, the palate and the stomach). Monastic masses and 
prayers serve merely to fill up the time necessary for the proper 
cooking of food and for the whetting of the appetite. 12 From this 
follows the generalizing conclusion: monks eat not to live, but 
live to eat. Using the principles for constructing series and im
ages in Rabelais, we will pause in what follows for a more de
tailed treatment of the material already provided by the five lead
ing series. 

As a general principle we are not concerning ourselves with 
questions of genesis, with questions of sources or influences. But 
in this instance we will tentatively put forward a general observa· 
tion. The introduction of religious concepts and symbols into the 
eating, drunkenness, defecation and sexual-acts series in Rabelais 
is not, of course, anything new. We are familiar with the most di
verse kinds of parody-formulas used by sorcerers in the literature 
of the late Middle Ages-parodied Gospels, parodied liturgies 
(the All-Drunkards' Mass of the thirteenth century), parodied 
holy days and rituals.  Such an intersection ·of series is typical for 
the poetry of the Vaganti (Latin poetry) and even for their special 
argot. And we encounter it, of course, in the poetry of Villon (who 

, is connected with the Vaganti) .  Along with this parodic-witch· 
I craft literature, black-magic formulas of a type used by sorcerers 
are of special significance, and they were both widespread and 
widely known in the late Middle Ages and Renaissance (and 
without doubt were well known to Rabelais), and, finally, we 
have the "formulas" for obscene profanity, whose ancient cultic 
importance has not yet been extinguished; this obscene profanit,· 
was widespread in "unofficial" everyday speech and gives rise rr 
the stylistic and ideological idiosyncracies of "unofficial" every· 
day speech (most especially in the lower social classes). Witch· 
craft-magical formulas {including obscenity) and everyday bill 
ingsgate are themselves related to each other, being in fact tw•· 
branches of the same tree, whose roots go deep into pre-cla• · 
folklore-but of course they are branches that have profoundl· 
distorted the original noble nature of the tree. 

Besides this medieval tradition, we should also mention a mor' 
ancient tradition, and in particular Lucian-who substantially ,; ! ·  
tered the method of rendering the everyday, physiological deu: :  

12  . .  Rabelais cites the monastic proverb: "de missa ad mensam" [from : � : . 
mass to the meal). 
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of erotic and quotidian aspects embedded in myths lcf., for exam
ple, the copulation of Aphrodite with Ares, Athena's birth from 
Zeus' forehead and so on) .  And finally we must mention Aris
tophanes, who influenced Rabelais !especially in matters of style) .  
· We will return later to the question of Rabelais' reworking of 
this tradition, as well as to the question of that deeper folkloric 
tradition that formed the basis for his artistic world. At this point 
we touch on these questions only provisionally. 

Let us return to the eating and drinking series. As with the 
body series, we have in these, along with grotesque exaggeration, 
Rabelais' basically affirmative view of the significance, the cul
ture, of eating and drinking. Rabelais by no means advocates 
crude gluttony and drunkenness. But he does affirm the lofty 
importance of eating and drinking in human life, and strives to 
iustify them ideologically, to make them respectable, to erect a 
culture for them. The transcendental ascetic world view had de
prived them of any affirmative value, had taken them as nothing 
more than a sad necessity of the sinful flesh; such a world view 
knew only one formula for making such processes respectable, 
and that was the fast-a negative form, hostile to their nature, 
dictated not by love but by enmity lcf. the figure of "King Lent," 
the faster, as the typical offspring of "Antiphysis"). But insofar as 
they were ideologically negative and unstructurable, sanctioned 
by neither word nor thought, eating and drinking could only take 
r.he form of the crudest gluttony and drunkenness. As a conse
�uence of this inevitable falseness inherent in the ascetic world 
vtew, gluttony and drunkenness flourished precisely in the mon
JSteries. A monk in Rabelais is first and foremost a glutton and a 
Jrunkard lcf. especially chapter 34 concluding book 2) .  We have 
.-iiready pointed out that whole chapters are devoted to this spe
, tal affinity between monks and kitchens. The grotesque and fan
:astic image of gluttony is illustrated by the episode of Panta
�ruel's visit, along with his fellow travelers, to the island of 
.-:;aster. Five chapters are devoted to this episode ! 57-62) in the 
! :urth book. Here, using material from ancient times-particu
: lrly from the poet Persius-the entire philosophy of Gaster I the 
\ \awl is worked out. It was precisely a ma� and not fire, that was 
::1e first great teacher of all the arts lch. 5 7 ). The maw is credited 
··· :th the invention of agriculture, of military arts, transportation, 
. , .;.  travel and so forth lch. 5 6-57 ). The doctrine of famine as the 
::-:, :vmg force for economic and cultural development is partially 
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a parody, and partially a truth las is the case with the majority of 
Rabelais' analogously grotesque images) .  

The culture of eating and drinking is contrasted with crude 
gluttony throughout the account of Gargantua's upbringing lin 
book r ) . The theme of culture and moderation in food is discussed 
in connection with spiritual productivity in chapter 13 of the 
third book. Rabelais conceives this culture not only in its medical 
and hygienic aspect las a function of "the healthy life"), but also 
from the point of view of the gourmet, the purely culinary. In 
somewhat parodied form, Friar John's sermon on "humanism in 
the kitchen" expresses the culinary preference of Rabelais him· 
self !book 4, ch. ro ) : 

By almighty God, da juxandi, why don't we remove ourselves into some 
grand holy kitchen, and there consider the turning of the spits, the music 
of the hissing chunks of meat, the placing of the bacon fat, the tempera· 
ture of the soups, the preparation of the dessert, and the order of the winl' 
service. "Beati immaculati in via." That's how it goes in the breviary. 

Interest in the culinary details of preparing food and drink in no 
way contradicts, of course, the Rabelaisian ideal of a whole and 
harmoniously developed physical and spiritual human being. 

Pantagruelian feasts occupy a very special place in the Rabelais· 
· ian novel. Pantagruelism means the ability to be cheerful, wiSt 
· and kind. Therefore, the ability to feast cheerfully and wisely i� 

the very essence of Pantagruelism. But the feasts of the Pan· 
tagruelists are in no way feasts of idlers and gluttons, men whr 
are perpetually at table. One may devote to the feast only the evt: 
ning leisure hours at the completion of the working day. Dinne• 
lin the middle of the working day) should be short and, so i 

speak, merely utilitarian. Rabelais defends on principle the tran·· 
fer of the eating-and-drinking center of gravity to the eveniJllt sur 
per. And so it was decreed in the pedagogical system of the hl, 
manist Ponocrates !book r, ch. 23 ) :  

Gargantua's dinner, note, was moderate an d  simple-because they _, . _  
only to still the gnawings of the stomach; but supper was copious ; : . .  
lengthy, for at that time Gargantua ate as much as he needed to nour · 

himself and replenish his energies. This is the proper diet prescribed : 
the art of good sound medicine. 

There is that special discourse on supper, put into PanUl'f.' · 

mouth, that we already cited from chapter r 5 of the third boo� 
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When I've well and truly breakfasted and my stomach has been cleaned 
out and well-pumped, in a pinch and in case of necessity I'll do without 
dinner. But to miss my supper! A pox on that! Why, that's an error, a vio
lation of nature! Nature created man that he may exercise his strengths, 
that we may work, that each man may occupy himself with his affairs, 
and to help us do this more conveniently she provides us with a candle, 
that is, with the gay and joyful light of the sun. But in the evening she 
begins to withdraw this light from us, as if to say silently: "You, my chil
dren, have been good. That's enough work! Night is coming: you must 
cease from your labors and fortify yourself with good bread, good wine, 
good meat, and you must enjoy yourselves a bit, then lie down and sleep, 
so as to rise up in the morning just as fresh and ready to work." 

At these Pantagruelian "evenings"-while eating the bread, the. 
wine and the various meats, or directly afterwards-Pantagruel
ian conversations get going, conversations that are wise but :6.lled 
as well with laughter and banter. In what follows we will have 
more to say on the special significance of these "evenings,'' the 
new Rabelaisian variant on the Platonic "Feast" (Symposium]. 

In such a way the eating and drinking series, through their gro
tesque development, perform the task of destroying archaic and 
talse matrices between objects and phenomena, and create new 
matrices, fleshed-out ones, that materialize the world. At its posi
tive pole this series ends in nothing less than ideological en
lightenment, the culture of eating and drinking, which is an 
t;ssential feature of the new human image, a man who is harmo
nious and whole. 

Let us pass on to the defecation series. This series occupies a 
iMge place in the novel. The Antiphysis infection required a 
"trong dose of the Physis antivenin. In general, the defecation· se
nes creates the most unexpected matrices of objects, phenomena 
.Htd ideas, which are destructive of hierarchy and materialize the 
;' lCture of the world and of life. 

We will take as an example of such unexpected matrices the 
:heme of "arse-wiping." The infant Pantagruel delivers a speech 
· n the various means he had investigated for wiping himself, and 

n the best method he had found. In the grotesque series of items 
� ' lists for arse·wiping we find: a lady's velvet muffler, a neck· 
� :dlief, silk earflaps, a page's hat, a March cat (who scratched his 
�l hmd with his claws), his mother's gloves scented with benzoin, 
· l .�e .  fennel, marjoram, cabbage leaves, greens, lettuce, spinach 
: :: ,  eating series), roses, nettles, a blanket, curtains, napkins, 
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hay, straw, wool, a cushion, slippers, a game-bag, a basket, a hat. 
The very best arse-wipe turned out to be a baby goose with soft 
down: "one feels a marvelous pleasure from the softness of the 
down, and from the warmth of the goose itself, and this spreads 
throughout the bum -gut and the rest of the intestines reaching all 
the way to the heart and the brain." Later, relying on "the opinion 
of the Master Duns Scotus," Gargantua claims that the heavenly 
bliss experienced by the heroes and demigods in the Elysian 
Fields consists precisely in their wiping their arses with baby 
geese. 

In the conversation "in praise of the Decretals" that takes place 
during a dinner on the Isle of the Papimaniacs, even papal decrees 
are entered into the defecation series. Friar John once used them 
for an arse-wipe, from which he got hemorrhoidal tumors. Pan
urge suffered a severe case of constipation after reading the De
cretals jbook 4, ch. p. ) .  

A n  intersection o f  the body series with the series o f  eating
drinking and with the defecation series occurs in the episode 
with the six pilgrims. Gargantua swallows six pilgrims with his 
salad, and washes them down with a healthy gulp of white wine. 
At first the pilgrims hide behind the teeth, and then they are all 
but carried away into the abyss of Gargantua's stomach. With the 
help of their staffs they manage to hang on to the surface of the 
teeth. At this point they accidentally touch a sore tooth, and 
Gargantua spews them out of his mouth. And while the pilgrims 
are making their escape Gargantua begins to urinate; his urine 
cuts across the road, and they are forced to make their way across 
this great current of urine. When they are finally out of danger, 
one of the pilgrims exclaims that all these tribulations had been 
foretold in the Psalms of David: "When the people rose up against 
us it was as if we were to be swallowed alive"-"that's when Wt" 
were eaten in the salad, with salt," he said. "And since a great 
wrath fell upon us, as if water had swallowed us up"-"that Waf 
when he made that huge swallow . . . .  " "Perhaps our soul crosse� 
an insuperable current of water . . . .  "-"that's when we crossed 
the great torrent of his urine, by which he cut off our path of e..,. 
cape" !book I, ch. 38 ) . 

Thus, even the Psalms of David are tightly interwoven with tht 
processes of eating, drinking and urinating. 

There is a characteristic episode concerning the "Isle of th, 
Winds," whose inhabitants nourish themselves on wind alom: 
The theme of "wind" and the entire complex of lofty motifs assfl· 



F O RM S  OF TIME AND CHRON O T O P E  IN THE NOVEL (189] 

ciated with it in literature and poetry-the wafting of zephyrs, 
the wind in sea storms, breathing and sighing, the soul as a 
breath, the spirit and so on are here, via the intermediary expres
sion "to pass wind," pulled into the eating series, the defecation 
series and the quotidian series ( cf. 11air," 11breath," "wind," which 
functions as a standard and as the internal form of words, images 
and motifs from a loftier plane-life, the soul, the spirit, love, 
death, etc. ) (book 4, ch. 42 and 44) : 

On this island there is no spitting, no urinatin& but people pass wind and 
gas in great abundance . . . .  The most widespread disease is inflation of 
the stomach and colic. As a cure they apply carminatives in great quan
tities, and use cupping-glasses for aerating the stomach. They all die 
from swollen stomachs, as if from dropsy; the men passing wind, the 
women gas. So it is that their souls depart by the back passage. 

Here the defecation series intersects with the death series. 
Within the defecation series Rabelais constructs a series of 11lo

cal myths." A local myth explains the genesis of a geographical 
space. Each locality must be explained, beginning with its place
name and ending up with the fine details of its topographical re
lief, its soil, plant life and so forth-all emerging from the human 
event that occurred there and that gave to the place its name and 
its physiognomy. A locality is the trace of an event, a trace of 
what had shaped it. Such is the logic of all local myths and leg
ends that attempt, through history, to make sense out of space. 
And Rabelais also creates, on the plane of parody, such local 
myths. 

Rabelais explains the place-name 11Paris" in the following way. 
When Gargantua enters the city, a crowd of people gather round 
him and 11for the fun of it" ( 11par ris") 11he unbuttoned his magnifi
cent codpiece and then and there drenched them so copiously 
that 260,418 persons were drowned, not counting women and 
children . . . .  Hence it was that the city was ever afterwards call 
Paris" (book r, ch. 17 [misprint in Russian original, where the 
chapter is given as 42, tr. ] ) .  

The explanation given for the source of the hot baths in France 
and Italy is that Pantagruel's urine, during his illness, was so 
steaming hot that it has not to this day cooled off (book 2 [cannot 
be as given in Russian original ch. 17, tr.] ) .  

The stream that flows by Saint Victor was created by dogs' 
urine (this episode is related in ch. 22 of book 2) .  

The examples we have cited are sufficient to characterize the 
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functions of the defecation series in the Rabelaisian novel. Let us 
pass on to the sexual-act series land to the series of sexual inde
cencies in general) .  

The sexual series occupies an enormous place in the novel. It 
appears in. a wide variety of forms: from sheer obscenity to subtly 
coded ambiguity, from the bawdy joke and anecdote to medical 
and naturalistic discourses on sexual potency, male semen, sex
ual reproductive processes, marriage and the significance of the 
origin of the genders. 

Openly indecent expressions and jokes are sprinkled through
out the whole of Rabelais' novel. They are especially frequent in 
the mouth of Friar John and Panurge, but the other heroes are not 
strangers to them either. When, during the Pantagruelists' jour· 
ney, they come upon some frozen words and among them dis
cover a cluster of indecent words, Pantagruel refuses to store in 
the hold several of these frozen indecencies: "He said it was folly 
to stock up on those things which one is never short of, and 
which are always at hand-as are indecent words among the good 

� and jovial Pantagruelists" jbook 4, ch. 5 6 ) .  
This principle of word use adhered to by the "good and jovial 

Pantagruelists" is sustained by Rabelais throughout the entire 
novel. No matter what themes are discussed, indecencies always 
find a place for themselves in the verbal fabric that is being 
woven, drawn in by means of the most remarkable object-associa· 
tions, as well as by purely verbal ties and analogies. 

There is in the novel no small number of short, indecent no
vellas built on jokes, which are often borrowed from folkloric 
sources. Such, for instance, is the anecdote about the lion and th1: 
old lady, related in chapter 15  of the second book, and the story 01 
"How the Devil Was Deceived by the Old Woman of Popeftgland 
jbook 4, ch. 47 ). The basis for this story is the ancient folklonc: 
analogy between the female organ and an open wound. 

Along the lines of a "local myth" we have the celebrated stofl 
"about the reason why in France there are such short leagues. 
where space is measured by the frequency of occurrence of thr 
sexual act. King Pharamond chose from Paris one hundred sple11 · 
did young fellows and just as many fine young Picardy maiden� 
He gave one girl to each youth and ordered them to set out in coi: 
ples, in all directionsi on each spot where the youths made !!>' ·. 
to their girls he ordered them to set up a stone, and that shouk 
be a league. The dispatched couples made love well and often .; :  
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the beginning, while they were still in France, thus the French 
leagues are so short. But later on they grew weary, their sexual 
energy exhausted; they were satisfied with one measly little bout 
a day; this is what makes the leagues in Brittany, il;l Landes and in 
Germany so long lbook .2, ch. 23 ) .  

A further example could be found in the introduction of world
wide geographical space into the indecency series. Panurge says: 
"There was a time when Jupiter copulated with fully one-third 
the world-with animals, humans, rivers and mountains-that 
is, with Europa" lbook 3, ch. 12 ) .  

Panurge's bold and grotesque discourse on the best means to 
build walls around Paris is of a somewhat different character. He 
says lbook 2, ch. 15 ) :  

"1 see that in this city women are cheaper than stone; therefore, let us 
build walls out of female organs. And moreover let us lay out those organs 
with full architectural symmetry; we'll place the big ones in the first rows; 
next, rising like two slopes, the middle-sized ones, and finally the little 
ones. Then we will fill tht:m up-as in the great tower of Bourges-with 
those firmed-up swords which dwell in monastic codpieces. What devil 
would be able to overthrow walls like that !"  

A different logic governs the discussion of the sexual organs of 
the Roman pope. The papimaniacs consider the kissing of the feet 
ilil insufficient expression of respect toward the pope lbook 4, 
ch. 47) :  

We want to show more. More respect! "  they reply. "It's all decided. We 
will kiss his bare bum and other parts as well. For he has them, the holy 
tather has! So it is spoken in our great Decretals. Otherwise he wouldn't 
i'C the pope. In fact our subtle Decreteline philosophy tells us that this is 
J necessary consequence-he is a pope, therefore he has these organs. If 
there ceased to be such organs in the world, the world would have no 
:'ope. 

We consider the examples cited here fully sufficient to charac
;(rize the various means by which Rabelais introduces and devel
'PS the series of "sexual indecencies" lfor our purposes we do not 
:e�uire, of course, an exhaustive analysis of these means). 

in the organization of all the material of the novel, one 
:neme-entered into the indecency series-is of crucial signifi
� Jnce: namely, the theme of "horns." Panurge wants to marry but 
::t decides against it, afraid of being "horned." Almost half of the 
:'ook !beginning with ch. 7 )  is devoted to Panurge's discourse on 
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marriage: he consults with his friends, makes prophecies on the 
basis of Virgil, reads dreams, holds conversations with the Pan
zaust Sibyl, consults first a deafmute, then the dying poet Ra
minogrobis, then Herr Trippa [Agrippa Nettesgeimski], then the 
Theologian Hippothadeus, the Physician Rondibilis, the Philoso
pher Wordspinner, the Fool of Triboulet. The theme of horns and 
the fidelity of wives figures in to all these episodes, conversations 
and discourses-a theme that in its turn draws in to the story, 
via a thematic or a verbal similarity, the most varied themes 
and motifs from the sexual series; for example, the discussion of 
male potency and of the perpetual arousability of women in the 
speeches of the Physician Rondibilis, or the survey of ancient 
mythology in connection with the bestowing of horns and the 
fidelity of women (ch. 3 1  and 12. of the third book) . 

The fourth book of the novel is organized as a journey of the 
Pantagruelists to the "oracle of the Sacred Bottle," which was to 
put to rest, once and for all, Panurge's doubts about marriage and 
horns (although it is true that the "theme of horns" in itself is 
almost completely absent from the fourth book). 

, The sexual series functions, as do all the abovementioned se
ries, to destroy the established hierarchy of values via the crea
tion of new matrices of words, objects and phenomena. He re
structures the picture of the world, materializes it and fleshes it 
out. The traditional image of the human being in literature is also 
re-structured in a radical way; moreover, it is re-structured in a 
way that benefits the "unofficial" and extraverbal areas of his life. 
The whole man is brought out on the surface and into the light, 
by means of the word, in all the events of his life. But throughout 
all this the human being is not deheroicized or debased at all, nor 
does he in any sense become a man of "low life." We might say 
rather that in Rabelais there is a heroization of all the functions of 
the life of the body, of eating, drinking, defecating and sexual ac
tivity. The very hyperbolization of these acts contributes to their 
heroization; they lose their commonplace quality, their everyday 
and naturalistic coloration. We will in what follows return again 
to this question of Rabelais' "naturalism." 

The sexual series has its positive pole as well. The coarse de
bauchery of medieval man was but the reverse side of the ascetic 
ideal that had denigrated sexuality. Its harmonious integration is 
illustrated in Rabelais by the Abbey of Theleme. 

The four series selected by us do not exhaust all the "materi· 
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alizing" series of the novel. We have chosen only the dominant 
series, those that give the work its basic tone. One might also iso
late a clothing series, which is worked out by Rabelais most me
ticulously. Special attention is paid here to the codpiece (that part 
of the clothing that covers the male sexual organ), which con
nects this series with the sexual series. And one might also iso
late a series of objects from everyday life, or of household objects 
or a zoological series. All these series, gravitating toward the 
human being as "bod�" carry out the same functions: a dis
unification of what had been traditionally linked and a bringing 
together of what had been hierarchically disunified and distant, 
serving to bring about, therefore, the materialization of the 
world. 

Having dealt with these "materializing" series, let us pass on to 
the final series, which has a different function in the novel: the 
series of death. 

At first glance it might seem that Rabelais' novel does not have 
anything like a death series. The problem of individual death and 
the intensity this problem usually has are presented as something 
absolutely foreign to Rabelais' healthy, whole and virile world. 
And this impression is absolutely correct. But in that hierarchical 
picture of the world that Rabelais destroyed, death had occupied a 
commanding place. Death robbed life on earth of its value, con
sidering it perishable and transitory; death deprived life of any in
dependent value, turning it into a mere service mechanism work
ing toward the future eternal fate of the soul beyond the grave. 
Death was not perceived as an inevitable aspect of life itself, 
beyond which life triumphed again and continued (life, taken in 
either its essential collective or historical aspect), but was per
ceived rather as a limiting phenomenon, one lying on the fixed 
boundary between that perishable temporary world and eternal 
life, like a door opening out on another, transcendental, world. 
Death was, therefore, conceived not as part of an all-encompass
ing temporal sequence but rather as something on the boundary 
of time, not in a life series but at the edge of that series. Rabelais, • 
in destroying the old hierarchical picture of the world and in put-·
ting a new one in its place, was obliged to re-evaluate death asi 
well, to put it in its own place in the real world and, most impor-· 
tantly, to portray it as an unavoidable aspect of life itself, to por
tray it in the all-encompassing temporal series of life that always� 
marches forward and does not collide with death along the wa� 
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nor disappear into the abyss of the world beyond, but remains en
tirely here, in this time and space, under this sun; and Rabelais 
must portray, B.n.ally, a death that-even in this world-is not an 
absolute end for anyone, or any thing. This means he must por
tray the material aspect of death within the triumphant life series 
that always encompasses it (without, of course, any poetic pa
thos, which is deeply alien to Rabelais)-while at the same time 
portraying it as something that occurs "just in passing," without 
ever overemphasizing its importance. 

The death series-with a few exceptions-appears in Rabelais 
on a grotesque and clownish plane; it intersects with the eating 
and drinking series, with the defecation series, with the anatomi
cal series. On the same plane there are disquisitions on the ques
tion of a world beyond the grave. 

We are already familiar with examples of death in the grotesque 
anatomical series. A detailed anatomical analysis of a fatal blow 
is given; the p)lysiological inevitability of death is demonstrated. 
In this instance death is presented as a naked anatomical and 
physiological fact, in all its clarity and precision. All the descrip
tions of death in battle are of this type. Here, death is seen as if it 
were part of the impersonal anatomical-physiological series of 
the human body, and always in dynamic conflict. The general 
tone is grotesque, sometimes highlighting one or another of the 
comic aspects of death. 

Thus, we have, for example, the description of Tripet's death 
(book I, ch. 3 5 ) : 

Turning around quickly, he [Gymnaste-M.B.] threw himself on Tripet, 
and gave a flying thrust with the sharp of his sword, and, as the captain 
covered the upper part of his body, sliced him through the stomach, the 
colon, and half the liver with one blow, so that he fell to the ground, and 
falling emptied out more than four potfuls of soup, and mingled with the 
soup, his soul. 

Here the anatomical-physiological image of death is introduced 
into a dynamic picture of the battle between two human bodies, 
and the image that results is a death in direct relationship with 
food: "he emptied out his soul which had been mingled with his 
soup." 

We have cited above a sufficient number of examples of the an
atomical image of death in battle (the massacre of the enemy in 
the monastic vineyard, the murder of the guard, etc. ) .  All these 
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images are analogous, and all present death as an anatomical
physiological fact in an impersonal series constituted by the liv
ing and struggling human body. Here death does not interfere 
with the uninterrupted series comprising the struggling human 
life; rather, it appears as merely one aspect of this life; it does not 
violate the logic of this life, and is made out of the same stuff as 
life itself. 

In the defecation series, death has a different, grotesquely 
clownish character, one involving no anatomical-physiological 
analysis. Thus, Gargantua drowns in his urine ".2.60,418 persons 
. . .  not counting women and children." Here this "mass destruc
tion" is presented not only as something directly grotesque, but 
also as a parody on dry accounts of natural disasters, suppressed 
uprisings, religious wars (from the point of view of these official 
accounts, human life isn't worth a cent). The description of the 
enemy drowned in the urine of Gargantua's mare is downright 
grotesque. The image here is very detailed. Gargantua's compan
ions must make their way across a stream made of urine, across 
the piled-up corpses of drowned men. Everyone gets across suc
cessfully (book I, ch. 36 ), 

with the exception of Eudemon, whose horse had plunged its right leg 
knee-deep into the belly of a blubbery fat good-for-nothing who had 
drowned on his back, and the horse could not pull its leg out and, there
fore, stayed stuck there until Gargantua shoved the ·rest of the scoun
drel's giblets into the water with his staH, and then the horse pulled out 
her leg and (by what miracle of veterinary science! )  was cured of a tumor 
on that leg, through contact with that fat oaf's guts. 

What is characteristic here is not only the image of death-in
urine, or the tone and style of the description of the corpse ("bel
ly," "guts," "giblets," "blubbery fat good-for-nothing," "scoun
drel," "fat oaf "), but also the healing of the leg through contact 
with the innards of a corpse. Analogous cases are very widespread 
in folklore; they are based on one of the general folkloric assump
tions concerning the generative power of death and of the fresh 
corpse (a  wound is a womb) and the idea of healing the death of 
one by the death of another. Here we have the folkloric nexus of 
death with new life-albeit extraordinarily weakened, of course, 
to the point of a grotesque image: the healing of a horse's leg 
through contact with the innards of a blubbery corpse. But the 
peculiar folkloric logic of this image is clear. 
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We will mention another example, the intersection of the 
death series with the defecation series. When the inhabitants of 
the "Isle of the Winds" die, their souls pass out of their bodies 
along with their wind (in the case of the males )  and with gas (in 
the case of the females ) through the "rear passage." 13 

In all these examples of the grotesque (clownish) portrayal of 
death, the image of death itself takes on humorous aspects: death 
is inseparable from laughter (while, however, not being associ
ated with it in a series of objects ) .  And in the majority of cases 
Rabelais portrays death with an inclination to laugh about it; he 
portrays cheerful deaths. 

We get a comic portrayal of death in the episode of "Panurge's 
Herd." Desiring to avenge himself on the merchant who had di
rected him to a ship full of sheep, Panurge buys the bellwether 
and tosses it into the sea; all the remaining sheep rush into the 
sea after the bellwether; the merchant and his herdsmen throw 
themselves after the sheep in an attempt to hold them back, and 
they are themselves impelled into the sea (book 4, ch. 8 ) :  

Panmge stood beside the galley with an oar in his hand, not to  help the 
herdsmen but to prevent them from somehow clambering aboard and 
thus escaping their death, and all the while preached to them eloquendy 
. . .  with rhetorical flourishes about the miseries of this world and the 
blessings of the next, affirming that those who had passed on to that 
place were happier than those who lived on in this vale of tears . . . .  

The comic element in this death situation is provided by Pan· 
urge's accompanying sermon. The entire situation is a wicked 
parody on the conception of life and death as it was perceived by 
the medieval transcendental world view. In another instance, 
Rabelais tells the story of monks who, instead of giving immedi
ate aid to a drowning man, first felt compelled to advise him 
about his eternal soul and to confess him, during which time he 
sank to the bottom. 

· 

In keeping with this spirit of violation-by-parody of medieval 
assumptions about the soul and the world beyond the grave, we 
are offered the cheerful image of Epistemon's temporary visit to 
the Kingdom of the Dead (we have already touched on this epi
sode above) .  Here would belong as well the grotesque discourses 

13 .  In another place Pantagruel generates little men out of his winds, and 
little women out of his gas (book 2., ch. 2.7) .  The heart in these mannikins is 
close to their rear passage, and therefore they are hot-tempered. 
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on the gustatory qualities and gastronomic value of the souls of 
the newly dead, about which we have already spoken. 

We must keep in mind the cheerful representation of death in 
the eating series, in the story of Panurge and his misadventures in 
Turkey. Here we are given the externalized comic situating of 
death, which is at the same time in direct relation with food 
(roasting on the spit and impaling on the spit). The entire episode 
of the half-roasted Panurge's miraculous salvation ends with an 
encomium to the roast meat on a spit. 

Death and laughter, death and food, death and drink are fre
quently brought together in Rabelais. Everywhere the setting for 
death is a cheerful one. In chapter 17 of the fourth book we get 
a whole series of surprising and, more often than not, comic 
deaths. Here the story is told of the death of Anacreon, who suffo
cated on a grape seed (Anacreon-wine-grape seed-death). The 
praetor Fabius died from a goat's-:hair that had fallen into a glass 
of milk. One man died from holding back the gas in his stomach, 
which he was embarrassed to release in the presence of the Em
peror Claudius and so forth. 

If in the above instances it was the external situation that made 
death laughable, then the death of the duke of Clarence (the 
brother of Edward IV) was a cheerful death even for the dying man 
himself; sentenced to death, he himself was offered the choice of 
his means of execution: "And he chose death by drowning in a 
barrel of malmsey!" (book 4, ch. 3 3 ) . Here a cheerful death is di
rectly ass!)ciated with wine. 

The "cheerfully dying man" as a type is illustrated by Rabelais 
in the figure of the poet Raminagrobis. When Panurge and his 
traveling companions visited the dying poet, he was already in his 
death agony, but "he was cheerful in his looks, his face was bright 
and his eyes clear" (book 3, ch. 2.1 ) . 

In all these instances of a cheerful death there is laughter in the 
tone, in the style and in the form of portraying death. But laugh
ter also enters the death series in a direct verbal- and object-asso
ciation with death: in two places in his book, Rabelais lists a se
ries of deaths from laughing. In chapter 2.0 of the first book, 
Rabelais mentions Crassus, who died laughing at the sight of an 
ass swallowing a red thistle, and Philemon, who also died laugh
ing at the sight of an ass, this one gobbling down figs. In chapter 
I7 of the fourth book, Rabelais mentions the artist Zeuxis, who 
died laughing as he looked at the portrait of an old woman he had 
just finished painting. 



(198] F O RMS OF TIME AND CHRO N O T O P E  IN THE NOVEL 

I Finally, death is presented in close relationship with the birth 
of new life and-simultaneously-with laughter. 

When Pantagruel is born he is so huge and heavy that he could 
not appear in this world without suffocating his mother (book 2, 
ch. 2) .  The mother of the newborn Pantagruel dies, and his father 
Gargantua finds himself in a difficult situation: he does not know 
whether to weep or to laugh. "The doubt which so troubled his 
reason was due to not knowing whether he should weep of grief 
on account of his wife, or laugh with delight at the sight of his 

"l son." He was not able to resolve his doubt and as a result both 
wept and laughed. Remembering his wife, "Gargantua bellowed 
like a cow. And then he suddenly began to laugh like a calf, re
membering Pantagruel" (book 2, ch. 3 ). \ The nature of Rabelaisian laughter is revealed in its full vivid
ness in the death series, at the points of intersection of this series 
!with the eating, drinking and sexual series and in its direct asso
.ciation of death with the birth of new life. Here are revealed the 
authentic sources and traditions of this laughter; the application 
of this laughter to the whole wide world of sociohistorical life 
("the epic of laughter"), to an epoch, or more precisely to the 
boundary line between two epochs, exposing its perspectives and 
its subsequent historical generative force. 

The "cheerful death" of Rabelais not only coincides with a high 
value placed on life and with a responsibility to fight to the end 
for this life-but it is in itself an expression of this high evalua
tion, an expression of the life force that eternally triumphs over 
any death. In the Rabelaisian image of the cheerful death there is 
not, of course, anything decadent; there is no striving toward 
death, no romanticizing death. In Rabelais, the death· theme it
self, as we have already said, is in no way foregrounded, in no way 
emphasized. Of enormous importance in the working-out of this 
theme is the sober and clear anatomical and physiological aspect \ of death. And laughter in Rabelais is certainly not set in opposi

. tion to the horror of death: this horror is · missing entirely, and 
consequently there can be no sharp contrast. 

We find this tight matrix of death with laughter, with food, 
with drink, with sexual indecencies in other representative fig
ures of the Renaissance as well: in Boccaccio (in the framing story 
itself, and in the material of the separate stories), in Pulci (the 
description of deaths and of paradise during the Battle of Ron
cevalles); in Margutte (a prototype for Panurge, who dies of laugh-
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ter) and in Shakespeare (in the Falstaff scenes, the cheerful grave
diggers in Hamlet, the cheerful drunk porter in Macbeth). The 
similarity among these scenes can be explained by the unity of 
the epoch and by the shared nature of sources and traditions; the 
differences are in the breadth and fullness with which these ma
trices are developed. 

In the subsequent history of literary development, these ma- 1 
trices continue to live with great vigor, in Romanticism and then �· 
in Symbolism (we are passing over the intervening stages); but in 
those contexts their character is utterly different. The wholeness 
of a triumphant life, a whole that embraces death, and laughter, 
and food and sexual activity, is lost. Life and death are perceived 
solely within the limits of the sealed-off individual life (where life 
is unrepeatable, and death an irremediable end), and, therefore, 
within the limits of life taken in its internal and subjective as
pect. Thus, in the artistic imagery of the Romantics and the Sym
bolists, these matrices are transformed into sharp, static con
trasts and oxymorons that are either not resolved at all (since 
there is no all-encompassing, larger real "whole") or resolved on 
the plane of mysticism. It suffices to mention those phenomena 
that are externally more or less similar to the Rabelaisian ma
trices. There is a short story by Edgar Allan Poe set in the Renais
sance called "The Cask of Amontillado." The hero kills his rival 
during a cOinival, the man is drunk and dressed in a clown's cos
tume with little bells on it. The hero persuades his rival to go 
with him into his wine cellar (the catacombs) in order to deter
mine the authenticity of a cask of Amontillado that he had 
bought; here, in the cellar, the hero walls his rival up alive in a 
niche, and the last thing he heOis is laughter and the tinkling of 
the clown 's bells. 

This entire short story is structured on sharp· and completely 
static contrasts: the gay and brightly lit carnival/the gloomy cata
combs; the merry clown's costume of the rival/the terrible death 
awaiting him; the cask of Amontillado and the gay ringing of the 
clown's bells/the horror at impending death felt by the man 
being immured alive; the terrifying and treacherous murder/the 
calm, matter-of-fact and dry tone of the protagonist-narrator. At 
the heart of the story lies a very ancient and time-honored com
plex (matrix) : death-the fool's mask (laughter-wine-the gai
ety of the carnival [carra navalis Bacchus] )-the grave (the cata
combs).  But the golden key to this complex has been lost: there 
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is no all-encompassing whole of triumphant life, there remain 
only the denuded, sterile and, therefore, oppressive contrasts. Of 
course, behind these contrasts there is felt a dark dim forgotten 
kinship, a long series of reminders of artistic images in world lit
erature in which these very elements were fused together-but 
this remains a dim sensation, and these reminders aHect only the 
narrowly aesthetic impression that one gets from the story as a 
whole. 

At the heart of the familiar story "The Masque of the Red 
Death" there lies a Boccaccian matrix: the plague !death, the 
grave)-a holiday !gaiety, laughter, wine, eroticism) . But here this 
matrix also turns out to be a naked contrast creating a tragic, in 
no sense Boccaccian atmosphere. In Boccaccio the all-embracing 
whole of life !not, of course, a narrowly biological life), life tri
umphant and moving ever forward, reduces the force of the con
trasts. In Poe these contrasts are static and the dominant of the 
entire image is, therefore, oriented toward death. We see the same 
thing in the story "King Pest" !drunken soldiers feasting in a 
plague-infested quarter of a port city), although here the wine and 
drunken revelry of the healthy body in the plot [sfuzhet] lbut 
only in the plot) insures a victory over the plague and over the 
phantoms of death. 

We are again reminded of the Rabelaisian motifs in the father of 
Symbolism and "Decadence," Baudelaire. In his poem "Le Mort 
joyeux" lcf. the concluding gesture to the worms: "Voyez venir a 
vous un mort libre et joyeux") and in the poem "Le Voyage" Ia 
summoning of death, the "vieux capitaine" in the final stanzas!. 
and finally in the cycle "La Mort" we notice the same indications 
of decline of the complex I an association that was never very fulJ' 
and the same orientation of the dominant toward death I the influ· 
ence of Villonism and "the school of nightmares and horrors." ' "  
Here death, as is always the case with the Romantics and the 
Symbolists, ceases to be an aspect of life itself and becomes again 
a phenomenon on the border between my life here-and-now and J 

potential other kind of life. The whole problematic is concen .. 
trated within the limits of the individual and sealed-off prr•· 
gression of a single life. 

14. Cf. analogous instances in Navalis (the eroticizing of the whole �;ur:-. 
plex, especially in the poem on the Eucharist!, in Hugo (Notre Damr 
Parisi; the Rabelaisian tone in Rimbaud, Lafargue. 
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But let us get back to Rabelais. In his work the death series has 
an affirmative pole as well, where the theme of death is discussed 
with almost no trace of the grotesque. We have in mind those 
chapters devoted to the death of heroes and of the Great Pan, and 
the celebrated missive of the old Gargantua to his son. 

In the chapters on the death of heroes and the Great Pan !book 
4, ch. 26, 2 7 and 28 ), Rabelais, relying on ancient material, reports 
with almost no trace of the grotesque the special situation sur
rounding the death of heroes, whose life and death was not with
out meaning to mankind. The death of high-born and heroic men 
is often accompanied by special natural phenomena that reflect 
the historical dislocation: storms rage, comets, falling stars ap
pear in the sky (ch. 27 ) :  

The heavens tacitly tell us, by means of the airborne ethereal signs of the 
comets: "Mortal men, if you wish to learn from the dying something 
concerning public prosperity or profit-call upon the dying as speedily as 
possible and obtain an answer from them. If you let this moment pass, 
your regrets will be in vain! "  

And in another place I ch. 26 ) :  

While a torch or candle i s  alive and burning it shines on all those near it, it 
lights up its surroundings, offers its help and its brilliance to all and does 
no harm nor displeasure to anyone-but the moment it is extinguished it 
poisons the air with its smoke and vapor, and offends and displeases every
one near it; it is the same with such noble and famous souls. As long as 
they inhabit their bodies, their presence brings peace, pleasure, profit and 
l:tonor. But at the hour of their decease, the isles and the mainland are 
habitually disturbed by mighty commotions: shuddering and darkness, 
thunder and hail; the earth trembles and quakes, storms and hurricanes 
start up over the seas, complaints and distress rise up among the people, 
religions change, kingdoms fall, states are overthrown. 

From the examples cited above it is clear that in Rabelais the 
Jeaths of heroes occur in an utterly different tone and style: in 
place of a grotesque fantastic we have a heroizing fantastic, partly 
m the spirit of a popular epic, which in its basics provides for a 
tune and style corresponding to ancient sources lin his retelling, 
Rabelais adheres to these rather closely). All this bears witness to 
Rabelais' high evaluation of historical heroism. It is character
: �tic that those phenomena with which nature and the histori
cal world react to the death of heroes-although they "contradict 
.;lj the rules of nature"-are by themselves completely natural 
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( storms, comets, earthquakes, revolutions) and they occur in the 
same external world that was the scene for the life and activity of 
the heroes. This resonance is epically heroicized; nature also par
ticipates in it. Even in this instance Rabelais represents death not 
in the progression of the individual life (sealed-off and sufficient 
unto itself ), but rather death in the historical world, as a phenom
enon of sociohistorical life. 

The death of Great Pan is told (or more precisely retold, from 
Plutarch) in such tones. In his retelling Pantagruel transfers 
events connected with this death to the death of "the great savior 
of the faithful," but at the same time includes in his image purely 
pantheistic content (ch. 28) .  

The aim of all three chapters is to demonstrate historical he
roes as a major and irradicable trace in a single, real world-the 
world of nature and history. These chapters do not conclude in 
the manner we have learned to expect from Rabelais. After the 
conclusion of Pantagruel's speech, a great silence falls. 

A little later we noticed how tears fell from his eyes, big ones, like the 
eggs of ostriches. 

Strike me dead, 0 Lord, if I have uttered one word of untruth. 

The grotesque overtones are here combined with a seriousness 
that is extremely rare for Rabelais (concerning Rabelais' serious· 
ness we shall have something to say later) .  

Gargantua's letter to Pantagruel, which occupies chapter 8 of 
the second book, is important not only for the death series bur 
also for the entire affirming (neither grotesque nor critical) pole of 
Rabelais' novel. In this regard it is similar to the episode on the 
Abbey of Theleme. In what follows we will, therefore, return to it 
(as well as to the Abbey of Theleme) .  Here we shall touch only on 
those parts that are relevant to the motif of death. 

We see developed here the theme of the continuation of the 
race, of generations and of history. Despite the admixture of canon
ical Catholic tendencies, inevitable under the conditions of thl 
time, a doctrine nevertheless emerges that contradicts these-
the doctrine of the biological and historical immortaiity of mar: 
(the biological and historical do not of course contradict eat :: 
other), the immortality of the seed, the name and the act. 

Among the gifts, graces and prerogatives with which the Creator. c, . �  
Almighty, endowed and embellished human nature in the beginning. '" ' 
seems to  me to  be  especially wonderful; that is, the one by which we c.;: :  
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in thi s  mortal state, acquire a kin d  o f  immortality and, in the course of 
this transitory earthly life, perpetuate our name and seed. This we ac
complish through descendents sprung from us in lawful marriage. 

Thus begins Gargantua's missive. 

Thanks to this propagation of seed, there lives on in
. 
the children what 

bad perished in the parents, and in the grandchildren what had perished 
in the children . . . .  Not without just and equitable cause, therefore, do I 
offer thanks to God, my Preserver, for permitting me to see my decrepi
tude and old age blossom afresh in your youth; and when, at the will of 
Him who rules and measures all things, my soul shall quit this mortal 
habitation-not all of me will die, but I shall only pass from one place to 
another, since in you and by you I shall remain in visible form here in 
this world of the living, visiting in society with men of honor and with 
my good friends, as I have been accustomed to do. 

In spite of the worshipful turns of phrase characterizing almost 
all the opening and closing paragraphs of the letter, the letter it
self develops the idea of a different kind of immortality, one that 
is earthly, relative, deliberately and comprehensively opposed to 
the Christian doctrine of the immortality of souls. In no way does 
Rabelais posit the possibility of a static immortality of some aged 
soul that has emerged from the decrepit body in some transcen
dental realm where it is denied any further earthly growth or de
velopment. Gargantua wants to see himself,- his old age and 
decrepitude blossom forth again in the fresh youth of his son, 
grandson and great-grandson; what for him is precious is his own 
visible earthly image, whose features are preserved in his de
scendents. In the person of his descendents he wishes to remain 
· ·in the world of the living," it is in his descendents that he wishes 
to circulate among good friends. What matters here is precisely 
the possibility of immortalizing the earthly on the earth, and the 
preservation of all the earthy values of life-a fine physical ap
pearance, blooming youth, good friends and, most important of 
all, a continuation of physical growth, of development and of the 
!urther perfection of the individual. Least of all does he posit an 
::nmortality that one might achieve at any particular point of 
Jevelopment. 

We must emphasize one more feature: for Gargantua (Rabe
: atsl. it is not at all important to immortalize one's own "I," one's 
,df as a biological specimen, one's own selfhood, whatever val
�-!)  may attach to. it : what matters to him is the "immortalizing" 
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(or more precisely, the further growth) of his best desires and 
strivings: 

And thus if the qualities of my soul did not abide in you as does my 
bodily form, men would not consider you the guardian and treasure
house of the immortality of our name, in which case my pleasure would 
be much reduced. For I would see that my lesser part had persisted, that 
is, my flesh, while the better part, which is the soul, by which our name 
continues to be blessed among men, that part would have degenerated 
and become, as it were, bastardized. 

Rabelais connects the growth of generations with the growth of 
culture, and with the growth of the historical development of 
mankind as well. The son will continue the father, the grandson 
the son-and on a higher level of cultural development. Gargan
tua makes reference to a great revolution that had occurred dur
ing his lifetime: "In my age dignity and enlightenment were 
restored to the sciences, and such a change has taken place that 
I should scarcely be accepted in the first grade of the lowest 
school-I, who in my ripe years was reputed (not without some 
justification) to be the most learned man of the age." And some
what further: "I find that nowadays robbers, hangmen, freeboot
ers and grooms are better educated than the doctors and preach
ers were in my time." 

This kind of growth-where the most learned man of one ep
och does not qualify for the first grade of the lowest school in the 
following (contiguous) epoch-is welcomed by Gargantua; he 
does not envy his descendents, who will be better than he merely 
because they were born later than he. In the person of his de
scendents, in the person of other men (of the human race, his 
race) he will participate in this growth. Death begins nothing de
cisive, and ends nothing decisive, in the collective and historical 
world of human life. 

As we will see, the same ·constellation of problems arises in 
particularly acute form in the eighteenth century in Germany. 
The problem of a personal individual perfection and "becoming" 
of a man, of the perfection (and growth) of the human race, of 
earthly immortality, of the education [ vospitanie] of the human 
race, of rejuvenating culture through the youth of a new genera
tion-all these problems will arise in conjunction with each 
other. They inevitably lead to a more profound conceptualization 
of the problem of historical time. Three basic attempts at a reso
lution of these problems (which are interdependent) emerged: 
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Lessing's IErziehung des Menschengeschlechts),ii Herder's lAuch 
eine Philosophie der Geschichte zur Bildung der Menschheit)kk 
and :6nally Goethe's distinctive variant lparticularly in Wilhelm 
Meister). 

All the series selected by us above serve in Rabelais to destroy 
the old picture of the world that had been formed in a dying ep
och, and to create a new picture, at whose center we . have the 
whole man, both body and soul. In the process of destroying the 
traditional matrices of objects, phenomena, ideas and words, 
Rabelais puts together new and more authentic matrices and 
links that correspond to 11nature," and that link up all aspects of 
the world by means of the most marvelous grotesque and fantas
tic images and combinations of images. In this complex and con
tradictory lproductively contradictory) flow of images, Rabelais 
brings about a restoration of the most ancient object-associa
tions; this flow enters one of the most fundamental channels of 
literary thematics .  Along this channel flows a full-bodied stream 
of images, motifs, plots, fed by the springs of pre-class folklore. 
The direct association of eating, drinking, death, copulation, 
laughter lthe clown) and birth in one image, in one motif and in 
one plot is the exterior index of this current of literary thematics. 
The elements themselves that make up the whole image, motif 
or plot-as well as the artistic and ideological functions of the en
tire matrix taken as a whole at various stages of development
both change drastically. Beneath this matrix, which serves as the 
exterior index, there is hidden a specific form for experiencing 
time and a specific relationship between time and the spatial 
world, that is, there is hidden a specific chronotope. 

Rabelais' task is to gather together on a new material base a 
world that, due to the dissolution of the medieval world view, is 
disintegrating. The medieval wholeness and roundedness of the 
world las it was still alive in Dante's synthesizing work) had been 
destroyed. There was d.estroyed as well the medieyal cgpception 
of history-the Creation of the World, the Fall from Grace, ths;.. 

jj. Die Erziehung des Menschengeschlechts ( 1780) is Lessing's ( 17.2.9-1781 )  
last work. It is  only 100 paragraphs long. It is  a testimonial to  Lessing's belief 
in mankind's endless progtess. 

kk. Herder (1744-1803 ), Auch eine Philosophie der Geschichte zur Bild
ung der Menschheit (177 4}, an attack on an overweening rationality in the 
study of history, specifically opposing ideas of the French Enlightenment. 
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VIII. The Folkloric Bases of the Rabelaisian Chronotope 

The basic forms of this productive and generative time can be 
traced back to a pre-class, agricultural stage in the development 
of human society. The preceding stages were poorly suited to the 
development of a differential feeling for time, and for its reflec
tion in ceremonies and in linguistic images. A powerfully and 
sharply differentiated feeling for time could arise only on a collec
tive, work-oriented agricultural base. Here was first constituted 
that feeling for time that had at its heart a taking-apart and put
ting-together of social everyday time, the time of holidays and 
ceremonies connected with the agricultural labor cycle, with the 
seasons of the year, the periods of the day, the stages in the 
growth of plants;md cattle. And here we get, in the oldest motifs 
and plots, a refltction of such a time consolidated in language for 
the first time, a reflection of the temporal relationships of growth 
to the temporal contiguity of phenomena having widely differing 
characteristics (associations based on the unity of time). 

What, then, are the distinctive features of this form of time? 
.:Thi§.!im�j.J!_�gl!s�.t.Y��Jb.m� }�.iU�teJ¥J.!�d and measured 

ori.ly by we_events of ,gJl,c.tiE,e life; evemhing thjlt exists in this 
time exists solely for the collective. The pro ession of events in 

een 1so ate e interior time of an 

1 5 .  K. Marx and F. Engels, Works [Socinenija, vol. 2.0, p. 346, in Russian, 
no publication data given]. 
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individual life does not yet exist, the individuum lives com
pletcly on. thc;_�g�1.Wli1ffii..:�w�). Bofli'li'60r�ana 
tile consumin_g of �.&� are collective. -... 

This is the time of laboL'Trveryiraf'life and consumption are 
isolated fm._m ffi{T@.ljD.tJWd.:�!t!imr m.�s m�:_sifre'tl 
by l�bor s.ve:Jilt�Z..!the pha�tf§...Ri..!�uJ.!.!!!.� ]!"!?.�!. ��. ��ir su'6"mesl. This sense ... o{!iJn�QU:sjt§�lf..Qpt,,!p.p.£'2l!e�tiy�
!£ of labor agamat uatm.�. Th.e..ll��f.,cQ!Jss:..t!x� ����� bip:h to this new_J��2L���t.!l:�.£B�!.�� practic� serve 
to diHerentiate and.!.ct�!lP�.IDfJ1.&9.f� .• 

{This is the time of productive growth. It is a time of growth, 
blossoming, fruit-bearing, ripening, fruitful increase, issue. The 
passage of time does not destroy or diminish but rather multiplies 
and increases the quantity of valuable things; where there was 
but one seed sown, many stalks of grain appear; the new issue al
ways eclipses the passing away of individual specimens. And 
these single items that perish are neither individualized nor iso
lated; they are lost in the whole growing and multiplying mass of 
new lives. Perishing and death are perceived as a sowing, after 
which follows increase and harvest, multiplying that which had 
been sown. The passage of time marks not only a quantitative but 
also a qualitative growth-a movement toward flowering and 
ripening. Insofar as individuality is not isolated, such things as 
old age, decay and death can be nothing more than aspects subor
dinated to growth and increase, the necessary ingredients of gen
erative growth. Their negative side, their purely destructive and 
finalizing nature comes out only on the purely individual plane. 
Generative time is a pregnant time, a fruit-bearing time, a birth
� time and a time that conceives again} 

lThis is a time maximally tensed towara the future. It is a time 
when collective labor concerns itself for the future: men sow for 
the future, gather in the harvest for the future, mate and copulate 
for the sake of the future. All labor processes are aimed forward. 
Consumption (that process most tending toward stasis, toward 
the present) is not separated from productive labor, it is not op
posed to labor as the self-contained, isolated pleasure that comes 
from consuming the product. Generally speaking there is as yet 
no precise diHerentiation of tiiiieinto a present, a past"lmd a fu
tUre (which presumes an essential individuality as a point of de
parture).  This time is characterized by r general striving ahead (in 
the labor act, iii. movement, in action)� 
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\This time is profoundly spatial and concrete. It is not sepa
rated from the earth or from nature. It, as well as the entire life of 
the human being, is all on the surface. The agricultural life of 
men and the life of nature (of the earth) are measured by one and 
the same scale, by the same events; they have the same intervals, 
inseparable from each other, present as one (indivisible! act of la
bor and consciousness. Human life and nature are perceived in 
the same categories. The seasons of the year, ages, nights and 
days (and their subcategories), copulation (marriage), pregnancy, 
ripening, old age and death: all these categorical images serve 
equally well to plot the course of an individual life and the life of 
nature (in its agricultural aspect) .  All these images are profoundly 
chronotopic. Time here is sunk deeply in the earth, implanted in 
it and ripening in it. Time in its course binds together the earth 
and the laboring hand of man; man creates this course, perceives 
it, smells it (the changing odors of growth and ripening), sees it. 
Such time is fleshed-out, irreversible (within the limits of the cy
cle), realistic} 

Such a tim:e is unified in an unmediated way. However, this im
minent unity becomes apparent only in the light of later percep
tions of time in literature (and in ideology in general), when the 
time of personal, everyday family occasions had already been in
dividualized and separated out from the time of the collective his
torical life of the social whole, at a time when there emerged one 
scale for measuring the events of a personal life and another for 
measuring the events of history I these were 'Experienced on vari
ous levels) .  Although in the abstract time'>Jemained unified, 
when it was appropriated for the making of plots it bifurcated. 
There were not many personal plots to choose from, and these 
could not be transferred into the life of the social whole (the state, 
the nation); the plots (occasions! of history became something 
specifically separate from the plots of personal life (love, mar
riage); they intersected only at certain specific points (war, the 
marriage of a king, crime), and took off from these points in a 
multitude of different directions (as in the double plot of histor
ical novels :  on the one hand historical events, and on the other 
the life of the historical personage as a private individual) .  The 
motifs created in the unified time of pre-class folklore were for 
the most part incorporated into the pool of plots available for per
sonal life-of course only after undergoing thorough reinter
pretation and re-grouping, re-placement. But even so, they still 
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preserved their real, albeit extremely fragmented, appearance. 
These motifs could be incorporated into historical plots only par
tially, and even then only in a completely sublimated, symbolic 
form(In the era of developing capitalism, the life of society and 
the s�ate becomes abstract and almost plotless) 

Only against the background of this later bifurcation of time 
and plotting can we see the measuring of the imminent unity of 
folkloric time. Individual life-sequences have not yet been made 
distinct, the private sphere does not exist, there are no private 
lives. Life is one, and it is all thoroughly "historicized" (to use a 
later category); food, drink, copulation, birth and death are not as
pects of a personal life but are a common affair; they are "histor
icized," they are indissolubly linked with communal labor, with 
the battle against nature, with war: as such they find expression 
and are represented in the same categorical images. t9!is t!_:g_1e attr!\£tUY.�...& ipj:,Q...i!§..,prJ2it; it_ \Y'iJl g.q,t J2e,p�it 
any unmoving or static setting. All objects-the sun, the stars, 
t1le _e�t!i.t_§e sea ana so foitfi.=:.arepresent tOm�� ,W)f�t� 
Offil�ixW.ualper�.E-ttm!i���r.!!.§.JlbW.s.t§..Qf fa
Su'al day;4!���, but exclusiveli as Rar.! gf!!lf ��llective proGs;ss .  
of labor apd tJi&; battle apinst nature. Q!Y:Y.:.i!t�l:Jch .. !!£t.�Yi,qe§,g.Q..�.s 
�.SI!�!!!lter these ob}ectsl.. andiiil� throughllle m!sm QU8,� 
activiti.a._� he �erceive ana come to know them. (Such con
SSrowJr.s.s..iiJiioi!i realistl,S_ o�'(l"'f;roiouilclt'liiilwOiiTd 
be pOS.§.iJili:jn_\YJ!.eStrict�E.<?et�{!erce_R@ll\1t OD�t,[�S 
��.!£�c!iP�J!fe�tt !h_��£2!p.t;.,l.!y_ip.g EartiCifants in_�e 
events of life. They take part in the plot and are not contrastea 
With its actions as a mere "background" for them. In later and al
ready literary stages in the development of images and plots, 
there is a decline of material available for narrative events as well 
as for their setting: the natural landscape, the unchanging arma
ture of the sociopolitical structure, the ethical hierarchy and so 
forth-it makes no difference whether this setting is perceived as 
always unmoving and unchanging, or unchanging only as regards 
the given narrative movement. In later literary development 
the power of time and consequently of narratability is always 
restricted) 

All the eculiarities that we have pointed out s · 

to e ositive features in o one time. But a final feature of this 
time lon_whic we wi 1 now ause), .:i.!� cyclicit f 
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time. The mark of c clic · conse uentl of c clical re
petitiveness is im rinted on all events occurrin in is e of 
�Time's c cle. Fgr this rea
son even go!th 5W�a not achiz � autbeptic�becoming." 

Suci;: are e basic distinctive features of that experience of 
time that was formed in the pre-class agricultural stage in the de
velopment of human society. 

Our characterization of folkloric time has been presented, of 
course, against the background of our contemporary perception of 
time. We do not posit such a perception as a fact of primitive 
man's consciousness; rather, we are attempting to adduce it on 
the basis of objective material, since that time-which we glean 
from sufficiently ancient motifs-is what determines the unity of 
these motifs and plots, as well as determining the logic by which 
these images unfold in folklore. It also renders possible and com
prehensible that matrix of objects and phenomena with which we 
began and to which we will again return. It determines, as well, 
the particular logic of cultic rituals and holidays. People lived and 
worked with such a sense of time, but it could not, of course, be 
something recognized and isolated in abstract consciousness. 

It is easy to see that the matrix of objects and phenomena in the 
folkloric time outlined by us above must have its own very spe
cial character, s�ly different from the character of later ma
trices in literature and, in general, in the ideological cognitive 
processes of class society. Under conditions that did not admit 
the isolating of individual life-sequences and that took for granted 
the immanent unity of time, it is inevitable that such phenomena 
as copulation and death (the seeding of the earth, conception), the 
grave and the fertile female mons, food and drink (the fruits of the 
earth) together with death and copulation and so forth turn up in 
the growth-and-fertility category, in direct contiguity with each 
other. Into this same sequence are woven, as participants, the 
phases of the life of the sun (the alternation of day and night, the 
seasons of the year), together with the earth, with growth and fer
tility. All these phenomena are lumped together into a single 
event, each phenomenon signifying different sides of one and the 
same whole-the whole growth, of fertility, of life conceived un
der the sign of growth and fertility. We repeat: the life of nature 
and the life of a man are fused together in this complex: the sun is 
part of the earth, as a kind of consumer good, it is eaten and 

\ drunk. The events of human life are just as grand as the events of 
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nature's life (the same words, the same tones are used for both, 
and in no sense metaphorically) . In this context all members of 
the matrix (all elements of the complex) are equally valid. Food 
and drink are just as significant in this series as death, childbirth 
and the phases in the life of the sun. The single great event that is 
life (both human and natural) emerges in its multiple sides and 
aspects, and they are all equally indispensable and significant 
within it. 

We stress again: the matrix under discussion was experienced 
by primitive man not as a function of his abstract thought-pro
cesses or consciousness, but as an aspect of life itself-in a collec
tive laboring with nature, in the collective consUming of the 
fruits of his labor and in the collective task of fostering the 
growth and renewal of the social whole. 

It would be absolutely incorrect to suppose that any one of 
these members of the matrix was privileged over the whole, and 
it would be particularly wrong to ascribe such a primacy to the 
sexual element. The sexual element as such has not yet been sep
arated out, and aspects involving it (human copulation) were per
ceived in absolutely the same way as were other members of the 
matrix. All of these were merely different sides of one and the 
same unified event, and all sides shared an identity with one 
another. 

We have taken the matrix in its maximal simplicity, in its crud
est, most basic outlines. A huge quantity of ever newer compo
nents was c9ntinually being incorporated into it, which compli
cated the motifs and made possible a remarkable multiplicity of 
narrative combinations. The furthest reaches of the available 
world were incorporated into this complex, and the world was re
perceived in it and through it (in actual practice). 

Insofar as stratification of the communal whole into social 
classes occurs, the complex undergoes fundamental changesi the 
motifs and narratives that correspond to those strata are subject 
to a reinterpretation. ,A gradual djffereptiation of ideological 
sp\eres_sets in� Cultic activitt...mLA!!!.�sj,t§�lf �om undiff�
.� ..proqyc!!on, �.�here of consumption is made more dis
$ct ami tll.A simifi�! fE�teii,'r cofu�eiila]iZecr:t'!§·Cf.[l[!iY? 
alizuetUQJ. Members of the complex experience internal decline 
8iid transformation. Such elements of the matrix as food, drink, 
the sexual act, death, abandon the matrix and enter everyday life, 
which is already in the process of being compartmentalized. 



[2.12.] FORMS O F  TIME AND CHR O N O T O P E  IN THE N OVEL 

From another point of view they enter into ritual, acquiring in 
this new context a magic significance I which is in general highly 
specific as regards its cultic or ritualistic meaning) .  Ritual and ev
eryday life are tighdy interwoven with each other, but there is al
ready an interior boundary between them; bread in a ritual is 
already no longer the actual ordinary bread that one eats every 
day. This boundary becomes ever sharper and more precise. Ideo
logical reflection I the word, the symbolization) acquires the force 
of magic. The isolated object becomes a substitute for the whole: 
this is the source of the substitutive function of the victim !fruit 
offered in sacrifice functions as a substitute for the entire harvest, 
an animal is a substitute for the entire herd or for the fruits of the 
harvest and so on) .  

At this stage. when tbe means of production. ritual and every
day life are be· differentiated adually becomin se arate from 
eac other), there come into being sue phenomena as ritualistic 
l�Ji��""lWfWia£Z0iii'4AAQ; lifi�WB.Q'st; .l=itu� . .l2Ql.Qd.r..,and cl,Q,liYJ.2i,�.Q.zL� This is the same growth-fertil
ity complex at new stages of social development and consequent
ly in new redactions. The elements· of the matrix !which had in 
its ancient form encompassed a great deal) are, as before, tighdy 
bound up with each other, but they are interpreted in a ritualistic 
and magical way, and differentiated on the one hand from com
munal production, and on the other hand from individual every
day life (although the two sides are interwoven with each other). 
At this stage (or more precisely, near the end of this stage) the an
cient matrix can be seen in great detail in the Roman Saturnalia, 
where all these occur: the slave and the clown become sub
stitutes for the ruler and God in death, various forms of ritualistic 
parody make their appearance, and "the passions" are mixed with 
laughter and gaiety. There are analogous phenomena: the viola
tion of wedding taboos and ridicule of the bridegroom; Roman 
soldiers' ritualistic ridicule of the commandant-triumphator as 
he enters Rome (the logic is one of the substitute-victim: one 
wards off real disgrace by a fictive disgrace, which was later inter· 
preted as warding off "Fate's envy") .  In all these phenomena, 
laughter (in its various expressions) is present in permanent con
junction with death, with sexuality and also with food and drink. 
We find this same conjunction of laughter with cultic food and 
drink, with sexual indecencies and with death in the very struc
ture of Aristophanes' comedies (c£ . .  also the same complex, on a 
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thematic level, in Euripides' Alcestes) .  In these latter manifesta
tions, the chosen ancient matrix already functions on the purely 
literary plane. 

As class society develops further and as ideological spheres are 
increasingly differentiated, the internal disintegration (bifurca
tion) of each element of the matrix becomes more and more in
tense: food, drink, the sexual act in their real aspect enter per
sonal everyday life, they become predominantly a personal and 
everyday affair, they acquire a specific narrowly quotidian colora
tion, they become the petty and humdrum 11 coarse" realities of 
life. On the other hand, all these members are to an extreme de
gree sublimated in the religious cult, and partially in the high 
gemes of literature and other ideologies. The sexual act is often 
sublimated and encoded to such an extent that it becomes un
recognizable as such. Such functions take on an abstractly sym
bolic cliaracter; even the connecting links between elements of 
the complex become abstract and symbolic. It is as if they reject ,y contact at all with crude, everyday reality. 

The gross realities of the ancient pre-class complex-which 
had all been equally valid-are dissociated from each other, and 
undergo an internal bifurcation and sharp hierarchical reinter
pretation. In ideologies and in literature, the elements of the ma
trix are scattered throughout various planes, high and low, and 
throughout various gemes, styles, tones. They no longer come to- 1 
gether in a single context · the do lfue u with one another 
smce e -em racing whole has been lost. All that has already · 
been severed' and_,disunifled in life itsrJ£ js pgw reflected in ideol. 
� element of the complex such as sexuality (the sexual act, 
sexual organs, and defecation as something connected with the 
sexual organs) in its realistic and straightforward aspect is almost 
completely driven out of the official gemes and out of official dis
course of the ruling social groups. Jn its sublimated form, lovj 
the sexual element of the complex enters the higher genres an 
there en,t:er(into new niatiir.�es. �§tabijsbes new cgiinectiona..._ 
In its everyday civic/secular aspect-marriage, a family; child
birth-the sexual sphere finds a place for itself in the middle 
genres and there also enters into new and permanent matrices. 
The sphere of food and drink carries on a semi-official existence 
and, in a real-life, everyday; unarticulated form, lives on in the 
middle and low genres as a secondary and quotidian detail of per
sonal life. Death, perceived in the individual's life-sequence, also 
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separates out into its various components and lives a special life 
in the high gemes (literary and other ideologies), and still another 
life in the middle gemes (semi-quotidian and quotidian) .  It enters 
into diverse new matrices; its link with laughter, with the sexual 
act, with parody and so forth is completely severed. All elements 
?f �� .���:ple�, in _!h�ei.!. �� ?D.��rict:��J9.�� that link w}t�c�m
munal .laoor. <;:o!re��nd!!!g to����an� .§cylistic formulati�n�$r
taining �!..o �e diverse. �O..�po�el!!� ?,f .��se ..:yarious ele�Jn 
the comp1�xJ?,eg,9I];!� dlf{�r...�J?.ti.!.�'!:.� th�a�teJ.J.t .�at_ any links 
'!Jetween these element� and the n,li..sp.J).Jll�:Q! .. .Qt I!!�re .�s'Efe= 
�e���. ... such links take on a�:msta);1horical characteL:in t4e major-
ity of instances. -

We are oHe:dng here, to be sure, an extremely crude and sum
mary characterization of the fate of various elements of the an
cient complex in societies where there is already a hierarchy of 
classes. What interests us is the form of time, only insofar as it is 
the basis for possible narratives (and narrative matrices) in subse
quent life. The folkloric form of dine we have characterized 
above u•1dergoes essential changes. We will pause here on some of 
these changes. 

We must kee in the f c t hers of the ancient 
matil.i1.'0Se th� real an-conti it that the had known in the 
unifie trme o collective h · 

. Of course. in abstract 
ou t an in concrete s stems of chronolo whatever the 

nn t e t1me al reserves its abstract uni . But wi · 

1rmts o this abstract __s¥.,e;u!!!!�.�� the conc,.tete time of a 
li.uman l.lleisbroken down. Out of the common time of collec
tive life emerge separate individual life-sequences, individual 
fates. In the beginning they are not yet sharply distinglii.shed from 
the life of the collective whole, they stand out from it merely as 
might an ill-defined bas-relief. Society itself falls apart into class 
and intraclass groups; individual life-sequences are directly linked 
with these and together both individual life and subgroups are op
posed to the whole. Thus in the early stages of slaveholding so
ciety and in feudal society, individual life-sequences are still 
rather tightly interwoven with the common life of the most im
mediate social group. But nevertheless they are separate, even 
here. The course of individual lives, of groups, and of the so
ciopolitical whole do not fuse together, they are dispersed, there 
are gaps; they are measured by different scales of value; each of 
these series has its own logic of development, its own narratives, 
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each makes use of and reinterprets the ancient motifs in its own 
way. Within the boundaries of individual life-series, an interior 
aspect makes itself apparent. The process of separating out and 
detaching individual life-sequences from the whole reaches its 
highest point when financial relations develop in slaveholding so
ciety, and under capitalism. Here the individual sequence takes 
on its specific private character and what is held in common be
comes maximally abstract. 

The ancient motifs that had passed into the individual life-nar
ratives here undergo a specific kind of degeneration. Food, drink, 
copulation !nd S_£ .£!!r!,!l .�.c;>se their ancien�!!!!>�". ltheir.Jin�, 
tlieir uni!Y wii_E.]ilij.!F.PJ;iiiiflre;:oatle::icdal JNbgle.l.i..Jh,�e
come a petty private matter; they s�em tq_�;,l}M�!Y!L� .. �
nific�ce 'Witliin ffie boundaries of individual life. As a result of 
this severance IIOin the producing life of the whole and from the 
collective struggle with nature, their real links with the life of na
ture are weakened-if not severed altogether.�t§;:
isolated, impoverished, trivialized-in order to retain their 
Significance in naffiifi.Vemii'StfiiiaergoOiieoran�tbg .'lmm...Df 
s'iililliii'i!:!2!1...! metapliOI!_C��.fiiit_ig.Ltliii;'i&uifii;i�at 
t1le exl?�Ese �m�� be�J?�.!!o�!Y �tw.!l..i..e-tlQ.t..met
apliO�ir meta.Pllorica1 enrichment is purchased at the eJ.-
�se of anx.���i"Qf.llis . ..R�i� tll'f.C�miGl.Fi-
riiiii in order to acquire this broader significance the interior 
aspect of life must be downplayed. Such, for example, is the motif 
of wine in Anacreontic poetry lin the very broadest sense), the 
motif of food in the ancient "gastronomical poems" (in spite of its 
practical, sometimes directly culinary intention, food is present 
here not only in its aesthetic-gastronomical aspect but also in 
sublimated form, albeit with reference to hints of antiquity and 
with some metaphorical expansion) .  Then the central and basic 
motif in the narrative of individual life-sequences became love, 
that is, the sublimated form of the sexual act and of fertility. This 
motif provides a vast number of possible directions for sublima
tion to take, possibilities for metaphorical expansion in diverse 
directions !for which language serves as the most readily avail
able medium), possibilities for enrichment at the expense of any 
remaining survivals of the past. Finally, love provides possibilities 
for the working out of sublimative tendencies in an internal, sub
jective-psychological form. But the motif of love occupies its cen
tral place thanks to the authentic, real-life role it plays in individ-
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ual life-sequences : that is, thanks to its link with marriage, the 
family, childbirth and, finally, with those intrinsic ties that bind 
through love !marriage, childbirth), a given individual sequence is 
bound up with the sequences of other individual lives, those of 
contemporaries as well as those who follow !children, grand
children) and with the most immediate social group I through the 

' family and marriage) .  In the literature of different epochs and so
cial groups, in different genres and styles, various aspects of 
love-both real and sublimated-are employed, and in a ViU'iety 
of ways. 

�.�Q�if_g1d�!ilh.YJ19�o�!i ;u>r2fu.l!Il.Ji..ttim§furmation iu..the. 
t:�-��gy sc:;aJ,��-qJ!_�.C::.�c:,nce O�_!!l J_�!Y.i.cl\l!lJif�. �ere this 
1IJ.od1 takes on the me f"'f3'il ult d the more 
se e -o the in 'vi u · e-sequence becomes, the more it is_ 
s,mrered from the life of the social whole, the loftier and more ulti
mate becomes 1ts signiBcance. The link between death and fertil
ity is severed I the sowing, the maternal mons, the sun), as well as 
its link with the birth of new life, with ritual laughter, with par
ody and the clown. Some of these links taken from the ancient 
matrices are retained and even strengthened under cover of the 
motif of death !death-the reaper-the harvest-sunset
night-the grave-the cradle, etc. ), but they bear a metaphori
cal or mystical-religious character. !On this metaphorical plane 
lie the following matrices : death-a wedding-the bride
groom-the nuptial bed-the bed of death--death-birth and 
so forth. ) But on both the plane of metaphor and that of religion 
and the mystical, in the individual life-sequence as well as in its 
interior aspect, the motif of death comes to bear the sole meaning 
of "morituri" [a fated end] lit assumes the function of "consola
tion," "reconciliation," "rationalization") .  It does so not as a sur
face phenomenon, that is, not in the collective laboring life of the 
social whole !where the link of death with the earth, the sun, 
with birth of new life, with the cradle and so forth was authentic 
and real). In the individual sealed-off consciousness, which ap
plies all categories to itself alone, death is only an end, and as 
such is deprived of any real and productive associations. Death 
and birth of new life are parceled out into different sealed-off indi
vidual life-sequences : death ends one life and birth begins a com
pletely other life. Individualized deaths do not overlap with the 
birth of new lives, they are not swallowed up by triumphant 
growth, for these deaths have been taken out of that whole in 
which such growth occurs. 
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Parallel to these individual life-sequences-above them, but oj!Eide of them-tJieE:li..!.:S.n1-s3e9li91¢i miO[)if#.f.oi�cii], Servin.&. aS the cbiiij:s:l fotJ:,htiif_s.,.9£ the na,&onl. the state, man
Kiiid. Whatever its general ideological and literary assumptions, 
whatever its concrete forms for perceiving historical time and the 
events that occur within it, _this time-sequence is not fused with 
the ipdivj!u,!!,.Jil��E9Pe�. the Ji!st()§tJ!P:�-��i��:. isl measur=!!>.x...¥��.S!..§.!{Illdarg!il..,,2Ualu�(_)�� ki,p.��.,gls.ye�ts 

· �Fii1�.£-inltJ!J!� �� i!!!.�'?.!. a�p��t1 .!!9,PQ.!J;!J� oJ..y!e)t for per- \ 
ceiyingjtfmmJJw ip..§�...Q.Yt. ��IP,a�!�! J::t9w-.Jts in».JI.!!,!lCe on in
�:��� liJ�oq_!;eiY�g �d .!�R���J;J.j�lf,j _ts �VeP.:�!! .. �e in any 
case diff�!!_!�J:h� «:r.Y�!l!!t9..{iJ;J.<li��.d-ual life�J�.nt;U,t.s l,l.airatives 
are �-�S9JJl.�.JYe},!:_For the student of the novel, the question of 
ilii'S'Ielationship becomes crucial with regard to the historical 
novel. J,QL�JopJU!JUe th£.."-�.P"t!al �!!, alm2st sole theme of purely 
historical narrative was the theme Ot war. Tfii81Un�y 
:fiistoriCai. theme-which has otlierm�tt��tolt;-sucli as 
conquesi;poHtlcafcrimesand"H1e;oaeposing of :Pretenders; d:}rnas-
��§.���.ifle_ ��� ?f:���o��,_ .. iii�)�imd!fli�of .ne�_l§i-
do�s,_ �o��� ex,eclitl.Qll:� an� �.2..fu�.El� m��,!.W� W_!tll per
sonal-llfe n�r�!!_"':es of hist�!.!,c� -�es (W!!h Jli�.��.P..tr�IW'Oilf.2i 
I'Ove�e two ffiemes do no! ru_lje.,� t'lie major task of the mod
ern hlstoifCainove"- -·�v.emimtu:bis-.:c-au·:aiteiii"-'ts 

_ . . . . .... _... .. 
��---�a..bas. . l,(!J;�.--.-� -�·- · <,.,. . . P hive been m�ade !Q. find an historical aspect of prixats Jite,_a,p.d 

uJSo miiiiWSent historY iii its 11domesfis Hggk' 
When the immanent unity of time disintegrated, when individ

ual life-se uences were se arated out, Iives 1n wh1ch the oss re-
ities of commun e a ecome mere etty private mat-

ter · en co ective labor and the le wi nature a 
c�ased to be the o y arena for man's encounter with nature an 
tlie wod£"-t.tiii.P.:Jl�t�itsell ceased to be a !rviiig particil'an@ 
the events of · ature became b and lar e a 11Setting for 
action " its backdro · it was e · t sea e it was a -
mented into metaphors ;md comparisons serving to sublim�
dividual and private affairs and adventures not connected in any 
r�r.�tnns1c waY with nature 1tseg. -

But in the treasure-house of language and in certain kinds of 
folklore this immanent unity of time is preserved, insofar as lan
guage and folklore continue to insist on a relation to the world 
and its phenomena based on collective labor. It is in these that 
the real basis of the ancient matrix is preserved, the authentic 
logic of a primitive enchaining of images and motifs. 



(2.18) F O RMS O F  TIME AND CHRO N O T O P E  IN THE N OVEL 

But even in literature, when it is most open to the deepest and 
most fundamental influences of folklore, we encounter more au
thentic, ideologically more profound traces of the ancient ma
trices and even attempts to revive them on the basis of the unity 
characteristic of folkloric time. We may distinguish several basic 
forms in which such an attempt has been made in literature. 

We will not pause here on the complicated question of classical 
epic. We note only that the epic, based as it is on the immanent 
unity of folkloric time, achieves a penetration of historical time 
that is in its own way unique and profound, but nevertheless lo
calized and limited. Individual life-sequences are present in the 
epic as mere bas-reliefs on the all-embracing, powerful founda
tion of collective life. Individuum.s are representatives of the so
cial whole, events of their lives coincide with the events of the 
life of the social whole, and the significance of such events (on 
the individual as well as on the social plane) is identical. Internal 
form fuses with external: man is all on the surface. There are no 
petty private matters, no common everyday life: all the details of 
life-food, drink, objects of everyday domestic use-are com
parable to the major events of life; it is all equally important and 
significant. There is no landscape, no immobile dead background; 
everything acts, everything takes part in the unified life of the 
whole. Lastly, metaphors, comparisons and in general tropes in 
the style of Homer have not yet utterly lost their unmediated 
meaning, they do not yet serve the purposes of sublimation. Thus 
an image selected for comparison is worth just as much as the 
other member of the comparison, it has its own independently 
viable significance and reality; thus a comparison becomes al
most a dual episode, a digJ:ession (cf. the expansive comparisons 
in Homer). Here folkloric time still lives under communal condi
tions, close to those conditions that had given it birth. Its func
tions here are �till unmediated; folkloric time is not yet defined 
against the backdrop of another and fallen time. \ But epic time itself, in its entire is an "absolute past," a time 
o oun a ers hero e arated b an un ri� � 

1 from the real time of the present day (the present day of the crea-
tors, e erformers an e tence o e 1c son s . 

e elements of the ancient complex assume a different char· 
acter in Aristophanes. In this context they determine the formal 
basis, the very foundation of the comedy. The ritual of food, 
drink, ritual (cultic) indecency, ritual parody and laughter as an 
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approach to death and new life-one can easily sense here the 
basis of the comedy: cultic acts reinterpreted on the literary 
plane. 

In the comedy of Aristophanes, all the phenomena of everyday 
life and of private life are completely transformed on this basis : 
they lose their private-everyday character, they become signifi
cant in human terms in all their comic aspect; their dimensions · 
are fantastically exaggerated; we get a peculiar heroics of the 
comic, or, more precisely, a comic myth. A huge sociopolitical 
common pool of symbols has its images organically linked with 
comically everyday private features. But these features, clustered 
together on one symbolic base that is lit up by cultic laughter, 
tend to lose their limited, personal ordinariness [bytovizm]. On 
the level of individual artistic achievement we have, in Aristoph
anes' image, the evolution of an ancient sacral mask in a vivid 
shorthand Ia  sort of "philogeny recapitulating ontogeny"), from 
its primitive purely cultic significance to the private everyday 
type of commedia dell'arte !with its own Pantalone and Dottore) .  
In Aristophanes we can still clearly �ee the cultic foundation of 
the comic image, and we can see how everyday nuances have 
been layered over it, still sufficiently transparent for the founda
tion to shine through them and transfigure them. Such an image 
easily links up with a highly specific political and philosophical 
actuality !having a world view of its own), but it does not thereby 
become something transitory and topical. While the fantastic is 
denied such a transformation of the ordinary, at the same time 
the fantastic cannot completely obscure the deep problematic 
and the wealth of ideas in the images. 

It could be said that individualized and typically everyday fea
tures in Aristophanes-whose living wholeness has been annihi
lated by laughter-are laid down on top of the image of death 
!which is the root meaning of the cultic comic mask), but these 
features do not completely obscure that significance. For this 
cheerful death is always surrounded by food, drink, sexual inde
cencies and symbols of conception and fertility. 

For this reason Aristophanes' influence on the further develop
ment of comedy-which, by and large, increasingly involved it
sell with everyday events-was insignificant and superficial. 
Nevertheless one may detect a significant kinship between Aris
tophanes and the medieval parodic farce (in a line of descent from 
pre-class folklore}. The comic and clownish scenes in Elizabe-
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than tragedy reveal a profound kinship (along the same lines), and 
this is especially true in Shakespeare (the nature of laughter, its 
association with death and with a tragic atmosphere, cultic inde
cencies, food and drink). 

The direct influence of Aristophanes on the works of Rabelais 
is evidence of a deep internal kinship (again via pre-class folk
lore). Here we find, on a different level of development, the same 
type of laughter, the same grotesque sense of the fantastic, the 
same reworking of everything that is private and everyday, the 
same "heroics of the comic and the absurd," the same type of sex
ual indecencies, the same matrices of food and drink. 

Lucian represents an entirely different type of relationship to 
the folkloric complex, although Lucian as well exercised crucial 
influence on Rabelais. It is precisely the private-everyday sphere, 
where one finds food, drink, sexual relations, that is invoked by 
Lucian in all its specificity as low and private everyday life. He 
needs this sphere as a seaminess to undercut the lofty planes 
:I spheres) of ideology, which have become rigid and false. In myths 
one finds both "erotic" and "everyday" elements, but they were 
recognized as such only in subsequent eras of life and conscious
ness-after private life had already separated out, when the erotic 
sphere had been isolated, when these spheres had acquired dis
tinct nuances of the low and the unofficial. In the myths them
selves these aspects were significant and each as valid as the 
other. But the m s died for the conditions that had ':ven the 
birth (that had created them) had die . ey continued to e�t, 
:however m morifiund form, in the llieless and stilted enre of 
' · " ideology. It was necessary to strike a blow at the myths 
aD.CI ilieir gods, so that they might "die comically." It is in the 
works of Lucian that precisely this ultimate, comic death of the 
gods is accomplished. Lucian takes those aspects of myth that by 
his time have come to correspond to the latest stage in the devel
opment of the private-everyday and erotic sphere and by working 
them up in great detail and in a deliberately low and "physiologi
cal" spirit he brings the gods down into the sphere of the erotic 
and of ludicrous, philistine everyday life. Elements of the ancient 
complex are thus deliberately utilized by Lucian in the reduced 
form they had assumed by his time-a form that they had at
tained during the decline of ancient society, a decline influenced 
by the growing power of financial relations in an atmosphere 
almost diametrically opposed to that in which the myths had 
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arisen. The ridiculous inadequacy of the old myths to the every
day reality of Lucian's present had become patently clear. But this 
very reality-accepted by Lucian only because he could not avoid 
it-was not thereby seen as a value in itself !which would have 
been a Cervantesque solution of the antithesis between ideal and 
real) .  

The influence of Lucian on Rabelais makes itself felt not only 
in the reworking of individual episodes !for example, Epistemon's 
visit to the Kingdom of the Dead) but also in the methodical de
struction-by-parody of the lofty spheres of ideology. This is ac
complished through the technique of introducing material life
series-although these material series are employed not in their 
priyate-everyday philistine aspect !that is, as Lucian uses them) 
but are given their full human significance, which can occur only 
under conditions of folkloric time I that is, more in the manner of 
Aristophanes). 

The Satyzicon of Petronius presents peculiar difficulties. In the 
novel itseJf, food, drink, sexual indecencies, death and laughter 
lie by aiJ.tt'large on the everyday plane, but this common everyday 
lifeJtself !basically the life of the declasse dregs of the empire) is 
saturated with folkloric survivals and traces of the past, espe
cially in those parts of the novel dominated by pure adventure: 
amid all the rank debauchery and crudity, amid all the cynicism 
one can still catch a whiff of those rituals of fertility now in the 
process of decay, the sacral roots of cynicism toward marriage, 
the parodic clown's mask of the dead and sacral fornication at fu
nerals and funeral banquets. In the celebrated inserted story "The 
Widow of Ephesus" we find all the fundamental elements of the 
ancient complex united into one splendid and economical real
life narrative: the husband's grave in the vault, the inconsolable 
young widow who is determined to die of grief and hunger by his 
grave, the young and cheerful legionnaire who guards the near-by 
crosses with their crucified thieves, the young widow's gloomy 
and ascetic stubbornness and longing for death that is broken by 
the infatuated young legionnaire, food and drink !meat, bread and 
wine) on the husband's grave, their copulation on the same place, 
in the vault by the tomb I the conception of new life in direct asso
ciation with death, "at the door of the grave"), the thief 's corpse 
that is stolen from the cross during the couple's lovemaking, the 
death threatening the legionnaire as atonement for love. All this 
plus the crucifixion I at the wife's request) of her husband's corpse 
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in place of the stolen corpse of the thief; the penultimate note
"lt's better that a dead man should be crucified than that a living 
man should perish" (the widow's words)-and the final comic as
tonishment of the passers-by at a dead man's corpse crawling by 
itself up on a cross (that is, at the finale, laughter). Such are the 
motifs of this story, united in a completely real-life narrative, one 
whose component parts are all necessary (that is, a narrative with 
no slack). 

Here we have without any omissions all the basic links in the 
classical series : the tomb-youth-food and drink-death
copulation-the conceiving of new life-laughter. At its sim
plest, the narrative is an uninterrupted series of victories ·of life 
over death. Life triumphs over death four times: the joys of life 
(food, drink, youth, love) triumph over the widow's gloomy de
spair and longing for death; food and drink as the renewal of life 
near the corpse of a dead man; the conceiving of new.Ji!�ar-the 
tomb (copulation) ;  and saving the legionnaire from death by cru
cifying a corpse. Introduced into this series is the additional, and 
classical, motif of theft; the disappearance of the corpse (the ab
sence of a corpse being equal to an absence of death, in a this
worldly suggestion of resurrection) . The motif of resurrection is 
present in its most straightforward expression, that is, the resur· 
rection of the widow from her helpless grief and from the grave· 
like gloom of death into new life and love; in the comic aspect of 
laughter, there is as well a sham resurrection of a dead man. 

We should emphasize the extraordinary concision and there
fore compactness of this whole series of motifs. The elements of 
the ancient complex are present in one unmediated and tightly 
packed matrix; pressed up against one another so that they al· 
most cover each other up-they are not separated by any side· 
plots or detours in the narrative, nor by any lengthy discourses. 
nor by lyrical digressions, nor by any metaphorical sublimations 
that might destroy the unity of the drily realistic surface of tht 
story. 

The distinctive way in which Petronius artistically interpret� 
the ancient complex will become crystal clear if we recall tha£ 
those same elements of the complex, with the same details but in 
a sublimated and mystical form, figured in the cults of Hellenis· 
tic-oriental mysteries that were current in Petronius' time, c�
pecially in the Christian cult (wine and bread on the altar-tomb a� 
the mystical body of Him Who Was Crucified, Who died and Wh< • 
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was resurrected; the sacrament of new life and resurrection 
through food and drink).  In the cultic redaction all elements of 
the complex appear not in a real but in a sublimated form, and are 
linked with one another not via a real-life narrative, but through 
mystic-symbolic links and interrelationships, and the triumph of 
life over death (resurrection) is accomplished not on a real and 
earthly plane but on a mystical one. What is more, there is a com
plete absence of laughter, and copulation has been sublimated al
most beyond recognition. 

In Petronius, these same elements of the complex are brought 
together by means of an actual event in the life and everyday ex
perience of a Roman province; not only is there no trace of mysti
cism here, but even simple symbolic features are missing, not a 
single element is exploited as a metaphor. Everything occurs on 
the level of real life: it is completely credible that a widow should 
be aroused through food and drink to new life in the presence of 
the legionnaire's strong young body; it is completely credible that 
new life should triumph over death in the act of conception; the 
sham resurrection of the dead man who climbed up on the cross 
comes about in a completely credible way and so forth. There are 
no sublimating processes of any kind in all of this. 

But the narrative itself takes on a profound significance thanks 
precisely to those gross realities of human life that are seized 
upon by the narrative and set into motion. We see reflected here 
an enormous event portrayed on a small scale, an event that is 
enormous by virtue of the elements brought into the narrative, 
which are linked to an origin lying far beyond the boundaries of 
that small scrap of real life in which they are reflected. The realis
tic image is structured here as a special type, one that could arise 
only on a folkloric base. It is difficult to find an adequate termi
nology for it. We are compelled to speak of something like a real
istic emblematic. The total makeup of the image itself remains 
thoroughly realistic, but concentrated and compacted in it are so 
many essential and major aspects of life that its meaning far out
strips all spatial, temporal and sociohistorical limits-outstrips 
them without, however, severing itself from the concrete so
ciohistorical base from which it sprang. 

Petronius' reworking of the folkloric complex exerted an enor
mous influence on corresponding phenomena during the Renais
sance, especially ·"The Widow of Ephesus," which we have just 
Jnalyzed. We should note, however, that these analogous phe-
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nomena in Renaissance literature are not explained so much by 
the direct influence of Petronius as by their kinship with general 
folkloric sources. But the direct influence is nevertheless great. 
We know that Petroni us' story is retold in one of the short stories 
in Boccaccio's Decameron. But the framing story as well, the en
tire Decameron as a whole, also represents a reworking of the 
folkloric complex in a way that is akin to Petronius. Here there is 
no symbolism, no sublimation-but no trace of naturalism ei
ther. The triumph of life over death, all the joys of life-food, 
drink, copulation-in direct association with death, at the door of 
the tomb, the nature of laughter that simultaneously ushers out 
the old and greets the new era, resurrection out of the gloom of 
medieval asceticism into a new life through the sacrament of 
food, drink and sexual life, a sacrament to life's body-the De
cameron gives birth to all this, in Petronian style. Here we have 
the same outstripping of sociohistorical limits without, however, 
a breaking-away from them, the same realistic emblematic (on a 
folkloric base) .  

As we conclude our analysis of the folkloric bases of the Rabe
laisian chronotope we should mention that Rabelais' closest and 
most direct source was the popular culture of laughter in the Mid
dle Ages and the Renaissance-an analysis of which I have pro
vided in another book. 

IX. The Idyllic Chronotope in the Novel 

We now move on to another type, one very important in the his· 
tory of the novel. We have in mind here the idyllic model for re· 
storing the ancient complex and for restoring folkloric time. 

Many different kinds of idylls have existed in literature from 
most ancient times to the present. We may distinguish the fol· 
lowing pure types: the love idyll (whose basic form is the paf.· 
toral) ; the idyll with a focus on agricultural labor; the idyll deal · 
ing with craft-work; and the family idyll. In addition to these pur( 
types, mixed types are extremely widespread, in which one or an· 
other aspect predominates (love, labor or family) . 

In addition to the abovementioned typological distinction
there also exist differences of another sort; differences that exi• •  
between different types as well as between differing variant!: l ' l  
the same type. Of such a sort are the distinctions in character an .: 
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degree in the metaphorical treatment of individual motifs !for ex
ample, natural phenomena) as they are incorporated into the to
tality of the idyll, that is, differences in the extent to which 
purely realistic or metaphorical links predominate, differences in 
the degree to which purely narrative aspects are highlighted, in 
the degree and nature of the sublimation and so forth. 

No matter how these types of idylls, and variations within 
types, may differ from one another, they all have-and this is its 
relevance to the problem we are pursuing-several features in 
common, all determined by their general relationship to the im
manent unity of folkloric time. This finds expression predomi
nantly in the special relationship that time has to space in the 
idyll: an organic fastening-down, a grafting of life and its events 
to a place, to a familiar territory with all its nooks and crannies, 
its familiar mountains, valleys, fields, rivers and forests, and 
one's own home. Idyllic life and its events are inseparable from 
this concrete, spatial comer of the world where the fathers and 
grandfathers lived and where one's children and their children 
will live. This little spatial..JY.Q.dd is li;wjteg cwd !WfWaeut.Y.nto 
itself, notlliiKed in ap.:y inlJi,p� 'WY w.ith..,Q,th£! wace5..:witll the 
res� of the world., But in this little spatially limited world a se
quence of generations is localized that is potentially without 
limit. The unity of the life of generations li.I!. g,en,.C?Jal, the lif�J>f 
men) in an idyll is in most instances rimarily defined b the 
unity o p ace, y e a e-o rooting o e · e o generations to a 
smgle ace om w · c · s · .  e, in its events 1s ms9?ar�. 
This unity o p ace m t e e o generations weakens and renders 
less distinct all the temporal boundaries between individual lives 
md between various phases of one and the same life. The unitt of 
place hrings toge;tber and eyep fuses clJP ctadle and the grave ltbe 
•,am · ttle corner, the same earth · 

Jilldhood an o _ �ge e same ove stream the 
:rees, the sameilouse), the life of the v · 

jso ive m t t same p ace, under the same conditions, and who 
�ad seen the same ililii_g§ . . ThiS bjiiiriiig Of all iiiP tempo� 
:nundanes mad� UQWlile.b.L:.t.l.Wi!:,I.,Qt...R!Il'£.� a�con!ributesJn 
j ll essential _w:a� tq_!b.e.,c�iWon..,g.f...tb.e.J;��hnbmicalpess,pf 
: : :ne so �haracteristic of the i2x,ll, 

Also distinctive for the idyll is the fact that it is severely lim
: :;;d to only a few of life's basic realities. Love, birth, death, mar
: : _;�te, labor, food and drink, stages of growth-these are the basic 
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realities of idyllic life. They are brought into close proximity in 
the crowded little world of the idyll, there are no sharp contrasts 
among them, and they are all equally valid lin any case that is 
their tendency). Strictly speaking. the idyll does not kuow the 
!fivial detail� o� everyday 1.=. An}l'tbing that has the i1U1wance 
of common everyday life, when com�ed with the central unre
peita'6Ie�o1 thogr�i1itiiiaJii8t At:;b",.;heik.s m look pre
cise�:!!e ]l,2�t rmpg,rtapJ; ..tbiD � in Jije. Bl!t_aJ!.J;!tese basic 
llie-re 1 es are present in the idyll not in their n ed realistic 
aspect as m e us u m a so tene an to a ce ain e t 
su ate arm. Thus sexuali is almost alwa s · 
����e iqyll onli in su!?limat� 

There is finally a thii(f'dis""tinctive feature of the idyll, closely 
linked with the first: the conjoining of humap life with tbe life gL 
nature, the unitt of thejr rhythm the common language used tp 
d"escribe phenomena of nature and the events of human life. Of §urse in the Jdyil, tbis common language has become iii 1� 
part purely metaphorical and only to an insignificant degree 
lmostofill in l6C: a&iiCiliTiiiiiffiliiii:li'fWiiiij')"aliiiii rif the actual 
about it. 

In the love idyll, all the aforementioned aspects are present in 
their weakest expression. The utterly conventional simj)licity of 
life in the bosom of nature is o osed to social conventions, com
plexi an e · s·unctions of ever da rivate · e· e ts 
a stracted into a love that is completely sublimated. Beneath the 
conventional. metaphorical, stylized aspects of such a love ol;ie 
'?!Yl,.§till .!Um! erceive the immanent uni of time and the an
cient matrices. For this reason the love i y was a e to serve as 
the foundation for various types of novels, and could enter as a 
component into other novels !for example, those of Rousseau!. 
But the love idyll has proved especially fruitful in the history of 
the novel not in its pure form, but in conjunction with the family 
idyll ! Wextbexl and with the agricultural idyll lprovincial novels I . 

One rarely encounters the family idyll in its pure form, but in 
conjunction with the agricultural idyll it is of enormous signifl· 
cance. This form comes closest to achieving folkloric time; herr 
the ancient matrices are revealed most fully and with the greatest 
possible actuality. This is explained by the fact that this form o; 
the idyll uses as its model not the conventional pastoral life 
I which, after all, exists nowhere in such a form) but rather draw• 
upon the real life of the agricultural laborer under conditions or 

feudal or post-feudal society-although this life is to one degru: 
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or another idealized and sublimated (the degree of this idealiza
tion varies widely). The labor aspect of this idyll is of special , 
importance (present already in Virgil's Georgics) ;  it is the agri
cultural-labor elem�t_ th!t cre_!!�.!.il...!�al J.iiYt and ®JDID.O:q. qond 
between the phenomena of nature and the events of human life 
(as distinc� troE1 �e �lfijiQgt!�lli&:.intbiJQUJ'd;m:Mare: 
oyer-ana tliis is especially important-agr!cultural labor trans
forms an the events of everyday life, strip.Ei!YL..tb..e.m...,gi i;liat 
lfrrvate lfe'fiDJj!fa.§.fe"r-olit:aJii}nswiHa man is DDthiD&.bJ.J.t.�";.QD· 
sum.er; what happen!H.!JJ.er.JsJlJm..!ll1aW� .. !!ID?-��,il}tg,�§§.�Ptial 
life evem,s. fflUs people consume the produce of their own labor; 
the produce is ftgurally linked with the productive process, in it
in this produce-the sun, the earth and the rain are actually pres
ent (not merely in some system of metaphorical links) .  Wine is 
likewise immersed in the process of its cultivation and produc
tion, and drinking it is inseparable from the holidays that are in 
tum linked to agricultural cycles. Food and drink in the idyll par- · 

take of a nature that is social or, more often, family; all genera
tions and age-gxoups come together around the table. For the 
idyll, the association of food and childxen is characteristic (even 
in Werther we have the idyllic picture of Lotte feeding the chil
dren); this matrix is shot through with the beginnings of growth 
and the renewing of life. In the idyll, children often function as a 
sublimation of the sexual act and of conception; they frequently 
figure in connection with growth, the renewal of life, death (chil
dren and an old man, children playing around the grave, etc. ) .  The I significance and role of the image of children in idylls of this type 
is very great. Children first entered the novel from precisely this 
setting, still permeated with the atmosphere of the idyll. 

A.s an illustration of our comments on the use of food in idylls, 
we might point to Hebel's familiar idyll "Das Haber-Musz,"11 
translated by Zhukovsky ("Ovsjanij kisel'")-although its didac
ticism somewhat weakens the force of the ancient matrices (in 
particular, the association of children and food). 

I repeat: the elements of the ancient matrices most often ap
pear in the idyll in sublimated form; one or another element is 
partially or entirely omitted; or, common everyday life is not al
ways thoroughly transformed-especially in the realistic idylls of 

ll. Johann Peter Hebel !z76o-z82.6), German dialect poet. Reference here is 
· . : his poem "Das Haber-Musz," from the Allemanische Gedichte. 
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recent times !nineteenth century) .  It is sufficient to recall an idyll 
such as Gogol's "Old-World Landowners," where the aspect of la
bor is altogether absent, although the other elements of the ma
trix are relatively well represented !several in highly sublimated 
form)-old age, love, food, death; food occupies here a very large 
place and is present on the plane of everyday habit I since there is 
no mention of labor) .  

The form of the idyll assumed great significance in the eigh
teenth century, when the problem of time in literature was posed 
with particular intensity, a period when precisely a new feeling 
for time was beginning to awake. One is struck by the wealth and 
variety of types of idylls in the eighteenth century !especially in 
the German cantons of Switzerland and in Germany itself ). A 
':special form of elegy also developed, an elegy of the meditative 
type with a strolig idyllic component !based on ancient tradition); 

1 various graveyard meditations incorporating the matrices of the 
I grave, love, new life, spring, children, old age and so forth. As an 
example we have the "Elegy Written in a Country Churchyard" 
by Gray land Zhukovsky's translations), an elegy with very strong 
idyllic overtones. The Romantics who continued this tradition 
subjected the abovementioned elegiac matrices !primarily those 
of love and death) to a severe reinterpretation las in Navalis) . 

Th blem of time is elevated to the level of hil 
in several eighteenth-century idylls .  T e real organic time 

� of id llic life is o posed to the frivolous, fragmented time_ of 
· cit · · e e s  as unver o es 
Wiedersehen,"mm and Zhuk.ovsky's translation "Neozi annoe 
sVioauiP!4?* 

The significance of the idyll in the development of the novel is . 
as we have already said, enormous. Its importance as an underly· 
ing image has not been understood and appreciated up to this day. 
and in consequence all perspectives on the history of the novel 
have been distorted. Here we can only superficially touch on thi� 
enormous question. 

The influence of the idyll on the development of the novel or 
modern times has proceded in five basic directions: l r) the influ·· 

mm. "Das unverhofftes Wiedersehen," from Das Schatzkiistlein J, 
Rheinischen Hausfreundes. 

nn. Bakhtin gives not only the German original but the Russian version J ,  
well because Zhukovsky {I787-I8p.)  was a translator of such genius that i:.., 
reworkings constitute new texts with value in their own right. 
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ence of the idyll, idyllic time and idyllic matrices on the provincial 
novel; j2 )  t)le destruction of the idyll, as in the Bildungsxoman of 
Goethe and in novels of the Stemean type IHippel, Jean Paulh 1 3 )  
its influence on the Sentimental novel of the Rousseauan type; 14) 
its influence on the family novel and the novel of generations; 
and, finally, I s )  its influence on novels belonging to certain other 
categories !such as novels featuring 11a man of the people"). 

In the l;lrovincial novel we witness directly the progress of a 
family-labor, agricultural or craft-work idyll moving into the ma
jor form of the novel. The basic significance of provinciality 
[ oblastnicestvo] in literature-the uninterrupted, age-old link be
tween the life of generations and a strictly delimited locale-rep
licates the purely idyllic relationship of time to space, the idyllic 
unity of the place as locus for the entire life process. In the pro
vincial novel the life process itself is broadened and made more 
detailed !which is necessary under conditions of the novel), and 
the ideological aspect-lanptpge belief aystem,s. ethics, mores
be · s to assume a greater prominence · s as ect of life. is 
!!ever e ess s own a�iJte?f.trica lxJlo�!h..! �trictly d.e
liniltea locate. Iii the provincial novel, as in the idyll

tif
all te�p£21 

bO\iiidinelii are bluqed and the r� ot human :_ e is in _ha:
�ny with the rhythm of nature . . Ate heart of �his idy1IIC reso
lution of the problem of time in the novel lit is, in the final analy
sis, a folkloric core), common everyday life is transformed in the 
provincial novel: the events of everyday life takes on an impor
tance and acquire thematic significance. All the folkloric ma
trices typieal of the idyll and encountered by us in the provincial 
novel are built around this core. Here as in the idyll, stages of 
growth and the cyclical repetition of the life process are of crucial 
importance. The provincial novel has the same heroes as does the 
idyll-peasants, craftsmen, rural clergy, rural schoolteachers. 

While those individual motifs available to the provincial novel 
were profoundly reworked I especially in such representative writ
ers as Jeremias Gotthelf, oo Im.mermann, PP and Gottfried Keller), qq 

oo. Jeremias Gotthelf (pen name of Albert Bitzius, 1797-1854), didactic re
S\lonal novelist. 

pp. Karl Immermann (1796-1839 ), a novelist who introduced a good deal 
"t actual social detail into traditional German forms such as the Bildungsro-
1Ian (Die Epigonen [18361). 

qq. Gottfried Keller (1819-1890), great Swiss humorist, especially dear to 
3akhtin not only for his Griine Heimich (1854, rev. 1876), but for the cycle 
Jie Leute von Sildwyla (185 6 ). 
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Saint-Preux and Julie on the one hand, and the love and family 
life of Julie and Wolmar on the other). The aspect of nature 
changes as well, depending upon the matrix in which it occurs: 
either combined with tempestuous love, or with labor). 

Narrative undergoes corresponding changes. In the idyll, as a 
rule, there were no heroes alien to the idyllic world: In the pro-
vin · v 1 in contrast one occasionally finds a hero who has 1 

broken a from the who eness o s oca e, who has set off for 
� e ci1;y and ejther peri�hes ere or retul!!� · e.,1 nrgsligal sou.. 
to the bosom of his fargjjy. In novels of the Rousseauan type, the 
major protagonists are the author's contemporaries, people who 
had already succeeded in isolating individual life-sequences, peo
ple with an interior perspective. They heal themselves through 
contact with nature and the life of sim le eo le, learning Ironi 
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ily of the idyll. It has been tom out of its narrow feudal locale, out 
of its unchanging natural surroundings-the native mountains, 
. fields, rivers, forest-that had nourished it in the idyll. At best. 
' the id llic unit of lace is limited to the ancestral family town 
· : ouse, to the immovable pgrt lt!}e real _es�ate o capita st prQP
-�. But this unity of place in the family novel"is 6y no means 
·a necessity. What is more, there is a break-off in the course of a 
character's life from a well-defined and limited spatial locale, a 
period of wandering in the life of the heroes, before they acquire 
family and material possessions. �ch then are the distinctive 
features of the classic family novel. hat is important here is pre
cisely the stable family and materi 1 goods belonging to the he
roes, how they overcome the element of chance (random meet
ings with random people, random situations and occurrences) in 
which they had initially found themselves, how they create fun
damental, that is, family connections with people, how they 
limit their world to a well-defined place and a well-defined nar
row circle of relatives, that is, to the family circl1 It often hap
pens that in the beginning the hero is homeless, without rela
tives, without means of support; he wanders through an alien 
world among alien people; random misfortunes and successes 
happen to him; he encounters random people who tum out to 
be-for unknown reasons at this early point in the novel-his e�
emies gr his benefactors (all this is later decoded along family or 
kinship lilies) .  the noveh movement takes tbe main hero lor he
roes) out of the eat but alien world of random occurrence into 

e sm ut secure and stab e itt e wor o e � w ere 
notfimg is foreign. or a&ci.dental C?i1ncoin,erenensiole, w ere ;1.1. 
!ffemlcalijliuma� �nships are re-established, where the an
�nt m_!ltrice,i;{���ed on a familx; base: lOve, marriaRe, 
chiidbearing .. a. pWJCefu.l nl[age for the in-laws, shared meals 
around � family t- This narrow and redUce<T1ayliic little 
wori<'f'is the red thread running throughout the novel, as well as 
its resolving chord. Such is the schema for the classic family 
novel, which opened with Fielding's Tom {ones (with certain 
adjustments, the same schema underlies Smollett's Peregrine 
Pickle). But there is another schema as well (whose foundation� 
were laid by Richardson) : an alien force intrudes into the cozy lit
tle world of the famil threatening it with destruct10n. Dielten�· 
variations on the st c ass1c sc erne 1e mg an Smollett · 
make his novels the highest achievement of the European familv 
novel. 
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Idyllic elements are scattered sporadically throughout the fam
ily novel. A constant struggle is waged here between deper
sonalized alienation in relations between people and human rela
tionships built either on a patriarchal or an abstractly humanist 
foundation. Scattered throughout the great, cold, alien world 
there are warm little corners of human feeling and kindness. 

The idyllic aspect is the decisive one in the novel of generations 
!Thackeray, Freytag, rr Galsworthy, Thomas Mann). But more 
often than not, the dominant theme in such novels is the destruc
tion of the idyll, and of the idyllic-type family or patriarchal rela
tionships. 

The destruction of the idyll junderstood in its widest sense) be· 
comes one of the fundamental themes of literature toward the 
end of the eighteenth century and in the first half of the nine· 
teenth. The destruction of the craft-work idyll is carried over 
even into the second half of the nineteenth century !Kretzer's 
Meister Timpe). •• In Russian literature, of course, the chronologi· 
cal boundaries of this movement are shifted to the second half of 
the nineteenth century. 

The destruction of the idyll may be treated, of course, in a mul
titude of ways. The differences are determined b diffe · con
£eptions and evalu<Lti.9:P.��.l X .. c �f!! r!Qi.!YI a_EP.!2!cliiiig 
i_!s en.:�s well as differing �va.h\ifiigps .uf the forjies that areae. 
s · it-that is the new capitalist world. 

The main classic line o eve opmen of this theme-that 
taken by Goethe, Goldsmith, Jean Paul-does not perceive the 
destroyed idyllic world as a naked fact of the fleeting feudal 
world, with all the historical limitations that implies-but rather ' 
treats the theme with a considerable degree of philosophical sub
limation Ia la Rousseau): the deei humanity of idyllic man him· 
self �<l the_ 4�an!!Y,. qf J.¥s _ . ..;."!!!!l��re�shi�. ,!!e f�
gro��-�� is ti!� WhQJe:g_ess.pf id.}dli� lif�,jt�. Ofg@:�� li:J1k �!�� 
nature with special �m_Eh�sis on the unmechanized nature of idyllj�_gj.L!ll��fig�� tli,�re iii�ll�[.&ilm: obiect§.. 

rr. Gustav Freytag (r8r6-I89S ), Die Ahnen (x873-I88I), in six long vol
umes, which tells the story of a German family from the fourth to the nine
teenth century. 

ss. Max Kretzer (xB S4-I94I), Meister Timpe (x888), one of thirty novels by 
this author, which describes the passing of the independent artisan and rise of 
the factory worker in nineteenth-century Germany. 
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as objects not severed from the labor that produced them, objects 
indissolubly linked with this labor in the experience of everyday 
idyllic life. At the same time, the narrowness and isolation of the 
little idyllic world is emphasized. 

Opposed to this little world, a w.mld fated tu perish� there is a 
p!e&t but abstract world, wh�!e �ei£e are out of contact with 
99!i.P.!ti"E.t .es.<ll�ticail;x seai�if�acli @Jier, gre;a; 1�, practi
cal· where labor is differentiate · here ob · ects 
ar�,.!}Jenate om the l!_bor that produced them. It is necessary to 
constitute this great '!orld Oll;,,!Jll:.'lf..baSi§· ,to �d.et.it fammar to 
liumanize_it. it is �eces_��l'.JP...!iP..d&.!l�JY.f.�l.4i,ons�"1 to nature, 
l.!��JQ..the]liileMnatur.� oJ.9..��m.of..the..w'DL hlit to die 
big nature._ of $.��!t �ta..alltlu:.phCJJ.QmCJ.liUlf the solar 
s�'§Ji�� .. �ea):t4 ex.�!!�e�.f!Q.m.tb�.�v..th:�.�Q.r��a yarj&ty 
� .. a�.C?S!'�:ehical locatio�s �e_����!!!,ents.��:m_plac.� of the limited 
i_.dyllic c_gUective.A,.P.QUJJ�S ilijist be e!@lfs'fied capable of 
e.;m.bracin$.,�!!ll�anitt� In crude outline this became the prob
lem posed by Goethe's work (with special forcefulness in Faust, 
part 2, and in Wanderjahrej and by other representative writers in 
this vein. A man must educate or re-educate himself for life in a 
world that is, from his point of view, enormous and foreign; he 
must make it his own, domesticate it.fn Hegel's definition, the 
novel must educate man for life in bourgeois society. This educa
tive process is connected with a severing of all previous ties with 
the idyllic, that is, it has to do with man's expatriation. Here the 
process of a man's re-education is interwoven with the process of 
society's breakdown and reconstruction, that is, with historical 
process) 

The same problem is posed somewhat differently in Bildungs
romane of a different line of development, represented this L,ime 
by Stend.hal, Balzac, Flaubert (and in Russia, Goncharov) . ,.n.ere 
the issue is primarily one of overturning and demolishing the 
world view and psychology of the idyll, which proved increas
ingly inadequate to the new capitalist world. In most such cases 
there is no philosophical sublimation of the idyll. We get a pic· 
ture of the breakdown of provin�� idealism under forces ema· 
nating from the capitalist center.�e see the breakdown, the he
roes' provincial romanticism, which is in no way idealized; thr 

V capitalist world is also not idealized, its inhum I ty is laid bare 
0 e ction I which had been 

orme at earlier stages of development), the d I integration of ali 
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previous human relationships Iunder the influence cif money), 
love, the family, friendship, the deforming of the scholar's and the 
artist's creative work and so forth-all of these are emphasized. 
The ositive hero of the id llic world becomes ridiculous itiful 
and unnecess�;. hc:.J�L�SL£Srishes or is re-educated an e
comes an egoistic predator. -

· 
Goncharov1s novets occupy a peculiar place, associating them

selves by and large with the Stendhal-Flaubert line of develop
ment !especially A Common Story). The theme is developed with 
exemplary clarity and precision in Oblomov. The idyll of Ob
lomovka and later the idyll in the Vyborg Quarter of Petersburg 
!along with the idyllic death of Oblomov) are portrayed com
pletely realistically. At the same time we are shown the extraor
dinary humanity of the idyllic man, Oblomov, with his "dove
like purity." In the idyll itself !especially in the Vyborg Quarter) 
all the fundamental idyllic matrices come to light-the cult of 
food and drink, children, the sexual act, death and so forth Ia real
istic emblematic) . What is emphasized is Oblomov's desire for 
stasis, for an unchanging environment, his fear of moving to a 
new house, his relationship to time. 

The Rabelaisian-idyllic line of development, represented by 
Sterne, Hippel and Jean Paul, deserves special attention. After all 
we have said, it should not appear strange to find this coupling of 
the idyllic Ieven sentimentally idyllic) aspect with the Rabelais
ian element lin Sterne and in those influenced by him). There is 
an obvious kinship that can be traced back to folklore, although 
these two schools represent different branches of the folkloric 
complex's literary development. 

The most recent influence of the idyll on the novel has been 
limited to a fragmentary penetration of isolated elements of the 
idyllic complex. A "man of the people" in the novel is very often 
of idyllic descent. Of just such a sort is the servant in Walter Scott 
!Savelich in Pushkin), in Dickens, in the French novel !from 
Maupassant's Une Vie to Fran�oise in Proust)-all those figures 
from the Auvergne and Brittany,_bearers of the wisdom of the 
comm� and of their idyllic locale. A "man of tiie people" 
appears in the novel as the one who holds the correct attitude to
ward life and death, an attitude lost by the ruling classes IPlaton 
Karataev in Tolstoy) .  More often than not, his teaching is con
cerned precisely with dying well !Tolstoy's "Three Deaths") .  
Often connected with this figure is a particular way of treating 
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food, drink, love, childbirth. He is, after all, the representative of 
eternal productive labor. There is an emphasis on the healthy 
failure of such a man to understand accepted falsehoods and con
ventions lwhich then exposes these for what they are) .  

Such are the basic directions in which the idyllic complex has 
influenced the modern novel. With this we will close our brief 
survey of folkloric time and the ancient matrices in artistic litera
ture. This survey provides an indispensable background for the 
correct understanding of the peculiarities of the Rabelaisian 
world land of other items as well, which we will not deal with 
here). 

* * * 

In the world of Rabelais, more decisively significant than any 
other way of reworking the ancient complex we have considered 
lwith the exception of the Aristophanic and Lucianic types) is 
laughter. 

· Of all aspects of the a:cci� �� onlY lamrhter never 
un,derwent SH,q}iJ:p,..!SQ!U�.f..all;Jl:;n; lleJtilg: religiOUS, p1ystical 
:pqr .P!iilQ�.Qil.bica],. It never took on an official character, and 
even in literature the comic genres were the most free, the least 
r�ented. -
\ �ter the decline of the ancient world, Europe did not know a 

sfugle cult, a single ritual, a single state or civil ceremony, a single 
official genre or style serving either the church or the state 
lhymn, prayer, sacral formulas, declarations, manifestos, etc. l  
where laughter was sanctioned lin tone, style or language)-even 
in its most watered-down forms of humor and irony.} 

�.urope knew neither the mysticism nor the ma · c of lau er; 
laughter was never infected, even s i dy, by the "red tape" of 
moribund officialdom. Therefore, laughter could not be deformed 
or falsified as could every other form of seriousness, in particular 
the pathetic. Laughter remained outside official falsifications, 
which were coated with a layer of pathetic seriousness. Therefore 
all high and serious genres, all high forms of language and style, 
all mere set phrases and all linguistic norms were drenched in 
conventionality, hypocrisy and falsification. Laughter alone re· 
mained uninfected by lies. 

We have in mind here laughter not as a biological or psycho· 
physiological act, but rather laughter conceived as an objec
tivized, sociohistorical · cultural phenomenon, which is most 
often present in verbal expression. For it is in the word that laugh-
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ter manifests itself most variously !although this has yet to be 
sufficiently studied in a historically systematic, categorical man
ner). Alongside the poetic use of a word "not in its primary sense" 
[ne v sobstvennom znacenii], that is, alongside tropes, there� . 
ists in addition a multiplicity of forms for the various indirect lin- · 
guistic expression of laughter: iron:x; parodl'J humor, the joke, 
various types of the C!JmlC an� s..!U.orth las yet no systematic clas- 1 
siflcation of these exists). TJi'e7e is no aspect of language that can
not be used in a figurative sense [ v nesobstvennom znacenii]. In 
all these approaches, the point of view contained within the word 
is subject to a reinterpretation, as is the modality of language and 
the very relationship of language to the object and to the speak
er. A relocation of the levels of language occurs-the making 
contiguous of what is normally not associated and the distancing 
of what ngrmaU¥ is, a de§truction gf the faro mar and the creation 
of new matrices, a destruction of linguistic norm,s fur language 
!ID1 tfiriuifit, In addition we get here a constant exceeding of the 
limits fixed in relationships internal to language. And what is 
more, there is a continual passing beyond the boundaries of the 
given, sealed-off verbal whole (one cannot understand parody 
without reference to the parodied material, that is, without ex
ceeding the boundaries of the given context) .  All these above fea- ."\' 
tures for exp:mss_mgJ��tlle word co�c-t9 tii?i' ape 1 
cial force aml9,mt..hilitt...tJuJJ:m. as it were. the gbjer;;t of.Jb.e. false 
verbal and ideological husk that encloses it. Rabelais takes this 
�apabilityol1anguage as far as 1.t Wilf go. -· 

The extraordinary force of laughter in Rabelais, its radicalism, 
is explained predominantly by its deep-rooted folkloric base, by 
its link with the elements of the ancient complex-with death, 
the birth of new life, fertility and growth. This is real world-em
bracing laughter, one that can play with all the things of this 
world-from the most insignificant to the greatest, from distant 
things to those close at hand. {rhis connection on the one hand 
with fundamental realities of life, and on the other with the most 
radical destruction of all false verbal and ideological shells that 
bad distorted and kept separate these realities, is what so sharply 
distinguishes Rabelaisian laughter from the laughter oj other 
practitioners of the grotesque, humor, satire and iron�-

Subse
quently we see in Swift, Sterne, Voltaire and Dickens a: relative 
softening of Rabelaisian laughter, a weakening of its ties with 
folklore !although they are still strong in Sterne, even more so in 
Gogol) and a rupture with the gross realities of life. 
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Here we must again take up the question of Rabelais' specific 
sources, of the enormous importance extraliterary sources had for 
him. Rabelais' first and foremost source was the unofficial side of 
speech, with its rich store of curses both simple and complex, 
with its various indecencies, the enormous weight carried by 
wards and expressions connected with hard drinking. To this very 
day, the unofficial (male) side of speech reflects a Rabelaisian de
gree of indecency in it, of words concerning drunkenness and def
ecation and so forth, but all this is by now cliched and no longer 
creative. In this unofficial side of speech used by the dregs of city 
and country (but primarily the city), Rabelais divined specific 
points of view on the world, a specific selection of realities, a spe
cific system of language that differed sharply from the official 

1 side. He perceived in this speech a complete absence of any sub-l limation, as well a special system of matrices opposed to the offi
cial sides of speech, and to literature. Rabelais broadly incorpo
rated into his novel this "crude frankness o£ folk passions," this 
"license that is granted statements on the public square" 
(Pushkin). tt 

The unofficial side of language already had within it ready-to
. hand, before Rabelais, lexical as well as other minor folkloric gen
' res-either as whole units or in a scattered and fragmented form, 

such as cmrent jokes, short stories, proverbs, puns, sayings, 
catchwords, erotic riddles, ditties and so forth. Contained within 
each of these forms is a point of view peculiar to it, its own selec
tion of realities (themes), its own distribution of these realities 
and finally its own relationship to language. 

In a later period we get written works of semi-official literature: 
stories about clowns and fools, farces, fabliaux., faceties, uu novel
las (which result from a further reworking of such material), 
chapbooks, fairy tales and so forth. And even later we have the 
specifically literary sources that Rabelais uses, above all those 
from classical antiquity.16 

r6. As we mentioned above, we have analyzed Rabelais' source in detail in 
a special monograph on Rabelais. 

tt. Citations are from Pushkin's 1830 essay on Marfa Posadnitsa. See edi
tor's footnote s, where the relevant paragraph is given in full. 

uu. Anonymous farces-frequendy very crude-of the late Middle � 
and early Renaissance. 
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Whatever these various sources for Rabelais, they were all re
worked from a single perspective, tailored to the unifying influ
ence of a completely new artistic and ideological project. Thus all 
traditional aspects in Rabelais' novel take on new meaning and 
bear new functions. 

This is especially true of the compositional and generic struc
ture of the novel. The first two books are structured according to 
a traditional scheme: the hero's birth and the miraculous circum
stances surrounding it; then the hero's childhood; then his years 
of study; then his military exploits and conquests. And the fourth 
book is structured along the lines of a traditional novel of travel. 
The third book, however, has a different order, the special scheme 
of the !ancient) quest for counsel and true wisdom: visiting ora
cles, wise men, philosophical schools and so on. This schema 
of "visitations" Ito notables, various representatives of social 
groups, etc. )  subsequently became very widespread in the litera
ture of more recent times !Dead Souls, Resurrection) .  

But these traditional schemes of ancient literature are rein
terpreted in Rabelais, since the material is treated as if it were 
subject to folkloric time. In the first two books of the novel, bio
graphical time is dissolved in the apersonal time of indiscrimi
nate growth: the growth and development of the human body, of 
the sciences and the arts, of a new world view, of a new world 
alongside the one that is old, dying, disintegrating. Growth is not 
tied down here to a specific individuum as his own growth; it ex
ceeds the boundaries of any individual personality. Everything in 
the world is in the process of growth, all its objects and phe
nomena, the whole world grows. 

Therefore the evolution and completion of a man as an individ: 
ual is not distinguished in Rabelais from historical growth and 
cultural progress. The basic aspects, states or phases of growth 
and development are understood here in a folkloric sense, not as 
part of the sealed-off sequence of an individual life but as part of 
the all-embracing common life of the whole human race. We 
should emphasize the fact that in Rabelais life has absolutely no 
individual aspect. A human being is comEl.��ely ext�. 
�OW]ll!!!!,its to a man's possible exteriority are a�d..Eo.tiu
deed, th_� DQt ii\..,Aip&)e jnst;mce_i.n ,the entir�, C:.�!!!!�_Of 
Rabelais' huge novel where we .£e .!i:IJ.&:nm...w.hit..a. cha,acterjs 
thinkin 1 wliat tie is experiencing, his internal dialO,&le• In__1hi.s. 
sense there is m a · e no wor o interiority. All that a 
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Thus the ancient matrices are re�established here on a new and 
loftier base. They are freed from all that had disunited and dis� 
torted them Ttl the g�<[ wor!£ Tliey are freed twn; _ill!. amgf
�orldly_ explanations. sublimations, interdicts. These n�w real� 
ities are ur ed through laughter, taken out of the high contexts 

at ha i 
into the ral&.outext !the real plan;J of a freely develo;eing human 
life. These .. �� llt�aent in a world of freely realized 
human possibilities. There is nothing to limit this potential. This 
is the most furi.damental distinguishing feature of Rabelais' work. 
All historical limits are, as it were gestroyed ang s.spt away bv 
laughter. The fiel� �ains open to human nature, to a free un
f_g!din.s. of all tfie :e,ossibilities illherent in man. In this respect 
Rabelais' world is diametrically opposed to the limited locale of 
the tiny idyllic world. Rabelais develops the authentic expanses 
· of the folkloric world on a new base. No!Jtipg fetters Rabelais' 
imagination, nothing within the ·v�n bo�!fies of the spatial 
an tein: or e . ct the authentic o
tentialities of man's nature. All limitations are bequeathed to the 
d\fng world, now in tlie process of bemg Ia-Uglle<I out of existence. 

representatives o e o  wor -mo s, re 1gious fanatics, 
feudal lords and royal courtiers, kings (Picrochole, Anarch). 
judges, pedants and others-are treated as absurd and doomed. 
They are completely limited beings, their potential is utterly ex

l,b-austed by their pitiful reality. Opposed to them we have Gargan-
tua, Pantagruel, Ponocrates, Epistemon and, in part, Friar John 
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and Panurge (who succeed in overcoming their limitations) .  
There are the models for unlimited human potential. 

The major heroes, Gargantua and Pantagruel, are certainly not 
kings in the same restricted sense that the feudal kings Picro
chole and Anarch are kings; but not only is there a fleshing-out of 
the humanist-king ideal as opposed to the feudal king (although 
that aspect is, to be sure, present)-at their core these images are 
modeled on the kings of folklore. What Hegel had to say about 
the Homeric epic would apply with equal force here: such men 
were selected as heroes of a work "not because of any fl�Se Qf s.u
ieriority, b,M.��§.e..Jlf tb�I .absolute £reedom of wj1l �d the 
creativity tbex �mo.D§.Uil� ill cstahlishmg their kingqomJ." 
§uch heroes becgme kings .S.Q..tD.!lt.$,EL�@X£.�1l.�e gre_at
est possible potential and full freedom to realize themselves and 
"their nature; asJiiim�P.:' suc1ikiiigs· aS'PiCIO'C�ent 
tlie real-lire ICings of a dying sociohistorical world-kings who 
are as limited and pathetic as the sociohistorical reality that is 
theirs. There is no freedom to be found in them, no further 
potential. 

Thus Gargantua and Pantagruel are fundamentally folkloric 
kings and giants-bogatyxi. For this reason the - are above all else 
men who can fre · eman s 
ma e on a man without recourse to ethical or religious consola
tu)n .fur our Iiliiitations as mortal men, forour weakiiess ana 
need. This deterfiiiiii!S"'ffie dlstmctivenesso'T'R:a'6elais' verslOn of 
the great man. The great man in Rabelais is profoundly demo
cratic. In no sense is he opposed to the mass, as something out of 
the ordinary, as a man of another species. On the contrary, he is 
made of the same generally human stuff as are all other men. He 
eats, drinks, defecates, passes wind-but he does all this on a 
grand scale. Nothing in him is incomprehensible or alien to gen
eral human nature, to the mass of men. Goethe's words about 
great men fully apply to him: "The greatest men are merely those 
with the greatest scope, they partake of the �e virtues and 
shortcomings as the majority, only writ large." JI'he great man in 
Rabelais is ordinary man raised to a higher power. Such greatness 
diminishes no one, for evlyone sees in such a man a glorification 
of his own human nature. 

Thus does the herois· of Rabelais' great man diller cate
gorically from all other heroisms, which oppose the hero to the 
mass of other men as something out of the ordinary due to his 
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lineage, his nature, the extraordinary demands and the exalted 
value he reads into life and the world !he is different therefore 
from the heroic man of the knightly and Baroque novel, from her
oism of the Romantic and Byronic sort and from the Nietzschean 
Ubermensch) .  But he also differs categorically from that glorifica
tion of the "little man" that occurs as compensation for his real
life limitations and the weakness of his ethical standards and pu
rity !such are the heroes and heroines of Sentimentalism). The 
great man in Rabelais, rooted in folklore as he is, is great :y._ot in 
his differences vis-a-vis other men but in his humanity; \he is 
great in the fullness of his development and in his realization of 
all human potentialities. As such, he is great in the space an� 
time of the actual world, where interior is not opposed to exterio� 
las we know, he is completely on the surface in the positive 
sense). 

The figure of Panurge is also constructed on a folkloric basis, 
but here in its clownish variant. The folk clown is present in this 
figure with more vigor and substance than in parallel instances in 
the picaresque novel and short story. 

But Rabelais is already adding to the folkloric base of his major 
heroes various features essential to his idea of a monarch and a 
humanist, embellishing them with certain realistic . historical 
gestures. Nevertheless through all these features the folkloric 
base remains visible and is responsible for the profound realistic 
emblematic constituted by these figures. 

The free growth of all human capabilities is of course not un
derstood by Rabelais on the narrowly biological level. The spa
tial-temporal world of Rabelais was the newly opened cosmos of 
the Renaissance. It was first of all a geographically precise cul
tural and historical world. Later it was the whole universe illumi
nated by astronomy. tian can and must conquer this entire 
spatial and temporal world. The images for this te'*\nological 
conquest of the universe are also folkloric at their core} The mi
raculous plant "Pantagruelion" is the "magic grass" (razryv-trava] 
frequently encountered in world folklore. 

In his novel Rabelais unfolds before us, as it were, the com
pletely unrestricted, universal chronotope of human life. And 
this was fully in accord with the approaching era of great geo
graphical and astronomical discoveries . 
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X. Concluding Remarks 

lA literary work's artistic untty in relationship to an actual reality 
1; defined by its chronot�pej' Therefore the chronotope in a work 
always contains within it an evaluating aspect that can be iso
late� from the whole artistic chronotope only in abstract analy
sis. Vn literature and art itself, temporal and spatial determina
tions are inseparable from one another, and always colored by 
emotions and values) Abstract thought can, of course, think time 
and space as separate entities and conceive them as things apart 
from the emotions and values that attach to them. But living ar
tistic perception !which also of course involves thought, but not 
abstract thought) makes no such divisions and permits no such 
segmentation. It seizes on the chronotope in all its wholeness and 
fullness. Art and literature are shot through with chxonotopic 
values of varying degree and scope. Each motif, each separate as
pect of artistic work bears value. 

In these chapters we have analyzed only the major chronotopes 
that endure as types and that determine the most important. ge
neric variations on the novel in the early stages of its develop
ment. As we draw our essay to a close we will simply list, and 
merely touch upon, certain other chronotopic values having dif
ferent degree and scope. (In the first chapter we mentioned the chronotope of encounte;;" 
in such a chronotope the temporal element predominates, and it 
is marked by a higher degree of intensity in emotions and values. 
The chronotope of the road associated with encounter is charac
terized by a broader scope, but by a somewhat lesser degree of 
emotional and evaluative intensity. Encounters in a novel usually 
take place "on the road." The road is a particularly good place for 
random encounters. On the road l "the high road"), the spatial and 
temporal paths of the most varied people-representatives of all 
social classes, estates, religions, nationalities, ages-intersect at 
one spatial and temporal point. People who are normally kept 
separate by social and spatial distance can accidentally meeti any 
contrast may crop up, the most various fates may collide and in
terweave with one another. On the road the spatial and temporal 
series defining human fates and lives combine with one another 
in distinctive ways, even as they become more complex and more 
concrete by the collapse of social distances. The chronotope of 
the road is both a point of new departures and a place for events to 
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find their denouement. Time, as it were, fuses together with 
space and flows in it !forming the road); this is the source of the 
rich metaphorical expansion on the image of the road as a course: 
"the course of a life," "to set out on a new course," "the course of 
history" and so on; varied and multi-leveled are the ways in 
which road is turned into a metaphor, but its fundamental pivot 
!s the flow of time) 

The road is especially lbut not exclusively) appropriate for por
traying events governed by chance. This explains the important 
narrative role of the road in the history of the novel. A road passes 
through the ancient everyday novel of wandering, through Pe
tronius' Satyricon and Apuleius' Golden Ass.f!;eroes of medieval 
chivalric romances set out on the road, and it often happens that 
all the events of a novel either take place on the road �{ are con
centrated along the road I distributed on both sides of itf 

And in such a novel as Wolfram von Eschenbach's Parzival, the 
hero's real-life course or path to Montsalvat passes imperceptibly 
into a metaphor of the road, life's course, the course of the soul 
that now approaches God, now moves away from Him I depending 
on the mistakes and failings of the hero and on the events that he 
encounters in the course of his real life). The road is what deter
mined the plots of the Spanish picaresque novel of the sixteenth 
century I Lazarillo and Guzman de Alfarache). On the boundary 
line between the sixteenth and seventeenth centuries, Don Qui
xote sets out on the road in order that he might encounter all of 
Spain on that road-from galley-slaves to dukes. By this time the 
road had been profoundly, intensely etched by the flow of histor
ical time, by the traces and signs of time's passage, by markers of 
the era. In the seventeenth century, Simplicissimus sets out on 
a road rutted by the events of the Thirty Years War. This road 
stretches onward, always maintaining its significance as major 
artery, through such critical works in the history of the novel as 
Sorel's Francion and Lesage's Gil · Blas . The importance of the 
road is retained I although weakened) in Defoe's !picaresque) nov
els, and in Fielding. The road and encounters on the road remain 
important in both Wilhelm Meister's Lehrejah.xe and Wander
jahre !although here their ideological sense is substantially 
changed, since the concepts of "chance" and "fate" have been rad
ically reinterpreted). Novalis' Heinrich von Ofterdingen and 
other heroes of the Romantic novel set out on a road that is half
real, half-metaphorical. Finally, the road and encounters on it are 
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important in the historical novel. Zagoskin's Yury Miloslavsky, vv 

for example, is structured around the road and road encounters. 
Grinev's meeting Pugachev on the road in a snowstorm deter
mines the plot in The Captain's Daughter. We recall as well the 
role of the road in Gogol's Dead Souls and Nekrasov's "Who 
Lives Well in Russia." 

Without touching here upon the question of the changing func
tions of the "road" and "encounter" in the history of the novel, 
we will mention but one crucial feature of the "road" common to 
all the various types of novels we have covered: the road js always 
one that vasses through tammar territOt]l; ap{pgt through e.wpe 
e;mtic alien world.!Gil Blas' "Spain" is artificial, and Simplicis
simus' temporary stay in France is also artificial, since the for
eignness of this foreign country is illusory, there is not a trace of 
the exotic) ;  it is the sociohistorical heterogeneity of one's own 
country that is revealed and depicted (and for this reason, if one 
may speak at all about the exotic here, then it can only be the 
11Social exotic"-"slums," "dregs," the world of thieves) .  This 
function of the "road" was exploited outside the novel as well, in 
such nonnarrative gemes as journalistic accounts of travel in the 
eighteenth century (the classic example is Radishchev's Journey 
from Petersburg to Moscow), and in the journalistic travel notes 
of the first half of the nineteenth century (for example, Heine's ) .  
The peculiarity of the "road" serves to distinguish these novels 
from that other line of development present in the novel of travel, 
represented by such novelistic types as the ancient novel of wan
dering, the Greek Sophist novel (to whose analysis we have de
voted the first part of this essay) and the Baroque novel of the sev
enteenth century. In these novels, a function analogous to the 
road is played by an 11alien world" separated from one's own na
tive land by sea and distance. 

Toward the end of the seventeenth century in England, a new 
territory for novelistic events is constituted and reinforced in the 
so-called "Gothic" or "black11 novel-the castle (first used in this 
meaning by Horace Walpole in The Castle of Otranto, and later 
in Radcliffe, Monk Lewis and others) .  The castle js satwated 

vv. Yury Miloslavsky (18.29) is a historical novel about the Polish occupa
tion of Moscow in r6u. Its author, M. N. Zagoskin (1789-IBp), while far 
from being in the same class as his idol Walter Scott, did help to create a 
vogue for historical romance. 
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through and through with a time that is historical in the narrow 

�:�; :rt�:�r!�:r�t !het:� *�h;:��s2�o:atv:�t ·
�2:�e=� 

sequently also the place of historical figures of the past!; Jb.e 
traces of centuries apd geperatjgns are ?IT?PS�g iR it ia niiiible 
form as various parts of its architecture, in furnishm s wea o s, 
t e ances ra · d "  

trans er o ereditar ri ts. And finall le ends and traditions 
animate every corner of the castle and its environs through their 
i::OnS"tant rernl§e1'i]!la.!t_��!:. fi Is this :aht� that �ves nse 
to �E.���g ki;g£L�.lL!HW.!liv�eieDiliiiJ;:�:�:� aiL that is �W��Lo..ut in Ggthic poxets._ 

The historicity of castle time has permitted it to play a rather 
important role in the development of the historical novel. The 
c_�kfuliUtiLQI.WP..!i.ID ... t& aiiJiaP1: past;. its nrjeptation is toward 
the past. Ad:n:ill�� tra.ces of time in the castle do bear a 
somewhat antiquated, museum-like character. Walter Scott suc
c�e��i!.,iii ove�coniiffi.&_!;tiejlanger of excessive antiquarianism -by 
relYing 11eaVlly on e legend of the castle, on the link between 
die castle and itS thston.£iltX.conceivEL,_compretl£nsible .!i&:tting. 
�ion of s atial and temporal aspects and catego
nes m the castle (an(!" its environs , t e Istonca mtensity o t s 
§hr?noto12e, is 

.
what had qet�rmmeil 1t5 produerryiL\pl>l,f. !%!i{t� for Images at ilifferent stages m the develo ment t _ _  s ___ al 

nove . 
' In die.novels of Stendhal and Balzac a fundamentally new space 
appears in which novelistic events may unfold-the space of par
lors and salons (in the broad sense of the word) .  Of course this is 
not the first appearance of such space, but only in these texts does 
it achieve its full significance as the place where the major spatial 
and temporal sequences of the novel intersect. From a narrative 
and compositional point of view, this is the place where encoun
ters occur (no longer emphasizing their specifically random 
nature as did meetings "on the road" or "in an alien world") . In 
salons and parlors the webs of intrigue are spun, denouements oc
cur and finally-this is where dialoi:yes happen, something tbar 
acq��x!raord�y J:!!l..P.Q!..!!!?-��QV,£;1,. revealing the 
c:Qaracter, r;Idea8ll and"passions" of the heroes. 

The narrative and compositional importance of this is easy tro 
understan�. In the parlors and salons of the Restoration and July 
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Monarchy is found the barometer of political and business life; 
political, business, social, literary reputations are made and de
stroyed, careers are begun and wrecked, here are decided the fates 
of high politics and high finance as well as the success or failure 
of a proposed bill, a book, a play, a minister, a courtesan-singer; 
here in their full array (that is, brought together in one place at 
one time) are all the gradations of the new social hierarchy; and 
here, finally, there unfold forms that are concrete and visible, the 
supreme power of life's new king-money. 

Most important in all this is the weaving of historical and so
cio-public events together with the personal and even deeply pri::. 
vate side of life, with the secrets of the boudoir; the interweaving 
of petty, private intrigues with political and financial intrigues, 
the interpenetration of state with boudoir secrets, of historical se
quences with the everyday and biographical sequences. Here the 
graphically visible markers of historical time as well as of bio
graphical and everyday time are concentrated and condensed; at 
the same time they are intertwined with each other in the tight
est possible fashion, fused into unitary markers of the epoch.� 
epoch �C.Q!B� I!.QU�Y.. graphically visible [space]. !mt Uill'a
t_!.yely yjsihle [tjmeJ 

For the great realist writers, Stendhal and Balzac, parlors and 
salons are not, of course, the only places of intersection of tem
poral and spatial sequences. They constitute only one such place. 
Balzac's ability to 11 see" time in space was extraordinary. We need 
mention only Balz!!C�Jllarvelous depiction of bml§e§ as maten
�ealiistory and bj!ji descript1oo g£ streets dties rural land
�cap��w:here th� are being worked upon by time and 
histoQT. 

We will merely touch upon one more example of the intersec- · 

tion of spatial and temporal sequences. In Flaubert's Madame 
Bovary the provincial town serves as the locus of action. The 
petty-bourgeois provincial town with its stagnant life is a very 
widespread setting for nineteenth-century novels (both before 
and after Flaubert) .  Such towns occur in several different variants, 
including a very important one, the idyllic (in the works of the 
provincialists) .  We will deal with the Flaubertian category alone 
(which was not, of course, created by Flaubert). Such towns are 
th� locus for cycli':! =� �· Here there are no events, 
only "doings" tbaLcnn;;;:antjVreneai themselves. Time here has. 
n�_advancing historical movement; it moves rather in narrow cir-
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cles: the circle gf the da}{ gf the Juewk1 g£ tau mon+b, gf a person'� 
enhre life. A day is just a day, a year is just a year-a life is just a 
iife. Day in, day out the same round of activities are repeated, the 
same topics of conversation, the same words and so forth. In this 
type of time people eat, drink, sleep, have wives, mistresses !ca
sual affairs), involve themselves in petty intrigues, sit in their 
shops or offices, play cards, gossip. This is commonplace, philis
tine cyclical everyday time. It is familiar to us in many variants 
in Gogol, Turgenev, Gleb Uspensky, Saltykov-Shchedrin, Che
khov. The markers of this time are simple, crude, material, fused 
with the everyday details of specific locales, with the quaint little 
houses and rooms of the town, with the sleepy streets, the dust 
and flies, the club, the billiards and so on and on. Time here is 
without event and tbe-J:efare almost seems to stand still. Here �a.!.�-l!�'m�_f?gp_g§/' Q,Q '�l!rtings.:.' !.ti���� and sticky 
time that, drg� it�qf..§!P.l!b!.W.!!!!!h.!l?�e. And therefore it can
not serve as the primary time of the novei""Novelists use it as an 
ancillary time, one that may be interwoven with other noncycli
cal temporal sequences or used merely to intersperse such se
quences; it often serves as a contrasting background for temporal 
scuences that are more charged with energy and event. 

We will mention one more chronotope, highly charged with 
e otion and value, the chronotope of threshold; it can be com
bined with the motif of encounter, but its most fundamental in
stance is as the chronotope of crisis and break in a life. The word 
"threshold" itself already has a metaphorical meaning in every
day usage !together with its literal meaning), and is connected 
with the breaking point of a life, the moment of crisis, the deci
sion that changes a life lor the indecisiveness that fails to change 
a life, the fear to step over the threshold). In literature, the chro-

, notope of the threshold is always metaphorical and symbolic, 
sometimes openly but more often implicitly)In Dostoevsky, for 
example, the threshold and related chronotopes-those of the 
staircase, the front hall and corridor, as well as the chronotopes of 
the street and square that extend those spaces into the open air
are the main places of action in his works, places where crisis 
events occur, the falls, resurrections, renewals, epiphanies, deci
sions that determine the whole life of a man/In this chronotope, 
time is essentially instantaneous; it is as if it ha1o duration and 
falls out of the normal course of biographical tim In Dostoevsky 
these moments of decision become part of the eat all-embrac-
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ing chronotopes of mystery- and carnival-time. These times re
late to one another in Dostoevsky in a highly distinctive way; 
they are interwoven with one another much as they had been in
termingled for centuries on the public squares of the Middle Ages 
and the Renaissance (and in essence as they had been inter
mingled on the ancient squares of Greece and Rome, although in 
somewhat different forms) .  It is as if Dostoevsky's landscape is 
animated and illuminated by the ancient public square's spirit of . 
carnival and mystery: in the streets (outside) and in his mass I 
scenes, especially the parlor scenes (inside).17 This does not, of 
course, exhaust the range of chronotopes in Dostoevsky; they are 
complex and multi-faceted, as are the traditions that they infuse 
with new life. 

In Tolstoy as distinct from Dostoevsky the fundamental chro
notope is biographical.�ime, which flows smoothly in the spaces
the interior spaces-0� toWnhouses and estates of the nobility. In 
Tolstoy there are, of course, also crises, falls, spiritual renewals 
and resurrections, but they are not instantaneous and are not cast 
out of the course of biographical time; in fact, they are welded ' 
firmly to it. For example, Ivan llyich's crisis and dawning aware
ness drags on for the whole duration of the final phase of his ill
ness, and comes to a close only at the very end of his life. Pierre 
Bezukhov's spiritual renewal is also a lengthy and gradual one, 
fully biographical. Less lengthy but still not instantaneous is the 
renewal and repentance of Nikita ( 11The Power of Darkness") .  We 
find in Tolstoy only one exception: Brekhlinov's radical spiritual 
rebirth at the last moment of his life ( "Master and Man"), some
thing that is in no way prepared for, completely unexpected. 
Tolstoy did not value the moment, he did not strive to fill it with 
something fundamental and decisive: one rarely encounters the 
word "suddenly" in his works, and it never ushers in a significant 
event. In contrast to Dostoevsky, Tolstoy loves duration, the 
stretching-out of time. After biographical time and space, Tolstoy 

17.  Cultural and literary tiaditions (including the most ancient) are pre
served and continue to live not in the individual subjective memory of a sin
gle individual and not in some kind of collective "psyche," but rather in the 
objective forms that culture itself assumes (including the forms of language 
and spoken speech), and in this sense they are inter-subjective and inter-indi
vidual (and consequently social); from there they enter literary works, some
times almost completely bypassing the subjective individual memory of their 
creators. 
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attached most significance to the chronotope of nature, the fam
ily-idyllic chronotope and even the chronotope of the labor idyll 
(in his descriptions of peasant labor). 

* * * 

What is the significance of all these chronotopes? What is most 
ob · ' therr me for narratlve. They are the orgamzmg 

' centers for the £uri. ent narrative events o 
c onotope is the place where e ots o 
'l.iil.tleO. can e sa1 WI out ualific · at to them belon s 

e meaning that shapes narrative. 
· 

We cannot help but be strongly impressed by the representa
tionaJ. .. import��! ��J(.h!'2a'?!2P,�ili:i�omes;"ttreffect, 
palpabl�!!!-d �.b��.hr.2!!.9!9.Pe makes narrative events con
�:_� ��gJ.h�m...uk,e�!ID flesh"-causes blooa to flow in their 
� An event can be communicated, it becomes iiiformatwn, 
one can give precise data on the place and time of its occurrence. 
But the event does nQ� become a figure [obraz]. It is precisely the 
chronotope that provides the ground essential for the showing
forth, the representability of events. And this is so thanks pre
cisely to the special increase in density and concreteness of time 
markers-the time of human life, of historical time-that occurs 
within well-delineated spatial areas. It is this that makes it possi
ble to structure a representation of events in the chronotope 
(around the chronotope). It serves as the primary point from 
which "scenes" in a novel unfold, while at the same time other 
"binding" events, located far from the chronotope, appear as mere 
dry information and communicated facts (in Stendhal, for in
stance, informing and communicating carry great weighti repre
sentation is concentrated and condensed in a few scenes and 
these scenes cast a light that makes even the "informing" parts of 
the novel seem more concrete-cf., for example, the structure of 
Annance). Thus the chronotope. fl,wctioning as the prima:r 
means for materializ' time in s ace emerges as a center tor 
concretizmt\ r92res.511ationJ as !l.l.o!ce giving o y to e entire 
novel. All e novel's abstract elements-philosophical and so
cial generalizations, ideas, analyses of cause and effect-gravitate 
toward the chronotope and through it take on flesh and blood, 
permitting the imaging power of art to do its work. Such is the 
representational significance of the chronotope. 

The chronotopes we have discussed provide the basis for dis· 
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topes that serve for the assimilation of actual temporal (including 
historical) reality, that permit the essential aspects of this reality 
to be reflected and incorporated into the artistic space of the 
novel. 

* * * 

We have been speaking so far only of the major chronotopes, 
' those that are most fundamental and wide-ranging. But each such I chronotope can include within it an uplimjt'!n=.1"���� 

clironotopes · in fact, as we have already said, �mntif m;Yh;;; 
' -

a s  eci · own. 
ithin the limits of a single work and within the total literary 

output of a single author we may notice a number of different 
chronotopes and complex interactions among them, specific to 
the given work or author; it is common moreover for one of these 

I chronotopes to envelope or dominate the others (such, primarily, 
t are those we have analyzed in this essay). Chronotopes are mutu

J ally inclusive, they co-exist, they may be interwoven with, re-
place or oppose one another, contradict one another or .find them-

' selves in ever more complex interrelationships. The relationships 
themselves that exist among chronotopes cannot enter into any 
of the relationships contained within chronotopes. The general 
characteristic of these interactions is that they are dialogical (in 
the broadest use of the word) .  But this dialogue cannot enter into 
the world represented in the work, nor into any of the chrono
topes represented in it; it is outside the world represented, al
though not outside the work as a whole. It (this dialogue) enters 
the world of the author, of the performer, and the world of the 
listeners and readers. And all these worlds are chronotopic as 
well) 

:Efow are the chronotopes of the author and the listener or 
reader presented to us? First and foremost, we experience them in 
the external material being of the work and in its purely external 
composition. But this material of the work is not dead, it is speak
ing, signifying (it involves signs); we not only see and perceive it 
but in it we can always hear voices (even while reading silently to 
ourselves) .  We are presented with a text occupying a certain spe
cific place in space; that is, it is localized; our creation of it, ow 
acquaintance with it occurs through time. The text as such never 
appears as a dead thing; beginning with any text-and sometimes 
passing through a lengthy series of mediating links-we alway� 
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arrive, in the final analysis, at the human voice, which is to say 
we come up against the human being. But the text is always im
prisoned in dead material of some sort: in the early stages of liter
ature's development, that is, in inscriptions (on stone, brick, 
leather, papyrus, paper); later on, the inscribing could take the 
form of a book (scrolls or codices) .  But inscriptions and books in 
any form already lie on the boundary line between culture and a 
dead nature; if we approach these items as carriers of the text, 
then they enter into the realm of culture and (in our example) 
into the realm of literature. In the completely real-life time-space 
where the work resonates, where we find the inscription or the 
book, we find as well a real person-one who originates spoken 
speech as well as the inscription and the book-and real people 
who are hearing and reading the text. Of course these real people, 
the authors and the listeners or readers, may be (and often are) 
located in differing time-spaces, sometimes separated from each 
other by centuries and by great spatial distances, but nevertheless 
they are all located in a real, unitary and as yet incomplete histor
ical world set off by a sharp and categorical boundary from the 
represented world in the text. Therefore we may call this world 
the world that creates the text, for all its aspects-the reality re
flected in the text, the authors creating the text, the performers of 
the text (if they exist)  and finally the listeners or readers who re
create and in so doing renew the text-participate equally in the 
creation of the represented world in the text. Out of the actual 
chronotopes of our world (which serve as the source of represen
tation) emerge the reflected and created chronotopes of the world 
represented in the work (in the teXt). 

As we have already said, �.!e is a �1:!.¥.12 an,.,9 �orical),!?S!.,d
acy line between the actual world as source of rc;12.re§entation and 
the world'represented'ffi"the"Woi:K.We riiust never forget this, we 
must"neveiooii1Us"e..:.._as"Has '6"een done up to now and as is still 
often done-the represented world with the world outside the 
text (naive realism); nor must we confuse the author-creator of a 
work with the author as a human being (naive biographism); nor 
confuse the listener or reader of multiple and varied periods, re
creating and renewing the text, with the passive listener or reader 
tlf one's own time (which leads to dogmatism in interpretation 
md evaluation). All such confusions -aie methodologically imper
missible. But it is also impermissible to take this categorical 
boundary line as something absolute and impermeable (which 
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leads to an oversimplified, dogmatic splitting of hairs) .  J!owever 
forcefully the real and the represented world resist fusion, how
ever immutable the presence of that categorical boundary line be
tween them, they are nevertheless indissolubly tied up with each 
other and find themselves in ,continual mutual interaction; unin
terrupted exchange goes on between them, similar to the uninter
rupted exchange of matter be�eln living organisms and the en
vironment that surrounds thelllJf\S long as the organism lives, it 
resists a fusion with�environment, but if it is torn out of its 
environment, it dies) e work and the world rwesepted iP it 
enter the real world d enrich it, and the real world enters the 
�-;;;:dits WOiraas part"'Fl'heprocess ofits creation, as well as 
P.�ts subse��nO!f.�Z""�On"fiiiu,:l renewincf2! the wf:r 
�o�.ih 4.ie �ve �P.�ceptlo� of listeners an F�-:ae!� .J. 
coursetliis rocess Of exclian e is itseH chlonotop1c: 1t occurs 

st and oremost in stone eve o m soc1 world but' 
without ever os · · storic 
might even spettk of a li 
tb.ia..a&bauge bet� work and life occurs, and which con
stitutes the distinctive life of the work . 

.. ...--.- ·  ... - �  - ,..__ 

* * * 

We must pause briefly on the author, who is the creator of the 
work, and the distinctive form of his activity. 

We find the author outside the work as a human being living 
his own biographical life. But we also meet him as the creator of 
the work itself, although he is located outside the chronotopes 
represented in his work, he is as it were tangential to them. We 
meet him lthat is, we sense his activity) most of all in the com
position of the work: it is he who segments the work into parts 
I songs, chapters and so on) that assume, of course, a kind of exter
nal expression-without however directly reflecting the repre· 
sented chronotopes. This segmentation might be different in dif
ferent gemes, since in some of them the segmentation has been. 
preserved as a matter of tradition; such divisions were deter· 
mined by the actual conditions under which works in these 
genres were performed and heard in the early stages of their prf·· 
written joral) existence. Thus we can with relative clarity sensr 
in the segmentation of ancient epic songs the chronotope of the 
singer and his audience, or the chronotope of storytelling in uadi · 
tional tales. But even in the segmentation of a modern literaTI 
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work we sense the chronotope of the represented world as well as 
the chronotope of the readers and creators of the work. That is, 
we get a mutual interaction between the world represented in the 
work and the world outside the work. \J'hls interaction is pin
pointed very precisely in certain elementary features of composi
tion: every work has a beginning and an end, the event repre-· 
sented in it likewise has a beginning and an end, but these · 
beginnings and ends lie in different worlds, in different chrono
topes that can never fuse with each other or be identical to each 
other but that are, at thil�e time, interrelated and indissolubly 
tied up with each otherJrve might put it as follows: before usJie 
two events-the event tliat is narrated in the work and the event 
pf narration itself (we ourselves participate in the latter, as lis
teners or readers);  these events take place in different times 
(which are marked by different durations as well) and in different 
places, but at the same time these two events are indissolubly 
united in a single but complex event that we might call the work 
in the totality of all its events, including the external . material 
givenness o£ the work, and its text, and the world represented in 
the text, and the author-creator and the listener or reader; thus 
we perceive the fullness of the work in all its wholeness and indi
visibility, but at the same time we understand the diversity of the 
elements that constitute it. 

The author-creator moves freely in his own time: he can begin 
his story at the end, in the middle, or at any moment of the events 
represented without violating the objective course of time in the 
event he describes. Here we get a sharp distinction between repre
senting and represented time. , 

But a more general question arises : from what temporal and 
spatial point of view does the author look upon the events that he� 
describes? ' 

In the first place, he does his observing from his own unre
solved and still evolving contemporaneity, in all its complexity 
and fullness, insofar as he himself is located as it were tangen
nally to the reality he describes. That contemporaneity from 
which the author observes includes, first and foremost, the realm 
;)t literature-and not only contemporary literature in the strict 
o;ense of the word, but also the literature of the past that con
tinues to live and renew itself in the present. The realm of litera
mre and more broadly of culture (from which literature cannot be 
��arated) constitutes the indispensable context of a literary work 
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and of the author's position within it, outside of which it is im
possible to unde�tand either the work or the author's intentions 
reflected in it. 18 he author's relationship to the various phe
nomena of litera e and culture has a dialogical character, which 
is analogous to the interrelationships between chronotopes with
in the literary work (of which we spoke above). But these dialogi
cal relationships enter into a special semantic sphere that is 
purely chronotopic-this, however, exceeds the bounds of our 
present survey). 

i A� we have already said, the author-creator, �di�g himse!f 
\OUtside the chronotopes of the world he represents m his work, 1s 
(nevertheless not simply outside but as it were tangential to these 
chronotopes. !!�J�uresen1L,the l.V2!1sl��ther from · of 
view o artici ati · the re resented event . r fwm 
the oint of view of a narrator r from that of an assumed author 

-wi out utilizin a i e can de-
liver e star direct! from himself as the author ure and sim-

le in · ect authorial di ) . But even in the last instance he 
can represent the temporal-spatial world and its events only as if 
he had seen and observed them himself, only as if he were an� 
niJ.?resent witness to them. Even had :Q.e created an autobiograi!hY 
or a confession of the m�t �ssonisSl.ry!hfY.l.ll£§§.& all the same 
he, as 1ts creator, remains outside the world he has represented in 
hi�"wo���·IfirelateJ"QrWi-1teaAAu1:Tjiii ew;r ib atE as Fitt)iijl-

ened to me then I as the teller or writer) of this event am al
ready outside the time and s ace in whic t e event oc t '  
lS JUSt as impossible to orge an identity between myself, my own 
"1," and that "I" that is the subject of my stories as it is to lift 
myself up by my own hair. The represented world, however real
istic and truthful, can neyer he chmpotgpjcally identical with the 
J;eal wgrld it represents, where t;hs au1;b.or_and cre.�r 2f.!..h� l!,ter
li!,Um:.,lsJs..to be found. That is why the term "image of the au
thor" seems to me so inadequate: everything that becomes an im
age in the literary work, and consequently enters its chronotopes. 
is a created thing and not a force that itself creates. The "image of 
the author"-if we are to understand by that the author-creator
is a contradiction in terms; every image ·is a created, and not � 
,wreating. thing. It goes without saying that the listener or reader 

r8.  We will not deal here with other areas of the social and personal expr· 
rience of the author-creator. 
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may create for himself an image of the author land usually does; 
that is, in some way he pictures the author to himself ) ;  this en
ables him to make use of autobiographical and biographical mate
rial, to study the appropriate era in which the author lived and 
worked as well as other material about him. But in so doing he 
lthe·listener or reader) is merely creating an artistic and historical 
image of the author that may be, to a greater or lesser extent, 
truthful and profound-that is, this image is subject to all those 
criteria that usually apply in these types of images. And this im
age of the author cannot, of course, itself enter into the fabric of 
images that makes up the literary work. However if this image is 
deep and truthful, it can help the listener or reader more correctly 
and profoundly to understand the work of the given author. In the present work we will not consider the complex problem 
of the listener-reader, his chronotopic situation and his role in re
newing the work or art !his role in the process of the work's life) ;  
we will point out merely that every literary work faces outward 
away from itself, toward the listener-reader, and to a certain ex
tent thus anticipates possible reactions to itself. 

* * * 

In conclusion we should touch upon one more important prob
lem, that of the boundaries of chronotopic analysis. Science, art 
and literature also involve semantic elements that are not subject 
to temporal and spatial determinations. Of such a sort, for in
stance, are :ill m.athel;ll�ttical.c�ts.�.make l.lS� oLt�m...fpr 
measuring spatial and temporal phenomena but they themselves 
have no intrlnsu!.EP.,atial an'd tem oraiTeterminatiOi:1s; tl'i'eyare 
ilie object of our a stract cognition. ey are an a stract an con
ceJ?tual Hguration indispensable for the formalization and strict 
scientific study of many concrete phenomena. But meanings ex
ist p.ot_oi!li.in abstract co ition, the exist in artistic tliougfit'as 
well. These artistic meanin s are ikewise -o
ral an s at1a eterminations. We somehow mana 
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we will not engage them here. For us the following is important: 
whatever these meanings turn out to b · 

pene�ce w 1c .JJ!....§Q ���1}-JW �!-� take on the form 
of a si� tha!j�-��u.<!ipl� �l!d_Y!,sibJ& fgr u�j a J:aig,ggjyjili:fi mathe
matical �orm�£.!_v�..dlil.,Qr .liJ,JgU,i5�t:es&iQU. a sketcb. etc. ) .  
Without su_ai.t<aP.-J!.oraJ·sRa!!!L�xD�:i.wl . .&Ven ibma�t tbgugbt 
js impossible. Qma.eguent,!y, _ eve!I.�nt!I, into the_s,R,hLC:rC gf mean
ings -�� �CC9,!11..Jili!hed only throu&b the gates of t4e Chronotone. 

* * * 

As we stated in the beginning of our essay, the study of temporal 
and spatial relationships in literary works has only recently be
gun, and it has been temporal relationships by and large that have 
been studied-and these in isolation from the spatial relation
ships indissolubly tied up with them. Whether the approach taken 
in this present work will prove fundamental and productive, only 
the further development of literary research can determine. 

1937-1938 19 

19. The "Concluding Remarks" were written in 197 3 ·  



DIS COURSE IN THE NOVEL 

The principal idea of this essay is that the study of verbal art can 
and must overcome the divorce between an abstract "formal" ap
proach and an equally abstract "ideological" approach. Form and 
content jn discourse are one, once we understand that yerbaJ 
disco� a social phenomenon social throughout its entire 
range and in each and every of its factors, from the sound image 
to the furthest reaches of abstract meaning. 

It is this idea that has motivated our emphasis on "the stylis
tics of genre." The separation of style and language from the ques
tion of genre has been largely responsible for a situation in which 
only individual and period-bound overtones of a style are the priv
ileged subjects of stud'fJ while its basic social tone is ignored. The 
great historical destinies of gemes are overshadowed by the petty 
vicissitudes of stylistic modifications, which in their turn are 
linked with individual artists and artistic movements. For this 
reason, stylistics has been deprived of an authentic philosophical 
and sociological approach to its problems; it has become bogged 
Jown in stylistic trivia; it is not able to sense behind the individ
ual and period-bound shifts the great and anonymous destinies of 
,mistic discourse itself. More often than not, stylistics defines it
�tlf as a stylistics of "private craftsmanship" and ignores the so
uaJ life of discourse outside the artist's stud'fJ discourse in the 
upen spaces of public squares, streets, cities and villages, of social 
groups, generations and epochs. Stylistics is concerned not with 
l 1 \· :ng discourse but with a histological specimen made from it, 
1\·u:h abstract linguistic discourse in the service of an artist's indi
.. :duaJ creative powers. But these individual and tendentious 
· •\· �:nones of style, cut off from the fundamentally social modes in 
\\ ruch discourse lives, inevitably come across as flat and abstract 
: n  �uch a formulation and cannot therefore be studied in organic 
J a m· with a work's semantic components. 
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Modem Stylistics eiJ the Novel 

Before the twentieth century, problems associated with a stylis
tics of the novel had not been precisely formulated-such a for
mulation could only have resulted from a recognition of the 
stylistic uniqueness of novelistic (artistic-prose) discourse. 

For a long time treatment of the novel was limited to litde 
more than abstract ideological examination and publicistic com
mentary. Concrete uestions of s listics were either not treated 
at all or treated in passing and in an arbitr wa : e · scourse 
of artistic prose was e1 er un erstood as being poetic in the nar
row sense, and had the categories of traditional stylistics (based 
on the study of tropes) uncritically applied to it, or else such ques
tions were limited to empty, evaluative terms for the character
ization of language, such as "expressiveness," "imagery," "force," 
"clarity" and so on-without providing these concepts with any 
stylistic significance, however vague and tentative. 

Toward the end of the last century, as a counterweight to this 
abstract ideological way of viewing things, interest began to grow 
in the concrete problems of artisti-c craftsmanship in prose, in the 
problems of novel and short-story technique. However, in ques
tions of stylistics the situation did not change in the slightest; 
attention was concentrated almost exclusively on problems of 
composition lin the broad sense of the word). But, as before, the 
peculiarities of the stylistic life of discourse in the novel land in 
the short story as well) lacked an approach that was both prin
cipled and at the same time concrete lone is impossible without 
the other); the same arbitrary judgmental observations about lan
guage-in the spirit of traditional stylistics-continued to reign 
supreme, and they totally overlooked the authentic nature of ar· 
tistic prose. 

There is a highly characteristic and widespread point of view 
that sees novelistic discourse as an e:x:t:ra-artistic medium, a dis· 
course that is not worked into any special or unique style. �er 
failure to find in novelistic discourse a purely poetic formulation 
!"poetic" in the narrow sense) as was expected, prose discourse is 
denied any artistic value at all; it is the same as practical speech 
for everyday life, or speech for scientific purposes, an artistically 
neutral means of communication. 1) . 

r. As recendy as the I92.os, V. M. Zirmunskij [important fellow-traveler of 
the Formalists, ed.] was writing: "When lyrical poetry appears to be authen· 
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Such a point of view frees one from the necessity of undertak

ing stylistic analyses of the novel; it in fact gets rid of the very 
problem of a stylistics of the novel, permitting one to limit 
oneself to purely thematic analyses of it. 

It was, however, precisely in the 1920s that this situation 
changed: the novelistic prose word began to win a place for itself 
in stylistics. On the one hand there appeared a series of concrete 
stylistic analyses of novelistic prose; on the other hand, system
atic attempts were made to recognize and define the stylistic 
uniqueness of artistic prose as distinct from poetry. 

But it was precisely these concrete analyses and these attempts 
at a principled approach that made patently obvious the fact that 
all the categories of traditional stylistics-in fact the very con
cept of a poetic artistic discourse, which lies at the heart of such 
categories-were not applicable to novelistic discourse. Novelis
tic discourse proved to be the acid test for this whole way of con
ceiving style, exposing th� narrownes§ of this ttruL.Q! tbinkin&. 
and its inadequaEy in all.!!�as o! dis�our!,�S artistic li!C:· 

All attempts at concrete stylistic analysis of novelistic prose ei
ther strayed into linguistic descriptions of the language of a given 
novelist or else limited themselves to those separate, isolated 
stylistic elements of the novel that were includable lor gave the 
appearance of being includable) in the traditional categories of 
stylistics. In both instances the stylistic whole of the novel and of 
novelistic discourse eluded the investigator. 

The no�el .a� � whole is a Ehenomenon multiform in §lYle and 
var�ormJn..me�:lJ. and voice. ln.!t!h� iJ1yestigator is co¢onted 
with several heterogeneous stylistic unities, often located on dif
ferent linguistic levels and subject to different stylistic controls. 

ucally a work of verbal art, due to its choice and combination of words (on 
ietnantic as well as sound levels) all of which are completely subordinated to 
the aesthetic project, Tolstoy's novel, by contrast, which is free in its verbal 
1m11position, does not use words as an artistically significant element of in
�eraction but as a neutral medium or as a system of significations subordi
nated (as happens in practical speech) to the communicative function, direct
mg our attention to thematic aspects quite abstracted from purely verbal 
.onsiderations. We cannot call such a literary work a work of verbal art or, in 
.1nv case, not in the sense that the term is used for lyrical poetry" ["On the 
Problem of the Formal Method," in an anthology of his articles, Problems of 
� rheory of Literature (Leningrad, 1928, p. 173h Russian edition: "K voprosu 
: · · rormal'nom metode'," in Voprosy teorii literatury, (L., 1 92.8)]. 
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We list below the basic types of compositional-stylistic unities 
into which the novelistic whole usually breaks down: 

rii) Direct authorial literary-artistic narration lin all its diverse 
variants); 

!2. )  Stylization of the various forms of oral everyday narration 
l skaz); 

1 3 1 Stylization of the various forms of semiliterary !written) ev
eryday narration lthe letter, the diary, etc. ) ;  

141 Various forms of literary but extra-artistic authorial speech 
!moral, philosophical or scientific statements, oratory, eth
nographic descriptions, memoranda and so forth); 

� s I The stylistically individualized speech of characters. 

(These heterogeneous stylistic unities, upon entering the novel, 
combine to form a structured artistic system, and are subordi
nated to the higher stylistic unity of the work as a whole, a unity 
that cannot be identified with any single one of the unities subor
dinated to it� 

The stylistic uniqueness of the novel as a genre consists pre
cisely in the combination of these subordinated, yet still rela
tively autonomous, unities Ieven at times comprised of different 
languages) into the higher unity of the work as a whole: the style 
of a novel is to be found. in the combination of its styles; the lan
guage of a novel is the system of its "languages." Each separate 
element of a novel's language is determined first of all by one 
such subordinated stylistic unity into which it enters direcdy
be it the stylistically individualized speech of a character, the 
down-to-earth voice of a narrator in skaz, a letter or whatever.' 
The linguistic and stylistic profile of a given element !lexical, se
mantic, syntactic) is shaped by that subordinated unity to which 
it is most immediately proximate. At the same time this element, 
together with its most immediate unity, figures into the style of 
the whole, itself supports the accent of the whole and participates 
in the process whereby the unified meaning of the whole is struc· 

ed and revealed. 
The novel can be defined as_ !1. diversitt ,of ..§9Cial speech typ�� (!2metimes even diversit of languages) and a diversit of indi�· !!!Y voices, artistically organize . T e internal stra · cation oi 

any single national language into social dialects, characteristic 
group behavior, professional jargons, generic languages, Ian·· 
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guages of generations and age groups, tendentious languages, lan
guages of the authorities, of various circles and of passing fash
ions, languages that serve the specific sociopolitical purposes of 
the day, even of the hour (each day has its own slogan, its own 
vocabulary, its own emphases)-this internal stratification pres
ent in every language at any given moment of its historical exis
tence is the indispensable prerequisite for the novel as a geme. 
The novel orchestrates all its themes, the totality of the world of 
objects and ideas depicted and expressed It it, by means of the 
social diversity of speech types [xaznoxeeie} and by the differi..."l.g 
individual voices that flourish under such conditions. Authorial 
speech, the speeches of narrators, inserted gemes, the speech of 
characters are merely those fundamental compositional unities 
with whose help heteroglossia [xaznoxecie] can enter the novel; 
each of them permits a multiplicity of social voices and a wide 
variety of their links and interrelationships (always more or less 
dialogized). These distinctive links and interrelationships be
tween utterances and languages, this movement of the theme 
through different languages and speech types, its dispersion into 
the rivulets and droplets of social heteroglossia, its dialogiza
tion-this is the basic distinguishing feature of the stylistics of 
the novel) 

�uc� a tombipjng of languages and,uyles into a ffigP,.g_ unijy is 
unknown to traditional stylistic� it has no method fg!.awoac�
mg the distinc.tfve sociiil diaJ:iiiGiiiiiQD� iapgyag�s that is pres
\.!nt in the novel. Thus stylistic analysis is not odente.d tow.!P'd :the 
novei as a whOle, but only tow.aul..on.e or ano:thet..Of it§.J!!!hordi
uated stylistic unities. The traditional scholar bypasses the basic 
distinctive feature of' the novel as a geme; he substitutes for it an
< •ther object of study, and instead of novelistic style he actually 
Jn.ilyzes something completely different. He transposes a sym
rhonic (orchestrated) theme on to the piano keyboard. 

We notice two such types of subst_!�tion�: in the first type, an 
an ;llvsis of novelistic style is re laced b a descri tion of the lan
�uJge o! a giveg. nov_� :�t .  2r at best of the "langua!es" o a given 
: • •  o \ el i j� the sec'?nd typ;, one of the subordinate styles is iso
• J c �d and ;malyzed as ffj.t we,rr;. ihe style of the whole. 

I n  the B.rst type, style is cut off from cons1derat10ns of geme, 
.• nJ trom the work as such, and regarded as a phenomenon of lan
�u .l �t.> itself: the unity of style in a given work is transformed ei
t hn mto the unity of an individual language ("individual di-
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alect"), or into the unity of an individual speech lparole) .  It is 
precisely the individuality of the speaking subject that is recog
nized to be that style-generating factor transforming a phenome
non of language and linguistics into a stylistic unity. 

We have no need to follow where such an analysis of novelistic 
style leads, whether to a disclosing of the novelist's individual di
alect !that is, his vocabulary, his syntax) or to a disclosing of the 
distinctive features of the work taken as a "complete speech act," 
an "utterance." Equally in both cases, style is understood in the 
S}'irit of S!!_l:!S�����J!!�'!i���.izati� th.,<: �-���� l��e 
fin the sens�. oi a sys�����-,g,�n�r�U�gt,l�ge norms) .�liStics.is 
transformed either into a Cl.ll'ious kind of ljpguistics trea�g incli
vid.ual. 1an�ages, o�Jnto a Pngui.stics of the utterance. 

In accordance with the point of View selecte'd, "tlie unity of a 
style thus presupposes on the one hand a unity of language lin the 
sense of a system of general normative forms) and on the other 
hand the unity of an individual person realizing himself in this 
language. 

Both these conditions are in fact obligatory in the majority of 
verse-based poetic gemes, but even in these gemes they far from 
exhaust or define the style of the work. The most precise and 
complete description of the individual language and speech of a 
poet-even if this description does choose to treat the expressive
ness of language and speech elements-does not add up to a styl
istic analysis of the work, inasmuch as these elements relate to a 
system of language or to a system of speech, that is, to various 
linguistic unities and not to the system of the artistic work, 
which is governed by a completely different system of rules than 
those that govern the linguistic systems of language and ot 
speech. 

But-we repeat-in the majority of poetic genres, the unity ot 
the language system and the unity land uniqueness) of the poet'� 
individuality as reflected in his language and speech, which is w· 
rectly realized in this unity, are indispensable prerequisites of po· 
etic style. The novel, however, not only does not require these 
conditions but las we have said} even makes of the internal strat· 
ification of language, of its social heteroglossia and the variety oJ 
individual voices in it, the prerequisite for authentic novelisti• 
prose. 

Thus the substitution of the individualized language of th> 
novelist Ito the extent that one can recover this language frorr. 
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the "speech" and "language" systems of the novel) for the style of 
the novel itself is doubly imprecise: it distorts the very essence of 
a stylistics of the novel. Such substitution inevitably leads to the 
selection from the novel of only those elements that can be fitted 
within the frame of �t,ngle language system and that express, di
rectly and without mediation, an authorial individuality in lan
guage. The whole of the novel and the specific tasks involved in 
constructing this whole out of heteroglot, multi-voiced, multi
styled and often multi-languaged elements remain outside the 
boundaries of such a study. 

Such is the first type of substitution for the proper object of 
study in the stylistic analysis of the novel. We will not delve fur. 
ther into the diverse variations of this type, which are determined 
by the different ways in which such concepts as "the speech 
whole," "the system of language," "the individuality of the au
thor's language and speech" are understood, and by a difference in 
the very way in which the relationship between style and lan
guage is conceived land also the relationship between stylistics 
and linguistics) .  In all possible variants on this type of analysis, 
which acknowledge only one single language and a single au
thorial individuality expressing itself directly in that language, 
the stylistic nature of the novel slips hopelessly away from the 
investigator. 

The second type of substitution is characterized not by an ori· 
�ntation toward the language of the author, but rather toward the 
�tvie of the novel itself-although style thus understood is nar· 
rowed down to mean the style of merely one out of the several 
->ubordinated unities !which are relatively autonomous) within 
:he novel. 

in the majority of cases the style of the novel is subsumed un
J::r the concept of "epic style," and the appropriate categories of 
t r aditional stylistics are applied to it. In such circumstances only 
t h ose elements of epic representation !those occurring predomi· 
:wuly in direct authorial speech) are isolated from the novel for 
� um1deration. The profound difference between novelistic and 
rurdy epic modes of expression is ignored. Differences between 
:h::  11ovel and the epic are usually perceived on the level of com· 
;- o � mon and thematics alone. 

ln other instances, different aspects of novelistic style are se· 
\.: t ed  out as most characteristic of one or another concrete liter· 
m work. Thus the narrational aspect can be considered from the 
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point of view not of its objective descriptive mode, but of its sub
jective expression mode !expressiveness). One might select ele
ments of vernacular extraliterary narration j skaz) or those as
pects that provide the information necessary to further the plot 
las one might do, for example, in analyzing an adventure novel).2 
And it is possible, finally, to select those purely dramatic ele
ments of the novel that lower the narrational aspect to the level 
of a commentary on the dialogues of the novel's characters. But 
the system of languages in drama is organized on completely 
different principles, and therefore its languages sound utterly 
different than do the languages of the novel. In drama there is no 
all-encompassing language that addresses itself dialogically to 
separate languages, there is no second all-encompassing plotless 
lnondramatic) dialogue outside that of the lnondramatic) plot. 

All these types of analysis are inadequate to the style not only 
of the novelistic whole but even of that element isolated as fun
damental for a given novel-inasmuch as that element, removed 
&om its interaction with others, changes its stylistic meaning 
and ceases to be that which it in fact had been in the novel. 

The current state of questions posed by a stylistics of the novel 
reveals, fully and clearly, that all the categories and methods of 
traditional stylistics remain incapable of dealing effectively with 
the artistic uniqueness of discourse in the novel, or with the spe
cific life that discourse leads in the novel("Poetic language," "in· 
dividuality of language," "image," "symbol," "epic style" and 
other general categories worked out and applied by stylistics, as 
well as the entire set of concrete stylistic devices subsumed by 
these categories lno matter how differently understood by indi
vidual critics), are all equally oriented toward the single-lan
guaged and single-styled ;enres, toward the poetic genres in the 
narrow sense of the wordj Their connection with this exclusive 
orientation explains a number of the particular features and lim
itations of traditional stylistic categories. All these categories, 
and the very philosophical conception of poetic discourse in 
which they are grounded, are too narrow and cramped, and can
not accommodate the artistic prose of novelistic discourse. 

2.. Artistic prose style has been studied in Russia by the Formalists largel-y 
on these two last levels, that is, either skaz (Eichenbaum) or plot-informa
tional aspects (Shklovsky) were studied as most characteristic of literary 
prose. 
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Thus stylistics and the philosophy of discourse indeed confront 
a dilemma: either to acknowledge the novel (and consequently all 
artistic prose tending in that direction) an unartistic or quasi
artistic genre, or to radically reconsider that conception of poetic 
discourse in which traditiona.J. stylistics is grounded and which 
determines a!J. its categories. 

This dileillir.ica, however, is by no means universally recognized. " 
Most scholars are not inclined to undertake a radical revision of 
the fundamental philosophical conception of poetic discourse. 
Many do not even see or recognize the philosophical roots of the 
stylistics (and linguistics) in which they work, and shy away from 
any fundamental philosophical issues. They utterly fail to see be
hind their isolated and fragmented stylistic observations and lin
guistic descriptions any theoretical problems posed by novelistic 
discourse. Others-more principled-make a case for consistent 
individualism in their understanding of language and style. First 
and foremost they seek in the stylistic phenomenon a direct and 
unmediated expression of authorial individuality, and such an un
derstanding of the problem is least likely of all to encourage a re
consideration of basic stylistic categories in the proper direction. 

However, there is another solution of our dilemma that does 
take basic concepts into account: one need only consider oft
neglected rhetoric, which for centuries has included artistic prose 
m its purview. Once we have restored rhetoric to all its ancient 
rights, we may adhere to the old concept of" poetic discourse, rele
gating to 11rhetorical forms" everything in novelistic prose that 
does not ftt the Procrustean bed of traditional stylistic categories.3 

Gustav Shpet, a in his time, proposed such a solution to the di
lemma, with all due rigorousness and consistency. He utterly ex-

\. Such a solution to the problem was especially tempting to adherents of 
the formal method in poetics: in fact, the re-establishment of rhetoric, with 
ill 1ts rights, greatly strengthens the Formalist position. Formalist rhetoric is 
.> necessary addition to Formalist poetics. Our Formalists were being com
r; etely consistent when they spoke of the necessity of reviving rhetoric 
l>ngside poetics (on this, see B. M. Eichenbaum, Literature, [Literatura; 
L�ad, 19:1.7], pp. I47-148 ) . 

. ; Gustav Shpet (I879-1937), outstanding representative of the neo-Kan
� : Jn and (especially) Husserlian traditions in Russia; as professor at the Uni· 
··c r-��· of Moscow for many years he influenced many (among others, the 
' , ,:ull Roman Jakobson). 
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eluded artistic prose and its ultimate realization-the novel
from the realm of poetry, and assigned it to the category of purely 
rhetorical forms. 4 

Here is what Shpet says about the novel: 11The recognition that 
contemporary forms of moral propaganda-i.e., the novel-do 
not spring from poetic creativity but are purely rhetorical com
positions, is an admission, and a conception, that apparently can
not arise without immediately confronting a formidable obstacle 
in the form of the universal recognition, despite everything, that 
the novel does have a certain aesthetic value.'' 5  

Shpet utterly denies the novel any aesthetic significance. The 
novel is an extra-artistic rhetorical genre, "the contemporary 
form of moral propaganda"; artistic discourse is exclusively po
etic discourse (in the sense we have indicated above) .  

Viktor Vinogradov" adopted an analogous point of view in his 
book On Artistic Prose, assigning the problem of artistic prose to 
rhetoric. While agreeing with Shpet's basic philosophical defini
tions of the "poetic" and the "rhetorical," Vinogradov was, how
ever, not so paradoxically consistent: he considered the novel a 
syncretic, mixed form ("a hybrid formation") and admitted that it 
contained, along with rhetorical elements, some purely poetic 
ones.6 

The point of view that completely excludes novelistic prose, as 
a rhetorical formation, from the realm of poetry-a point of view 
that is basically false-does nevertheless have a certain indis
putable merit. There resides in it an acknowledgment in princi
ple and in substance of the inadequacy of all contemporary stylis
tics, along with its philosophical and linguistic base. when it 
comes to defining the specific distinctive features of novelistic 
prose. And what is more, the very reliance on rhetorical forms 
has a great heuristic significance. Once rhetorical discourse is 

4· Originally in his Aesthetic Fragments [Esteticeskie fragm.enty); in a 
more complete aspect in the book The lnnBI Form of the Word [ Vnutrennjaio 
forma slova] (M., 1927). 

s. Vnutrennjaja forma slova, p . . u s .  
6 .  V. V. Vinogradov, On Artistic Prose [ 0 xudoiestvennom proze), Mos· 

cow-Leningrad, 1930, pp. 7 5 -106. 

b. Viktor Vinogradov (189 5 -1969), outstanding linguistic and student 01 
style in literature, a friendly critic of the Formalists, and an important theo
rist in his own right (especially his work on skaz technique). 
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brought into the study with all its living diversity, it cannot fail to 
have a deeply revolutionizing influence on linguistics and on the 
philosophy of language. It is precisely those aspects of any dis
course lthe internally dialogic quality qi_�so.urse1 and th�J.'he� 
nomena related .tl:l.it), not yet sufficiently taken into account ana 
fathomed in aij the enormous weight they carry in the life of lan
guage, that are �tvealed with great external precision in rhetorical 
forms, provided a correct and unprejudiced approach to those 
forms is used. Such is the general methodological and heuristic 
significance of rhetorical forms for linguistics and. for the philoso
phy of language. 

The special significance of rhetorical forms for understanding 
the novel is equally great. The novel, and artistic prose in general, 
has the closest genetic, family relationship to rhetorical forms. 
And throughout the entire .development of the novel, its intimate 
interaction jboth peaceful and hostile) with living rhetorical 
genres !journalistic, moral, philosophical and others) has never 
ceased; this interaction was perhaps no less intense than was the 
novel's interaction with the artistic genres I epic, dramatic, lyric) .  
But in this uninterrupted interrelationship, novelistic discourse 
preserved its own qualitative uniqueness and was never reducible 
to rhetorical discourse. 

The novel is an artistic genre. Novelistic discourse is poetic 
Jiscourse, but one that does not fit within the frame provided by 
the concept of poetic discourse as it now exists. This concept has 
cenain underlying presuppositions that limit it. The very con
�ept-in the course .of its historical formulation from Aristotle to 
t he present day-has been oriented toward the specific "official" 
.:enres and connected with specific historical tendencies in verbal 
: d �;ological life. Thus a whole series of phenomena remained 
�evond its conceptual horizon. 

Philosophy of language, linguistics and stylistics [i.e., such as 
t b c \· have come down to us] have all postulated a simple and un
::ltdiated relation of speaker to his unitary and singular "own" 
: .m guage, and have postulated as well a simple realization of this 
: :l ! :  �ge in the monologic utterance of the individual. Such dis
� : p l !nes actually know only two poles in the life of language, be
: ·.,· �· ..: n  which are located all the linguistic and stylistic phe
:-: r l mt:na they know: on the one hand, the system of a unitary 
. : · ; . ; c:age, and on the other the individual speaking in this 
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Various schools of thought in the philosophy of language, in lin
guistics and in stylistics have, in different periods land always in 
close connection with the diverse concrete poetic and ideological 
styles of a given epoch), introduced into such concepts as "system 
of language," "monologic utterance," "the speaking individuum.," 
various differing nuances of meaning, but their basic content re
mains unchanged. This basic content is conditioned by the spe
cific sociohistorical destinies of European languages and by the 
destinies of ideological discourse, and by those particular histor
ical tasks that ideological discourse has fulfilled in specific social 
spheres and at specific stages in its own historical development. 

These tasks and destinies of discourse conditioned specific ver
bal-ideological movements, as well as various specific gemes of 
ideological discourse, and ultimately the specific philosophical 
concept of discourse itself-in particular, the concept of poetic 
discourse, which had been at the heart of all concepts of style. 

The strength and at the same time the limitations of such basic 
stylistic categories become apparent when such categories are 
seen as conditioned by specific historical destinies �d by the 
task that an ideological discourse assumes. These categories 
arose from and were shaped by the historically aktuell forces at 
work in the verbal-ideological evolution of specific social groups; 
they comprised the theoretical expression of actualizing forces 
that were in the process of creating a life for language. 

These forces are the forces that serve to unify and centralize 
the verbal-ideological world. 

Unitary language constitutes the theoretical expression of the 
historical processes of linguistic unification and centralization, 
an expression of the centripetal forces of language. A unitary lan
guage is not something given [dan] but is always in essence 
posited [zadan]-and at every moment of its linguistic life it is 
opposed to the realities of heteroglossia. But at the same time it 
makes its real presence felt as a force for overcoming this heter· 
aglossia, imposing specific limits to it, guaranteeing a certain 
maximum of mutual understanding and crystalizing into a real. 
although still relative, unity-the unity of the reigning conver· 
sational jeveryday) and literary language, "correct language." 

A common unitary language is a system of linguistic norms. 
But these norms do not constitute an abstract imperative; the\· 
are rather the generative forces of linguistic life, forces that strug .. 
gle to overcome the heteroglossia of language, forces that unit<: 
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and centralize verbal-ideological thought, creating within a het
eroglot national language the firm, stable linguistic nucleus of an 
officially recognized literary l�guage, or else defending an already 
formed language from the pressure of growing heteroglossia. 

What we have in mind here is not an abstract linguistic mini
mum of a common language, in the sense of a system of elemen
tary forms !linguistic symbols) guaranteeing a minimum level of 
comprehension in practical communication. We are taking lan
guage not as a system of abstract grammatical categories, but 
rather language conceived as ideologically saturated, langu�ge as 
a world view, even as a concrete opinion, insuring a mOXlmrun of 
mutuai understanding in all spheres of ideological life. Thus a 
unitary lan�Ve8-eipression to forces working toward con
crete verbal and ideological unification and centralization, which 
develop in vital connection with the processes of sociopolitical 
and cultural centralization. 

Aristpteli� poetics, t4�-l1� Q£. 6nglolstine7 tbe PQ$Ctiaof 
the medieval_ church, ot.:�e '!l}«EJ!E.&!!�e of truth/' ,!h�S.W.e
sian poet.ics..of ne�, iliiabstract.gtammatical uniyersa1-
ism of Leibniz !the idea of a "universalgramm,ar"l. Humboldt's 
insistenceOntli.e concrete-=an t.b�·tever their gjfferences 
in nuance, giY£__ey>ression to the same �entri12etal forces in socio
linguistic and ideological li£!:l; they sem one and the same pwj
ect of �entraf'izing ana ullifying the Eurgpean lanruages. The vic
tory of one reigning language !dialect) over the others, the sup
planting of languages, their enslavement, the process of illumi
nating them with the True· Word, the incorporation of barbarians 
and lower social strata into a unitary language of culture and 
truth, the canonization of ideological systems, philology with its 
�nethods of studying and teaching dead languages, languages that 
w·ere by that very fact "unities," Indo-European linguistics with 
lt!l focus of attention, dire�ted away from language plurality to 
.1 �ingle proto-language-all this determined the content and 
p1 )wer of the category of "unitary language" in linguistic and sty
: btic thought, and determined its creative, style-shaping role in 
tn�: majority of the poetic genres that coalesced in the channel 
!·lrmed by those same centripetal forces of verbal-ideological li£e. 

But the centripetal forces of the life of language, embodied in a 
unitary language/' operate in the midst of heteroglossia. At any 

.;: \·..: n moment of its evolution, language is stratified not only into 
! m.;.;'Uistic dialects in the strict sense of the word !according to for-
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mal linguistic markers, especially phonetic), but also-and for us 
this is the essential point-:-:-into languages that are socio-ideologi
cal: languages of. social groups1 "professional" and 11generic"lan
guages� Iaiigiiages of generations and so forth. From this point of 
view, literary language itself is only one of these heteroglot lan
guages-and in its turn is also stratified into languages (generic, 
period-bound and others). And this stratification and heteroglos
sia, once realized, is not only a static invariant of linguistic life, 
but also what insures its dynamics: stratification and heteroglos
sia widen and deepen as long as language is alive and developing. 
Alongside the centripetal forces, the centrifugal forces of lan
guage carry on their uninterrupted work; alongside verbal-ideo
logical centralization and unification, the uninterrupted pro
cesses of decentralization and disunification go forward. 

Every concrete utterance of a speaking subject serves as a point 
where centrifugal as well as centripetal forces are brought to bear. 
The processes of centralization and decentralization, of unifica
tion and disunification, intersect in the utterance; the utterance 
not only answers the requirements of its t>wn language as an indi
vidualized embodiment of a speech act, but it answers the re
quirements of heteroglossia as well; it is in fact an active partici
pant in such speech diversity. And this active participation of 
every utterance in living heteroglossia determines the linguistic 
profile and style of the utterance to no less a degree than its inclu
sion in any normative-centralizing system of a unitary language. 

Every utterance participates in the "unitary language" (in its 
centripetal forces and tendencies l and at the same time partakes 
of social and historical heteroglossia (the centrifugal, stratifying 
forces). 

Such is the fleeting language of a day, of an epoch, a sociaJ 
group, a genre, a school and so forth. It is possible to give a con· 
crete and detailed analysis of any utterance, once having exposed 
it as a contradiction-ridden, tension-ftlled unity of two embattled 
tendencies in the life of language. 

The authentic environment of an utterance, the environment 
inWhich �� lives anrl .. takes sh.ipe, is dialogized h.�te,:oglo:;· 
sia, anonymous and social as language, bu� si�ultaneou�ly con· 
crete, fllied with specific content and accented as an individual 
u��-

. . - t �t �he time when major divisions of the poetic genres were de:· 
veloping under the influence of the unifying, centralizing, cen · 
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tripetal forces of verbal-ideological life, the novel-and those 
artistic-prose genres that gravitate toward it-was being histor
ically shaped by the current of decentralizing, centrifugal forces. 
At the time when poetry was accomplishing the task of cultural, 
national and political centralization of the verbal-ideological 
world in the higher official socio-ideological levels, on the lower 
levels, on the stages of local fairs and at buffoon spectacles, the 
heteroglossia of the clown sounded forth, ridiculing all "lan
guages" and dialects; there developed the literature of the fabli
aux and Schwanke of street songs, folksayings, anecdotes, where 
there was no language-center at all, where there was to be found 
a lively play with the "languages" of poets, scholars, monks, 
knights and others, where all"languages" were masks and where 
no language could claim to be an authentic, incontestable face.J 

Heteroglossia, as organized in these low genres, was not merely 
heteroglossia vis-a-vis the accepted literary language lin all its 
various generic expressions), that is, vis-a-vis the linguistic cen
ter of the verbal-ideological life of the nation and the epoch, but 
was a heteroglossia consciously opposed to this literary language. 
f.t was parodic, and aimed sharply and polemically against the of
ficial languages of its given time. It was heteroglossia that had 
been dialogized. 

Linguistics, stylistics and the philosophy of language that were 
hom and shaped by the current of centralizing tendencies in the 
l .te of language have ignored this dialogized heteroglossia, in 
\,·hich is embodied the centrifugal forces in the life of language. 
F•lT this very reason they could make no provision for the dialogic 
nJture of language, which was a struggle among socio-linguistic 
p1nnts of view, not an intra-language struggle between individual 
·.nll'l or logical contradictions. Moreover, even intra-language 
..::;dogue !dramatic, rhetorical, cognitive or merely casual) has 
iwJly been studied linguistically or stylistically up to the present 
-i.J\. One might even say outright that the dialogic aspect of dis
(,•:,;hc and all the phenomena connected with it have remained 
t • :!1t present moment �yond the ken of linguistics. 

�tYlistics has been likewise completely deaf to dialogue. A lit
�· w ·.- work has been conceived by sty lis tics as if it were a hermet
: . JnJ self-sufficient whole, one whose elements constitute a 
.:.��d svstem presuming nothing beyond themselves, no other 
-t:�r.mces. The system comprising an artistic work was thought 
' · I->;: .:�nalogous with the system of a language, a system that 
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could not stand in a dialogic interrelationship with other lan
guages. From the point of view of stylistics, the artistic work as a 
whole-whatever that whole might be-is a self-sufficient and 
closed authorial monologue, one that presumes only passive lis
teners beyond its own boundaries. Should we imagine the work 
as a rejoinder in a given dialogue, whose style is determined by its 
interrelationship with other rejoinders in the same dialogue lin 
the totality of the conversation)-then traditional stylistics does 
not offer an adequate means for approaching such a dialogized 
style. The sharpest and externally most marked manifestations 
of this stylistic category-the polemical style, the parodic, the 
ironic-are usually classified as rhetorical and not as poetic phe
nomena. _scylistjcs locks ey£IY:. stylistic pheno�enon into the 
!IJ-OUOl,Qgi£ £!?E!ex� .2.!Jl given self.,:.sl@.cient and hermetic utte!
�'!Sc in;,J.:erisog it1_p.sJ1.�ere1 in �e .dungeon. 9f a singfe con
�-�;,t it is :P..Pti-.bk tg �xchange me��e�!Jl.s!...¥!!.�9,�; it 
��not able tS! realize . iJ:s mm, �listigj}P...PJ.i£�!!2!!-��ela�on
ship with them; it is obliged to exhaust itself in it§...�JV.Il §!Ilgle 
hermetic context. 

Lingwsttcs, stylistics and the philosophy of language-as 
forces in the service of the great centralizing tendencies of Euro
pean verbal-ideological life-have sought first and foremost for 
unity in diversity. This exclusive 11orientation toward unity" in 
the present and past life of languages has concentrated the atten· 
tion of philosophical and linguistic thought on the firmest, most 
stable, least changeable and most mono-semic aspects of dis· 
course-on the phonetic aspects first of all-that are furthest re· 
moved from the changing socio-semantic spheres of discourse. 
Real ideologically saturated ulanguage consciousness," one that 
participates in actual heteroglossia d multi-languagedness, has 
remained outside its field of vision It is precisely this orientation 
tgward unity that has CQUlp� olars t,p lgJ;!.Ore ail flie verbal 
g�me§. (quotidian, rhetmical, a:r.tW;is(.�,p;tose! that were the car�er.� 
9f e decentraliz:ing tendencies in the life of language, or thar 
were in any case too amenta y 1m cate 1n etero oss1a 
The express10n o · s etero- as we as po yglot consc10usne� 
in the specific forms and phenomena of verbal life remained ut 
terly without determinative influence on linguistics and stylisoL 
thought. 

Therefore proper theoretical recognition and illuminatior. 
could not be found for the specific feel for language and discouw 
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that one gets in stylizations, in skaz, in parodies and in various 
forms of verbal masquerade, "not talking straight," and in the 
more complex artistic forms for the organization of contradic
tion, forms that orchestrate their themes by means of languages
in all characteristic and profound models of novelistic prose, in 
Grimmelshausen, Cervantes, Rabelais, Fielding, Smollett, Sterne 
and others. 

The problem of stylistics for the novel inevitably leads to the 
necessity of engaging a series of fundamental questions con
cerning the philosophy of discourse, questions connected with 
those aspects in the life of discourse that have had no light cast 
on them by linguistic and stylistic thought-that is, we must 
deal with the life and behavior of discourse in a contradictory and 
multi-languaged world. 

Discourse in Poetry and Discourse in the Novel 

For the philosophy of language, for linguistics and for stylistics 
structured on their base, a whole series of phenomena have there
tore remained almost entirely beyond the realm of consideration: 
these include the sp�cific J?.h�P.9.!!t«m.,L!h.i!.tJ.!S .P.!���� �s
oourse and �at._m;� determin�4. . .!?Y. i!�.,.��Sl&is:_gnmta.��o& f!i�!t 
amid others' utterances inside a s · e 1 a e the rimordial 
J1al<?gis�-of "scO'IJ:l'Se other "social languages" wi · a 
�mg;le nat;ionall aji(l]§l11V"iiilisl:dffiereiit naHonillap-
.,,;.ages within..the sa,me qulpzre, that is, tbe samu llQ�jo-ideglQii
..:al !!(>nc�_p� horizon.: 

in recent decades, it is true, these phenomena have begun to 
amact the attention of scholars in language and stylistics, but 
:h.:1r fundamental and wide-ranging significance in all spheres of 
th� life of discourse is still far from acknowledged. 

The di,�og!_c orientation of a word.Jlmong other words jof all 
�.:nJs and degrees of otherness) creates new and significant artis
t :L rotential in discourfie, creates the potential for a distinctive 
.m Pt prose, which has found its fullest and deepest expression in 
:�H: noveL 

- Lmguistics acknowledges only a mechanical reciprocal influencing and 
. :·: ,- r :-:·uxing of languages, (that is, one that is unconscious and determined by 
' � tJi .. onditions) which is reflected in abstract linguistic elements (phonetic 
":_J ::wrphological). 
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We will focus our attention here on various forms and degrees 
of dialogic orientation in discourse, and on the special potential 
for a distinctive prose-art. 

(As treated by traditional stylistic thought, the word acknowl· 
edges only itself I that is, only its own context), its own object, its 
own direct expression and its own unitary and singular language. 
:tt_acynnwJedgcs another wmd, one l:Jring ontsidc..ita own context, 
�h�ueutml wgrd oj )an�nage, as t4e word of no one in par· 
ticular, as simply the potential for speech.IThe direct word, as tra· 
ditional stylistics understands it, encounters in its orientation 
toward the object only the resistance of the object itself !the im· 
possibility of its being exhausted by a word, the impossibility of 
saying it all), but it does not encounter in its path toward the ob· 
ject the fundamental and richly varied opposition of another's 
word. No one hinders this word, no one argues with it) 
l But no living word relates to its object in a singular way: be

tween the word and its object, between the word and the speaking 
subject, there exists an elastic environment of other, alien words 
about the same object, the same theme, and this is an environ
ment that it is often difficult to penetrate. It is precisely in the 
process of living interaction with this specific environmtnt that 
the word may be individualized and given stylistic shape. 
( Indeed, any concrete discourse !utterance) finds the o ject at 

which it was directed already as it were overlain with qualifica· 
tions, open to dispute, charged with value, already enveloped in 
an obscuring mist-or, on the contrary, by Y,.e "light" of alien 
words that have aheady been spoken about it(It is entangled, shot 
through with shared thoughts, points of v�w, alien value judg· 
ments and accents. The word. directed toward its obj.ect, enters 
a dialogj.cally agj.,t.jl;ted and tension-filled environment of alien 
words, value jusJ&wegts imd accmt;s. WW!es ijj and nuf Of e@!"' 
plex interrelationships. merges with some, re,gpils from others, 
intersects with yet a third group: and all this ma · 1 sha e 
9iscourse, may eave a tras�its . .semantir,,la:prs, rna¥ com· 

licate its e ression and influence its entire st listie roflle. l 
The li · tt e in taken meanin an s a e at a p • 

tj&ular J.!istQ!i�_,!P.Jlment ,il;t I! S,P,Pi!ll_l,x.§p�fk. emzjmpmept. can· 
not fail to brush .!!P against tJ!o'!:!!.ands of �ialSJgjc tbrea,ds, 
woven by socio·ideological cqn,�ciopsness. arrum.!l tQ.e,.Wen gp· 
feci'Ofiii iiii�d!:£.annotf@.it�o pe�otn,;e :m.,acnxe Parti&iP.!WJ: 
iE social dialogye. After all, the utteran£e arises _gut gf this .di· 
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alogue as a continuation of it and as a re"oinder to it-it does not 
approac the o · ect o 

The way in which the word conceptualizes its object is a com
plex act-all objects, open to dispute and overlain as they are 
with qualifications, are from one side highlighted while from the 
other side dimmed by heteroglot social opinion, by an alien word 
about them. 8 And into this complex play of light and shadow the 
word enters-it becomes saturated with this play, and must deter
mine within it the boundaries of its own semantic and stylistic 
contours. The way in which the word conceives its object is com
plicated by a dialogic interaction within the object between vari
ous aspects of its socio-verbal intelligibility. And an artistic repre
sentation, an "image" of the object, may be penetrated by this 
dialogic play of verbal intentions that meet and are interwoven in 
it; such an image need not stifle these forces, but on the contrary 
may activate and organize them. H we imagine the intention of 
such a word, that is, its directionality toward the object, in the 
form of a ray of light, then the living and unrepeatable play of col
ors and light on the facets of the image that it constructs can be 
explained as the spectral dispersion of the ray-word, not within 
the object itself las would be the case in the play of an image-as
trope, in poetic speech taken in the narrow sense, in an "autotelic 
word"), but rather as its spectral dispersion in an atmosphere 
filled with the alien word�:!, .. ��Jy_�jud�ep.ts �-�-�C?E!�.��l!gh 
which the rg passes on its way toward the obfect; the social at-· 
mosphe;� of the word, tlie-atiiiosphere" that surrounds the object, 
makes the facets of the image sparkle. 

The word, breaking through to its own meaning and its own 
expression across an environment full of alien words and vari
ously evaluating accents, harmonizing with some of the elements 
in this environment and striking a dissonance with others, is 
able, in this dialogized process, to shape its own stylistic profile 
and tone. 

Such is the image in artistic prose and the image of novelistic 

S.(Highly significant in this respect is the struggle that must be under
taken in such movements as Rousseauism, N,fturalism, IJI!.pressio�sm, .Ac
meism, Dadaism, Surrealism and analogous schools with the ;'qualified" na
ture of the object (a struggle occasioned by the idea of a return to primordial 
consciousness, to original consciousness, to the object itself in itself, to pure 
perception and so forth)� 
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prose in particular. In the atmosphere of the novel, the direct and 
unmediated intention of a word presents itself as something im
permissably naive, something in fact impossible, for naivete it
self, under authentic novelistic conditions, takes on the nature of 
an internal polemic and is consequently dialogized (in, for exam
ple, the work of the Sentimentalists, in Chateaubriand and in 
Tolstoy). Such a dialogized image can occur in all the poetic 
genres as well, even in the lyric (to be sure, without setting the 
tone).9 But such an image can fully unfold, achieve full complex
ity and depth and at the same time artistic closure, only under the 
conditions present in the genre of the novel. 

In the poetic image narrowly conceived (in the image-as-trope), 
all activity-the dynamics of the image-as-word-is completely 
exhausted by the play between the word (with all its aspects) and 

"ths...uhi_ect (in all its-aspects). T�plunges into the inex
haustible wealth and contradictory 'imrlrtPlicity of the object it
self, with its "virginal," still"unuttered" nature; therefore it pre
sumes nothing beyond the borders of its own context I except, of 
course, what can be found in the treasure-house of language it· 
self).lThe word forgets that its object has its own history of con
tradictory acts of verbal recognition, as well as that heTgJgssia 
that is always present in such acts of recognitionl 

For the writer of artistic prose, on th� contra!y, the object re
veals first of all precisely the socially heteroglot multiplicity of its 
names, definitions and value judgments. Instead of the virginaJ 
fullness and inexhaustibility of the object itself, the prose writer 
confronJ;s a multitude of routes, roads and paths that have been 
laid down in the object by social consciousness. Along with the 
internal contradictions inside the object itself, the. prose writer 
witnesses as well the unfolding of social heteroglossia surround
ing the object, the Tower-of-Babel mixing of languages that goes 
on around any object; the dialectics of the object are interwoven 
with the social dialogue surrounding it. For the prose writer, the 
object is a focal point for heteroglot voic.es among which his own 
voice must also sound; these voices create the background neces· 
sary for his own voice, outside of which his artistic prose nuances 
cannot be perceived, and without which they "do not sound." 

The prose artist elevates the social heteroglossia surround.in,e 
objects into an image that has finished contours, an image com· 

9· The Horatian lyric, Villon, Heine, Laforgue, Annenskij and others-dt
spite the fact that these are extremely varied instances. 



DISCOURSE IN THE NOVEL [279) 

pletely shot through with dialogized overtones; he creates artis
tically calculated nuances on all the fundamental voices and 
tones of this heteroglossia. But as we have already said, every ex
tra-artistic prose discourse-in any of its forms, quotidian, rhe
torical, scholarly-cannot fail to be oriented toward the "already 
uttered," the "already known," the "common opinion" and so 
forth. fhe dialogic orientation of discourse is a phenomenon that 
is, of course, a property of any discours� It is the natural orienta
tion of any living discourse.\On all its various routes toward the 
object, in all its directions, the word encounters an alien word 
and cannot help encountering it in a living, tension-filled interac
tion) Only the mythical Adam, who approacbed a yjrgjpaJ anbs 
yet v:eibally unqualified world with the first word, could rea}ly 
have esca ed from start to finish this dialo · c inter-o · ation 
with �� wpr at occurs m t e o  ject.. Concrete historical 
human discourse does not have this �rivile�e: it can deviate from 
s�ch inter=;Jrientaijon onli on a cibihtiaP I basii 2nd Oiiljr te e 
certain �.!Z· . 

It is all the more remarkable that linguistics and the philoso
phy of discourse have been primarily oriented precisely toward 
this artificial, preconditioned status of the word, a word excised 
from dialogue and taken for the norm !although the primacy of 
dialogue over monologue is frequently proclaimed). Dialogue is 
studied merely as a compositional form in the structuring of 
speech, but the internal dialogism of the word I which occurs in a 
monologic utterance as well as in a rejoinder), the dialogism that 
penetrates its entire structure, all its semantic and expressive 
lavers, is almost entirely ignored. But it is precisely this internal 
dialogi.sm of the word, which does not assume any external com
positional forms of dialogue, that cannot be isolated as an inde
r:.:ndent act, separate from the word's ability. to form a concept 
�:oncipirovanie] of its object-it is precisely this internal dialo

i:l <>m that has such enormous power to shape style. The internal 
-i:c�logi.sm of the word finds expression in a series of peculiar fea
turi!S in semantics, syntax and stylistics that have remained up to 
t !-!�: present time completely unstudied by linguistics and stylis
:: c � 1nor, what is more, have the peculiar semantic features oi 
,rJmary dialogue been studied). 

The word is born in a dialogue as a living rejoinder within it; 
: !-: L word is .. shaped in dialogic interaction with an alien word that 
:' alrt.:ad�irjthe object. \A word forms a concept of its own object 
: :1 ·' ihalogfe wa1\'l..1 
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But this does not exhaust the internal dialogism of the word. It 
encounters an alien word not only in the object itself: every word 
is directed toward an answer and cannot escape the profound in
fluence of the answering word that it anticipates. 

The word in living conversation is directly, blatantly, oriented 
toward a future answer-word: it provokes an answer, anticipates 
it and structures itself in the answer's direction. Forming itself in 
an atmosphere of the already spoken, the word is at the same 
time determined by that which has not yet been said but which is 
needed and in fact anticipated by the answering word. Such is the 
situation in any living dialogue. 

All rhetorical forms monolo · c in their compositional struc
ture, are oriente toward the listener and · s answer. s onen
tation toward the listener i suall considered the bas1c con
stitutive feature of rhetorical discourse. t 1s s1 cant 
for rhetoric at this relationship toward the concrete listener, 
@Jii £im fD.to account. is a }#ati011Slii$ Uiit entij§ into ffie 
yecy internal construction of rhetori cal dismn;&tt J:11,is griepta-
tion toward an auswer js qpen. blatant and concret�. 

This open orientation toward the listener and his answer in ev
eryday dialogue and in rhetorical forms has attracted the atten
tion of linguists. But even where this has been the case, linguists 
have by and large gotten no further than the compositional forms 
by which the listener is taken into account; they have not sought 
influence springing from more profound meaning and style. They 
have taken into consideration only those aspects of style deter
mined by demands for comprehensibility and clarity-that is, 
precisely those aspects that are deprived of any internal dialo
gism, that take the listener for a person who passively under
stands but not for one who actively answers and reacts. 

The listener and his response are regularly taken into account 
when it comes to everyday dialogue and rhetoric, but every other 
sort of discourse as well is oriented toward an understanding that 
is "responsive"-although this orientation is not particularized 
in an independent act and is not compositionally marked. Re
sponsive understanding is a fundamental force, one that partici
pates in the formulation of discourse, and it is moreover an active 

ro. Cf. V. Vinogradov's book On Artistic Prose, the chapter "Rhetoric and 
Poetics," pp. 75££., where definitions taken from the older rhetorics are 
introduced. 
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understanding, one that discourse senses as resistance or support 
enriching the discourse. 

Linguistics and the hiloso h of Ian 
pass1ve un erstan · ng o discourse, and moreover this takes place 
�y �dJarg� on the level of common _language, that is, i.t.is an un
derst�ding -or an uiterance7s-neutraJ sjtiJi/iC(E.iJ.9.TJ..� �ot..,its, ac
tual meaning. 

The linguistic significance of a given utterance is understood 
against the background of language, while its actual meaning is 
understood against the background of other concrete utterances 
on the same theme, a background made up of contradictory opin
ions, points of view and value judgments-that is, precisely that 
background that, as we see, complicates the path of any word to
ward its object. Only now this contradictory environment of alien 
words is present to the speaker not in the object, but rather in the 
consciousness of the listener, as his apperceptive background, 
pregnant with responses and objections. And every utterance is 
oriented toward this apperceptive background of understanding, 
which is not a linguistic background but rather one composed of 
specific objects and emotional expressions. There occurs a new 
encounter between the utterance and an alien word, which 
makes itself felt as a new and unique influence on its style. 

A passive understanding of Hngujstic meaning is no under· 
standing at all jt is only the abstract aspect o£ mea.n.ig§. But even 
a more concrete passiv�_ understanding of the meaniiig cif�m:e·· 
utterance, an understanding of the speaker's intention insofar as 
that understanding remains purely passive, purely receptive, con
tributes nothing new to the word under consideration, only mir
roring it, seeking, at its most ambitious, merely the full reproduc
tion of that which is already given in the word-even such an 
understanding never goes beyond the bo'?f.daries of the word's 
context and in no way enriches the word-fTherefore, insofar as 
the speaker operates with such a passive understanding, nothing 
new can be introduced into his discourse; there can be no new 
aspects in his discourse relating to concrete objects and emo
tional expressions) Indeed the purely negative demands, such as 
could only emerge from a passive understanding !for instance, a 
need for greater clarity, more persuasiveness, more vividness and 
so forth), leave the speaker in his own personal context, within 
his own boundaries; such negative demands are completely im
manent in the speaker's own discourse and do not go beyond his 
semantic or expressive self-sufficiency. 
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In the actual life of speech, every concrete act of understanding 
is acttv:e: J.t a.ssfmlTat�_slJie:Wot:d:JO::oe uiiilerstood into its own 
CC)JlC9'�ai,..!Y,�te�Jill.e4 w_i,!!l §PecifiC? o}?jects and emotional ex
pre_�!!,iO�� and, ;s _indiE!_!!J<?,��bw�l merg�d with the response, wi� a 
motivated agreement or disagreement. To some extent, primacy 
belongs to the response: as theaccl:vatm:& pr1nciple: it creates tlie 
ground for unaerstanding: ... it prepares the ground'lor an active and 
engaged unciers���i���aerstanding comes to fruition only 
in thele,..s�n�e. Understanding ana respoD.Se"'are· dial-ecticdly 
merge an . mutlla'ilicon(lffio:ii eacJi"'otl'rerr·one!s iiiipossiDfe . 
�"if!lo'iit mer. . - .. ,_ - - -

{Thus an iUt.ti� nnde.rstandi.I1.g,_on,� tlui,t...assimUite§..the wqrd 
unaer CO�sideration into a new, CQ;p.ceptual_,system.,):hpt of the 
one stri$g t.Q "QD.der_stand, establishes a series of complex inter: 
relatioll$blps, consonances and-disiiiii�cci With the word and 
enricl,J.c;�j� with.new elements�.Itis-P.r�cisely sue� an understand
ing that the .apeaket...co.unts...an.,:rherefore his orientation toward 
tlie listener is an orientation toward a specific conceptual hori
zon, toward the specific world of the listener; it introduces totally 
new elements into his discourse; it is in this way, after all, that 
various different points of view, conceptual horizons, systems 
for providing expressive accents, various social11 languages" come 
to interact with one another. The speaker strives to get a read
ing on his own word, and on his own conceptual system that 
determines this word, within the alien conceptual system of the 
understanding receiver; he enters into dialogical relationships 
with certain aspects of this system. The speaker breaks through 
the alien conceptual horizon of the listener, constructs his own 
utterance on alien territory, against his, the listener's, appercep
tive background) 

This new form of internal dialogism of the word is different 
from that form determined by an encounter with an alien word 
within the object itself: here it is not the object that serves as the 
arena for the encounter, but rather the subjective belief system of 
the listener. Thus this dialogism bears a more subjective, psycho· 
logical and (frequently) random character, sometimes crassly ac· 
commodating, sometimes provocatively polemical. Very often. 
especially in the rhetorical forms, this orientation toward the lis· 
tener and the related internal dialogism of the word may simply 
overshadow the object: the strong point of any concrete listener 
becomes a self-sufficient focus of attention, and one that inter· 
feres with the word's creative work on its referent. 



D I S C OURSE IN THE N OVEL [283] 

Although they differ in their essentials and give rise to varying 
stylistic effects in discourse, the dialogic relationship toward an 
alien word within the object and the relationship toward an alien 
word in the anticipated answer of the listener can, nevertheless, 
be very tightly interwoven with each other, becoming almost in
distinguishable during stylistic analysis. 

Thus, discourse in Tolstoy is characterized by a sharp internal 
dialogism, and this discourse is moreover dialogized in the belief 
system of the reader-whose peculiar semantic and expressive 
characteristics Tolstoy acutely senses-as well as in the object. 
These two lines of dialogization !having in most cases polemical 
overtones) are tightly interwoven in his style: even in the most 
11lyrical" expressions and the most "epic" descriptions, Tolstoy's 
discourse harmonizes and disharmonizes !more often disharmo
nizes) with various aspects of the heteroglot socio-verbal con
sciousness ensnaring the object, while at the same time polem
ically invading the reader's belief and evaluative system, striving 
to stun and destroy the apperceptive background of the reader's 
active understanding. In this respect Tolstoy is an heir of the 
eighteenth cen� especially of Rousseau. This propagandizing 
impulse sometimes leads to a narrowing-down of heteroglot so
cial consciousness !against which Tolstoy polemicizes) to the 
consciousness of his immediate contemporary, a contemporary of 
the day and not of the epoch; what follows from this is a radical 
concretization of dialogization I almost always undertaken in the 
service of a polemic). For this reason Tolstoy's dialogization, no 
matter how acutely we sense it in the expressive profile of his 
scyle, sometimes requires special historical or literary commen
tary: we are not sure with what precisely a given tone is in har
mony or disharmony, for this dissonance or consonance has 
�ntered into the positive project of creating a style. 11 It is true 
that such extreme concreteness !which approaches at time the 
teuilleton) is present only in those secondary aspects, the over
tones of internal dialogization in Tolstoy's discourse. 

{n those examples of the internal dialogization of discourse 
rha1 we have chosen I the internal, as contrasted with the exter
nal. compositionally marked, dialogue) the relationship to the 
.; hen word, to an alien utterance enters into the positing of the 

u. Cf. B. M. Eichenbaum's book Lev Tolstoj, book I (Leningrad, 1928), 
,,·'uch contains much relevant material1 for example, an explication of the 
� ·ptcal context of "Family Happiness." 
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style. &-tyle organically contains within itself indices that reach 
outsi& itself, a correspondence of its own elements and the ele
ments of an alien context. The internal politics of style !how the 
elements are put together) is determined by its external politics 
!its relationship to alien discourse). Discourse lives, as it were, 
on the �oundary between its own context and another, alien, 
context. 

In an actual dialogue the rejoinder also leads such a double 
life: it is structured and conceptualized in the context of the di
alogue as a whole, which consists of its own utterances ("own'' 
from the point of view of the speaker) and of alien utterances 
1those of the partner). One cannot excise the rejoinder from this 
combined context made up of one's own words and the words of 
another without losing its sense and tone. It is an organic part of a 
heteroglot unity. 

The phenomenon of internal dialogization, as we have said, is 
present to a greater or lesser extent in all realms of the life of the 
word. But if in extra-artistic prose (everyday, rhetorical, scholarly) 
dialogization usually stands apart, crystallizes into a special kind 
of act of its own and runs its course in ordinary dialogue or in 
other, compositionally clearly marked forms for mixing and po
lemicizing with the discourse of another-then in axtistic prose, 
and especially in the novel, this dialogization penetrates from 
within the very way in which the word conceives its object and 
its means for expressing itself, reformulating the semantics and 
syntactical structure of discourse. Here dialogic inter-orientation 
becomes, as it were, an event of discourse itself, animating from 
within and dramatizing discourse in all its aspects. 
� the majority of poetic genres (poetic in the narrow sense), as 

we have said, the internal dialogization of discourse is not put to 
artistic use, it does not enter into the work's "aesthetic object," 
and is artificially extinguished in poetic discourse. In the novel. 
however, this internal dialogization becomes one of the most fun· 
damental aspects of prose style and undergoes a specific artistic 
elaboration\ 

But intedtal dialogization can become such a crucial force for 
creating form only where individual differences and contradk 
tions are enriched by social heteroglossia, where dialogic revel"· 
berations do not sound in the semantic heights of discourse Ia� 
happens in the rhetorical genres) but penetrate the deep strata oi 
discourse, dialogize language itself and the world view a particu· 
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lar language has (the internal form of discourse)-where the di· 
alogue of voices arises directly out of a social dialogue of "Ian· 
guages," where an alien utterance begins to sound like a socially 
alien language, where the orientation of the word among alien 
utterances changes into an orientation of a word among socially 
alien languages within the boundaries of one and the same na
tional language. 

In genres that are poetic in the narrow sense, the natural dialo
gization of the word is not put to artistic use, the word is suffi
cient unto itself and does not presume alien utterances beyond its 
own boundaries. Poetic style is by convention suspended from 
any mutual interaction with alien discourse, any allusion to alien 
discourse. 
{Any way whatever of alluding to alien languages, to the pos· 

sihility of another vocabulary, another semantics, other syntactic 
forms and so forth, to the possibility of other linguistic points of 
view, is equally foreign to poetic style. It follows that any sense of 
the boundedness, the historicity, the social determination and 
specificity of one's own language is alien to poetic style, and 
therefore a critical qualified relationship to one's own language 
•,as merely one of many languages in a heteroglot world) is foreign 
to poetic style-as is a related phenomenon, the incomplete com· 
mitment of oneself, of one's full meaning, to a given language) 

Of course this relationship and the relationship to his own Ian
image (in greater or lesser degree) could never be foreign to a his
ttJrically existent poet, as a human being surrounded by living 
hetero· and polyglossia; but this relationship could not find a 
place in the poetic style of his work without destroying that 
st�·le. without transposing it into a prosaic key and in the process 
t uming the poet into a writer of prose. 

Jn poetic genres, artistic consciousness-understood as a unity 
, •r aU the author's semantic and expressive intentions-fully real
l::::s itself within its own language; in them alone is such con· 
'Ci<lUSness fully immanent, expressing itself in it directly and 
·,q tl10ut mediation, without conditions and without distance. 
Th�,� l�e_ of the poet is,.bi.s..language, he is utterly immersed 
:n :t. inseparable from 1t, he makes use of each form, each word, 
''JLh expression according to its unmediated power to assign 
:7t.:Jning (as it were, "without quotation marks"), that is, as a 
p.;rc <md direct expression of his own intention. No matter what 
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"agonies of the word" the poet endured in the process of creation, 
in the finished work lan�age is an obedient organ, fully adequate 
to the author's intentionJ 

The language in a poetic work realizes itself as something 
about which there can be no doubt, something that cannot be 
disputed, something all-encompassing. Everything that the poet 
sees, understands and thinks, he does through the eyes of a given 
language, in its inner forms, and there is nothing that might .re
quire, for its expression, the help of any other or alien language. 
The language of the poetic geme is a unitary and singular Ptol
emaic world outside of which nothing else exists and nothing 
else is needed. The concept of many worlds of language, all equal 
in their ability to conceptualize and to be expressive, is organical
ly denied to poetic style. 

'!he world of poetry, no matter how many contradictions and 
in� C!mflipts;tbe mtn nevetgp;r:urtttun· .. ,t. is ·fi'JWiiii il
lumined by one unitary and indisputable discourse. Contradic· 
tim;, coiiflicts ana a:oubts remain in the object; iii thoughts, in 
living experiences-in short, in the subject matter-but they do 
not enter into the language itself. In poetry, even discourse about 
doubts must be cast in a discourse that cannot be doubted. 

To take responsibility for the language of the work as a whole 
at all of its points as its language, to assume a full solidarity with 
each of the work's aspects, tones, nuances-such is the funda· 
mental prerequisite for poetic style; style so conceived is fully ad· 
equate to a single language and a single linguistic consciousness. 
(The poet is not able to oppose his own poetic consciousness, hi� 
dwn intentions to the language that he uses, for he is completely 
within it and therefore cannot turn it into an object to be per· 
ceived, reflected upon or related to. �ngnage is present to him 
only from insid�, in the work it does to effect its intention, and 
not from outside, in its objective specificity and boundednes�) 
Within the limits of poetic style, dir�ct unconditional inten· 
tionality, language at its full weight and the objective display o! 
language (as a socially and historically limited linguistic realit'· 
are all simultaneous, but incompatible. The unity and singularit'l 
of language are the indispensable prerequisites for a realization o: 
the direct (but not objectively typifying) intentional individualin 
Qf poetic style and of its monologic steadfastness. 

This does not mean, of course, that heteroglossia or even a f•:r· 
eign language is completely shut out of a poetic work. To be sur� 
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such possibilities are limited: a certain latitude for heteroglossia 
exists only in the "low" poetic genres-in the satiric and comic 
genres and others. Nevertheless, heteroglossia !other socio-ideo
logical languages) can be introduced into purely poetic genres, 
primarily in the speeches of characters. But in such a context it is 
objective. It appears, in essence, as a thing, it does not lie on the 
same plane with the real language of the work: it is the depicted 
gesture of one of the characters and does not appear as an aspect 
of the word doing the depicting. Elements of heteroglossia enter 
here not in the capacity of another language carrying its own par
ticular points of view, about which one can say things not ex
pressible in one's own language, but rather in the capacity of a 
depicted thing. Even when s e� of alien l:!!mg�, th�_poet 
speaks in his own language. To sh · t on an alien world, he 
never resorts t.'!.!!latienlanguag�, e!en �ou _,_It ��t l}:i·fact be 
more adequate to thatWOITO. Wliereas tlie writer of prose, by con
trast....:....as-we shan see-attempts to talk about even his own 
world in an alien language !for example, in the nonliterary lan
guage of the teller of tales, or the representative of a specific so
cio-ideological group); he often measures his own world by alien 
linguistic standards. 

As a consequence of the prerequisites mentioned above,..!;bs 
i��fe of poetic genres, when they approach their stylistic 
lunit,1 often becomes authoritarian do tic and conservative 
iealiiig l.tse o rom em uence of ex al" r so 
thereforesucli 1 eas as a special"poetic language," a '1anfDJa� 
��uJ1��" a "priestly language of poetry" and so forth could 
tlourish on poetic soil. It is noteworthy that the poet, should he 
r:nt accept the given literary language, will sooner resort to the 
.mmcial creation of a new language specifically for poetry than 
h:.: will to the exploitation of actual available social dialects. �o
L tal languages are filled with specific objects, typical, socially lo
.: a l:tzed and limited, while the artificially created language of po
:.::ry must be a directly intentional language, unitary and singular) 
Th u&, when Russian prose writers at the beginning of the twen-

:: it goes without saying that we continually advance as typical the ex
.'' ::-; c to 

_
which poetic.L.enr�]ai!!lJ in concrete examples of poetic w�rlt:s 1f 

. ·  ;' "'tb!e to Bnd features fuii am.ental to prose, and numerous hybnds of ·. 1::; • t.;' p.;eneric types exist. These are especially widespread in periods of shift 
.� . .  a,:rary poetic languages. 
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tieth century began to show a profound interest in dialects and 
skaz, the Symbolists (Bal'mont, V. Ivanov) and later the Futurists 
dreamed of creating a special "language of poetry," and even made 
experiments directed toward creating such a language (those of 
V. Khlebnikov) .  

The idea of  a special unitary and singular language of poetry is 
a typical utopian philosopheme of poetic discourse: it is grounded 
in the actual conditions and demands of poetic style, which is al· 
ways a style adequately serviced by one directly intentional lan
guage from whose point of view other languages (conversational, 
business and prose languages, am�g others) are perceived as ob
jects that are in no way its equal. 13(!'he idea of a "poetic language'� 
is yet another expression of that same Ptolemaic conception of. 
the linguistic and stylistic world) 

Language-like the living concrete environment in which thr 
consciousness of the verbal artist lives-is never unitary, It i�> 
unitary only as an abstract grammatical system of normative 
forms, taken in isolation from the concrete, ideological con
ceptualizations that fill it, and in isolation from the uninter· 
rupted process of historical becoming that is a characteristic of all 
living language. Actual social life and historical becoming creatf: 
within an abstractly unitary national language a multitude oJ 
concrete worlds, a multitude of bounded verbal-ideological anci 
social belief systems; within these various systems (identical in 
the abstract) are elements of language filled with various seman
tic and axiological col!tent and each with its own different sound 

Literary language-both spoken and written-although it I '  
unitary not only in its shared, abstract, linguistic markers bu: 
also in its forms for conceptualizing these abstract markers, is it · 
self stratified and heteroglot in its aspect as an expressive systen: 
that is, in the forms that carry its meanings. 

This stratification is accomplished first of all by the specific or · 
ganisms called genres. Certain features of language ( lexicologica ! 
semantic, syntactic) will knit together with the intentional ain1 
and with the overall accentual system inherent in one or anotht· : 
genre: oratorical, publicistic, newspaper and journalistic genrt · 
the genres of low literature (penny dreadfuls, for instance) or. t 

13 .  Such was the point of view taken by Latin toward national langua£, 
in the Middle Ages. 
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nally, the various genres of high literature. Certain features of Ian· 
mage take on the specific flavor of a given genre: they knit to
)tether with specific points of view, specific approaches, forms of 
thinking, nuances and accents characteristic of the given genre. 

in addition, there is interwoven with this generic stratification 
1 ,f language a professional stratification of language, in the broad 
'lense of the term "professional":  the language of the lawyer, the 
Joctor, the businessman, the politician, the public education 
r eacher and so forth, and these sometimes coincide with, and 
�nmetimes depart from, the stratification into genres. It goes 
\Vlthout saying that these languages differ from each other not 
·mly in their vocabularies; they involve specific forms for man· 
I t esting intentions, forms for making conceptualization and eval
uation concrete. And even the very language of the writer (the 
f' t )et or novelist) can be taken as a professional jargon on a par 
w lth professional jargons. 

What is important to us here is the intentional dimensions, 
that is, the denotative and expressive dimension of the "shared" 
i .1nguage's stratification. It is in fact not the neutral linguistic 
c: omponents of language being stratified and differentiated, but 
rJilier a situation in which the intentional possibilities of lan
i:uage are being expropriated: these possibilities are realized in 
-recific directions, A.lled with specific content, they are made 
� · ·ncrete, particular, and are permeated with concrete value judg
ments; they knit together with specific objects and with the be
l :  et systems of certain genres of expression and points of view pe
.: l.!har to particular professions. Withiri. these points of view, that 
: ;, . ior the speakers of the language themselves, these generic lan
.:Luges and professional jargons are directly intentional-they 
d-: !lOte and express directly and fully, and are capable of express· 
: r. �r  themselves without mediation; but outside, that is, for those 
::· •t participating in the given purview, these languages may be 
: r-:at:ed as objects, as typifactions, as local color. For �uch out
' i Jcrs, the intentions permeating these languages become things, 
l : :1med in their meaning and expressioi; they attract to, or excise 
• r · •m.  such language a particular word-making it difficult for the 
·,, <Jrd to be utilized in a directly intentional way, without any 
� u.1lifi.cations. 

But the situation is far from exhausted by the generic and pro· 
: t: - � JOnal stratification of the common literary language.l fll
:h 1 1 ugh at its very core literary language is frequently socially ho-
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mogeneous, as the oral and written language of a dominant social 
group, there is nevertheless always present, even here, a certain 
degree of social differentiation, a social stratification, that in 
other eras can become extremely acute.�ocial stratification may 
here and there coincide with generic and professional stratifica
tion, but in essence it is, of course, a thing completely autono
mous and peculiar to itself. 

Social stratification is also and primarily determined by dif
ferences between the forms used to convey meaning and between 
the expressive planes of various belief systems-that is, strat
ification expresses itself in typical differences in ways used to 
conceptualize and accentuate elements of language, and strat
ification may not violate the abstractly linguistic dialectological 
unity of the shared literary language. 

What is more, all socially significant world views have the ca
pacity to exploit the intentional possibilities of language through 
the medium of their specific concrete instancing. Various tenden
cies !artistic and otherwise), circles, journals, particular news· 
papers, even particular significant artistic works and individuaJ 
persons are all capable of stratifying language, in proportion to 
their social significance; they are capable of attracting its words 
and forms into their orbit by means of their own characteristic 
intentions and accents, and in so doing to a certain extent alienat· 
ing these words and forms from other tendencies, parties, artistic 
works and persons. 

Every socially significant verbal performance has the ability
sometimes for a long period of time, and for a wide circle of peJ· 
sons-to infect with its own intention certain aspects of language 
that had been affected by its semantic and expressive impulse 
imposing on them specific semantic nuances and specific ax· 
iological overtones; thus, it can create slogan-words, curse-word� .  
praise-words and so forth. 

In any given historical moment of verbal-ideological life, ead 
generation at each social level has its own language; moreover 
every age group has as a matter of fact its own language, its owr. 
vocabulary, ·its own particular accentual system that, in thei: 
turn, vary depending on social level, academic institution lth" 
language of the cadet, the high school student, the trade schol< 
student are all different languages) and other stratifying factor' 
All this is brought about by socially typifying languages, no m.1t ·  
ter how narrow the social circle in which they are spoken. It : ·  
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even possible to have a family jargon define the societal·limits of 
a language, as, for instance, the jargon of the Jrtenevs in Tolstoy, !. th its special vocabulary and unique accentual system. 

And finally, at any given moment, languages of various epochs 
d periods of socio-ideological life cohabit with one another. 

Even languages of the day exist: one could say that today's and 
yesterday's socio-ideological and political "day" do not, in a cer
tain sense, share the same language; every day represents another 
socio-ideological semantic "state of affairs," another vocabulary, 
another accentual system, with its own slogans, its own ways of 
assigning blame and praise. Poetry depersonalizes "days" in lan
guage, while prose, as we shall see, often delf6eraiely intensifies 
difference between them, gives them embodied representation 
and dialogically opposes them to one another in unresolvable 
dialogues} 

Thus at any given moment of its historical existence, language 
ts heteroglot from top to bottom: it represents the co-existence of 
socio-ideological contradictions between the present and the 
JJast, between differing epochs of the past, between different 
socio-ideological groups in the present, between tendencies, 
'>chools, circles and so forth, all given a bodily form. These '1an
.mages" of heteroglossia intersect each other in a variety of ways, 
: •  •rming new socially typifying "languages." 

Each of these "languages" of heteroglossia requires a methodol
, ,gv very difierent from the others; each is grounded in a com
rktely difierent principle for marking differences and for estab
l : sbing units (for some this principle is functional, in others it is 
� nt:  principle of theme and content, in yet others it is, properly 
·r t�iling, a socio-dialectological principle). Therefore languages 
,j , , not exclude each other, but rather intersect with each other in 
: :1J n y  different ways (the Ukrainian language, the language of the 
•. f :  c poem, of early Symbolism, of the student, of a particular gen
� r .l t wn of children, of the run-of-the-mill intellectual, of the 
:\ : e t z:schean and so on). It might even seem that the very word 
: .l lll..'Uage" loses all meaning in this process-for apparently 

: �. \." r c is no single plane on which all these "languages" might be 
,; xr.;rosed to one another. 

i n  ,•,ctual fact, however, there does exist a common plane that 
::: � t !1nJologically justifies our juxtaposing them: all languages of 
�: c t ..: r , •i;lossia, whatever the principle underlying them and mak
: :: .:  tJl:h unique, are specific points of view on the world, forms 
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for conceptualizing the world in words, specific world views, 
each characterized by its own objects, meanings and values. As 
such they all may be juxtaposed to one another, mutually supple
ment one another, contradict one another and be interrelated di
alogically. As such they encounter one another and co-exist in the 
consciousness of real people-first and foremost, in the creative 
consciousness of people who write novels. As such, these lan
guages live a real life, they struggle and evolve in an environment 
of social heteroglossia. Therefore they are all able to enter into 
the unitary plane of the novel, which can unite in itseH parodic 
stylizations of generic languages, various forms of stylizations 
and illustrations of professional and period-bound languages, the 
languages of particular generations, of social dialects and others 
las occurs, for example, in the English comic novel).  They may all 
be drawn in by the novelist for the orchestration of his themes 
and for the refracted !indirect) expression of his intentions and 
values. 

This is why we constantly put forward the referential and ex
pressive-that is, intentional-factors as the force that stratifies 
and differentiates the common literary language, and not the lin· 
guistic markers !lexical coloration, semantic overtones, etc. )  of 
generic languages, professional jargons and so forth-markers 
that are, so to speak, the sclerotic deposits of an intentional pro· 
cess, signs left behind on the path of the real living project of an 
intention, of the particular way it imparts meaning to general lin· 
guistic norms. These external markers, linguistically observable 
and fixable, cannot in themselves be understood or studied with· 
out understanding the specific conceptualization they have been 
given by an intention. 

Discourse lives, as it were, beyond itseH, in a living impulse 
[napravlennost'] toward the object; if we detach ourselves com· 
pletely from this impulse all we have left is the naked corpse oJ 
the word, from which we can learn nothing at all about the social 
situation or the fate of a given word in life. To study the word il' 
such, ignoring the impulse that reaches out beyond it, is just u ·  
senseless as to study psychological experience outside the COli 
text of that real life toward which it was directed and by which ;:  
is determined. 

By stressing the intentional dimension of stratification in lite: 
ary language, we are able, as has been said, to locate in a sin�h 
series such methodologically heterogeneous phenomena as pi.· 
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fessional and social dialects, world views and individual artistic 
works, for in their intentional dimension one finds that common 
plane on which they can all be juxtaposed, and juxtaposed di
alogically. The whole matter consists in the fact that there may 
be, between "languages," highly specific dialogic relations; no 
matter how these languages are conceived, they may all be taken 
as particular points of view on the world. However varied the so
cial forces doing the work of stratification-a profession, a genre, 
a particular tendency, an individual personality-the work itself 
everywhere comes down to the !relatively) protracted and socially 
meaningful lcollective) saturation of language with specific land 
consequently limiting) intentions and accents. The longer this 
stratifying saturation goes on, the broader the social circle en
compassed by it and consequently the more substantial the social 
force bringing about such a stratification of language, then the 
more sharply focused and stable will be those traces, the linguis
tic changes in the language markers !linguistic symbols), that are 
left behind in language as a result of this social force's activity
from stable land consequently social) semantic nuances to au
thentic dialectological markers !phonetic, morphological and 
others), which permit us to speak of particular social dialects. 

As a result of the work done by all these stratifying forces in 
language, there are no "neutral" words and forms-words and 
forms that can belong to "no one"; language has been completely 
taken over, shot through with intentions and accents. For any in
dividual consciousness living in it, language is not an abstract 
!lystem of normative forms but rather a concrete heteroglot con
ception of the world. All words have the 11taste" of a profession, a 
genre. a tendency, a party, a particular work, a particular person, a 
.:eneration, an age group, the day and hour. Each word tastes of 
t he context and contexts in which it has lived its socially charged 
l 1 ie: all words and forms are populated by intentions. Contextual 
·)
.
renones jgeneric, tendentious, individualistic) are inevitable in 

: n ::  word . 
. '\s a living, socio-ideological concrete thing, as heteroglot opin

, . •:1 language, for the individual consci?usness, lies on the bor
,bline between oneself and the other.�The word in language is 
i: .l l i  someone else's. It becomes 11one s own" only when the 
'-p:: aker populates it with his own intention, his own accent, 
·,, h�:n he appropriates the word, adapting it to his own semantic 
.;r, d  t!Xpressive intention. Prior to this moment of appropriation, 
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the word does not exist in a neutral and impersonal language lit is 
not, after all, out of a dictionary that the speaker gets his words ! ), 
but rather it exists in other people's mouths, in other people's 
contexts, serving other people's intentions: it is from there that 
one must take the word, and make it one's own) And not all 
words for just anyone submit equally easily to this appropriation, 
to this seizure and transformation into private property: many 
words stubbornly resist, others remain alien, sound foreign in the 
mouth of the one who appropriated them and who now speaks 
them; they cannot be assimilated into his context and fall out of 
it; it is as if they put themselves in quotation marks against the 
will of the speaker.(Language is not a neutral medium that passes 
freely and easily into the private property of the speaker's inten
tions; it is populated-overpopulated-with the intentions of 
others. Expropriating it, forcing it to submit to one's own inten
tions and accents, is a difficult and complicated process} 

We have so far proceeded on the assumption of the ab�ract-lin· 
guistic ldialectologicalJ unity of literary language. But even a lit
erary language is anything but a closed dialect. Within the scope 
of literary language itself there is already a more or less sharply 
defined boundary between everyday-conversational language and 
written language. Distinctions between genres frequently coin· 
cide with dialectological distinctions !for example, the high
Church Slavonic-and the low-conversational-genres of thr 
eighteenth century); finally, certain dialects may be legitimized 
in literature and thus to a certain extent be appropriated by liter· 
ary language. 

As they enter literature and are appropriated to literary Ian· 
guage, dialects in this new context lose, of course, the quality m 
closed socio-linguistic systems; they are deformed and in fac 
cease to be that which they had been simply as dialects. On tht 
other hand, these dialects, on entering the literary language an� 
preserving within it their own dialectological elasticity, thei :  
other-languagedness, have the effect of deforming the literaJ'. 
language; it, too, ceases to be that which it had been, a closed sr
cio-linguistic system. Literary language is a highly distincti' 
phenomenon, as is the linguistic consciousness of the educate. 
person who is its agent; within it, intentional diversity of spet::- 
[raznorecivost'] !which is present in every living dialect Ill' -
closed system) is transformed into diversity of language [rtlZI� 
jazycie]; what results is not a single language but a dialogue 
languages. 



DISCOURSE IN THE NOVEL [295 ] 

The national literary language of a people with a highly devel
oped art of prose, especially if it is novelistic prose with a rich and 
tension-filled verbal-ideological history, is in fact an organized 
microcosm that reflects the macrocosm not only of national het
eroglossia, but of European heteroglossia as well. The unity of a 
literary language is not a unity of a single, closed language sys
tem, but is rather a highly specific unity of several "languages" 
that have established contact and mutual recognition with each 
other !merely one of which is poetic language in the narrow 
sense) . Precisely this constitutes the peculiar nature of the meth
odological problem in literary language. 

Concrete socio-ideological language consc;:iousness, as it be
comes creative-that is, as it becomes active as literature-dis
covers itself already surrounded by heteroglossia and not at all a 
single, unitary language, inviolable and indisputable. The ac
tively literary linguistic consciousness at all times and every
where !that is, in all epochs of literature historic,tly available to 
usl comes upon "languages," and not language.(Consciousness 
finds itself inevitably facing the necessity of having to choose a 
ianguage. With each literary-verbal performance, consciousness 
must actively orient itself amidst heteroglossia, it must move in 
.md occupy a position for itself within it, it chooses, in other 
words, a "language." Only by remaining in a closed environment, 
• •ne without writing or thought, completely off the maps of socio
deological becoming, could a man fail to sense this activity of 
'decting a language and rest assured in the inviolability of Ill:\ 
, • wn language, the conviction that his language is predeterminecy 

E.ven such a man, however, deals not in fact with a single lan
� c: age, but with languages-except that the place occupied by 
· . .  ; .,;h of these languages is fixed and indisputable, the movement 
: : '  ·m one to the other is predetermined and not a thought process; 
: t : � as if these languages were in different chambers. They do not 
•. · • l l lde with each other in his consciousness, there is no attempt 
t · · c nordinate them, to look at one of these languages through the 
' w - of another language. 

T hu:. an illiterate peasant, miles away from any urban center, 
:� _: : 1 dv immersed in an unmoving and for him unshakable every
.: .; \· world, nevertheless lived in several language systems: he 
;· r . i 1 -:d to God in one language !Church Slavonic), sang songs in 
1 : : ·  • t hcr. spoke to his family in a third and, when he began to dic

: � : c  rctitions to the local authorities through a scribe, he tried 
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speaking yet a fourth language !the official-literate language, "pa· 
per" language) .  All these are different languages, even from the 
point of view of abstract socio-dialectological markers. But these 
languages were not dialogically coordinated in the linguistic con
sciousness of the peasant; he passed from one to the other with
out thinking, automatically: each was indisputably in its own 
place, and the place of each was indisputable. He was not yet able 
to regard one language land the verbal world corresponding to itl 
through the eyes of another language !that is, the language of ev
eryday life and the everyday world with the language of prayer or 
song, or vice versa) .14 

As soon as a critical interanimation of languages began to occur 
in the consciousness of our peasant, as soon as it became clear 
that these were not only various different languages but even in· 
temally variegated languages, that the ideological systems and 
approaches to the world that were indissolubly connected with 
these languages contradicted each other and in no way could live 
in peace and quiet with one another-then the inviolability and 
predetermined quality of these languages came to an end, and the 
necessity of actively choosing one's orientation among them 
began. 

The language and world of prayer, the language and world of 
song, the language and world of labor and everyday life, the spe· 
ciflc language and world of local authorities, the new language 
and world of the workers freshly immigrated to the city-all 
these languages and worlds sooner or later emerged from a statr. 
of peaceful and moribund equilibrium and revealed the speech di·  
versity in each. 

Of course the actively literary linguistic consciousness come' 
upon an even more varied and profound heteroglossia within b! ·  
erary language itself, as well as outside it. Any fundamental stud1 
of the stylistic life of the word must begin with this basic far: 
The nature of the heteroglossia encountered and the means h 
which one orients oneself in it determine the concrete stylist h 
life that the word will lead. 

The poet is a poet insofar as he accepts the idea of a unitary an� 
singular language and a unitary, monologically sealed-off utte! · 
ance. These ideas are immanent in the poetic genres with whicr. 

I4. We are of course deliberately simplifying: the real-life peasant cou . . 
and did do this to a certain extent. 



D I S C O URSE IN THE N OVEL [297] 

he works. In a condition of actual contradiction, these are what 
determine the means of orientation open to the poet. The poet 
must assume a complete.siflglefJefsOfte&a8gmJt ax.ex ha� 
lmguage, h.e QlJ.l!U:..assume . .equal..ze.sponsibili.t¥.tar...ea.'Oh one,..oiJ�s 
a.lpects an.!l. spborslinit� them tq his o"Vmt an.Q.on,ly:_bJ-s .. �p!{!?.-.LJ!l
temiom . Each w_?rd_!R-UsLe�ress the_..P<;t�.t's . meaning directly 
and without mediationi there must be no di8tance'liet'Ween the 
poet and his word. The meairing mustemerge tiom langriage'as a 
:;mgle intentional whole: none of its stratification, its speech di
\'crsity, to say nothing of its language diversity, may be reflected 
:n any fundamental way in his poetic work. 
, 

._ To achieye thi.�.the,Poet !!!��e wprd oJ.�s' .�tentions, 
ne uses only such words and forms land onlY in such a way) that 
!hey lose their � �ith. �2nc:.;��e iniep.f!On�}Jeiil's9!J.�I!ge 
and their connection with specific contexts. Behind the words of 
a poetic wo:ii one s'houfd. not sense any eypical or reified images 
ot genres (except for the given poetic genre), nor professions, ten
�':ncies, directions !except the direction chosen by the poet him
�dfl.  nor world views (except for the unitary and singular world 
·.- 1�w of the poet himself ), nor typical and individual images of 
�peaking persons, their speech mannerisms or typical intona
t:ons. Ever · that enters the work must immerse itself in 
:.. :: the. ·an . qrg�t its preyjaui:Ufe in anv other contexts: langu€�e 
::-: .lr remember only its life in oetic contexts (in s ch contexts, 
:: · . 'vever. even concrete reminiscences are poss1 e 

Oi course there always exists a imite sp ere o more or less 
J•ucrete contexts, and a connection with them must be deliber
a tdy evidenced in poetic discourse. But these contexts are purely 
-.<.:mantic and, so to speak, accented in the abstracti in their lin
�u t3tic dimension they are impersonal or at least no particularly 
� -'U.\;rete linguistic specificity is sensed behind them, no particu
i ,;r manner of speech and so forth, no socially typical linguistic 
! a u ; 1the possible personality of the narrator) need peek out from 
:-e iund them. Everywhere there is only one face-the linguistic 
: a � e  of the author, answering for every word as if it were his own. 
v. matter how multiple and varied these semantic and accentual 
: �: rl!ads, associations, pointers, hints, correlations that emerge 
: : ·  • :n every poetic word, one language, one conceptual horizon, is 
, u rfi.cient to them alli there is no need of heteroglot social con
: ::xts.  �at is more, the vet¥ mmrement of tbenoetic Svmbpl !for 
�\:�mple, the unfolding of a metaph�resumes R!.e:fiselx; .. tll!.s 
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ynity of laniQ;i1ge. an n12wediated corre§powiepce with its ghjest. 
Social diversity of speech, were it to arise in the work and stratify 
its language, would make impossible both the normal develop
ment and the activity of symbols within it. 

The ve!I rh� of poetic genres does ngt wmnote any appre
ciable degree QfStratification. Rhythm, by creqt;jp& an unmedi
ated involvement between ever as ect o the accentual s stem 
o the whole via e most immedi c u 
m embryo those social worlds of speech and of per§QPS. that ate 
potentiatiy embedded iii the word: in any case, rhythm }?!-!t�_
mte limits on them. does not let them unfold or materialize. 
Rh serves to strengthen and concentrate even further the 
�!}r...,!Ild he "c u "t 0 e s ace e and of 
tb_e unitro !<mgqage that this sttle posits. 

As a result of this work-stripping all aspects of language of 
the intentions and accents of other people, destroying all traces of 
social heteroglossia and diversity of language-a tension-filled 
unity of language is achieved in the poetic work. This unity may 
be naive, and present only in those extremely rare epochs of po· 
etry, when poetry had not yet exceeded the limits of a closed, uni· 
t� undifferentiated social circle whose language and ideology 
were not yet stratified. More often than not, we experience a pro· 
found and conscious tension through whi�h the unitary poetic 
language of a work rises -from the heteroglot and language-diverse 
chaos of the literary language contemporary to it. 
(This is how the poet proceeds. The novelist working in prose 

land almost any prose writer) takes a completely different path. 
He welcomes the heteroglossia and language diversity of the lit· 
erary and extraliterary language into his own work not only nm 
weakening them but even intensifying them jfor he interacts 
with their particular self-consciousness) . It is in fact out of tln� 
stratification of language, its speech diversity and even langu�;: 
diversity, that he constructs his style, while at the same time h( 
maintains the unity of his own creative personality and the unitl 
laJthough it is, to be sure, unity of another order) of his own stviJ 
_(The prose writer does not purge words of intentions and ton�� 

tliat are alien to him, he does not destroy the seeds of social her 
eroglossia embedded in words, he does not eliminate those lm1 · 
guage characterizations and speech mannerisms jpotential nanJ 
tor-personalities) glimmering behind the words and forms, eac :: 
at a different distance from the ultimate semantic nuclTs of k 
work, that is, the center of his own personal intentions. 
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The language of the prose writer deploys itself according to de
grees of greater or lesser proximity to the author and to his ulti
mate semantic instantiation: certain aspects of language directly 
and unmediatedly express las in poetry) the semantic and expres
sive intentions of the author, others refract these intentions; the 
writer of prose does not meld completely with any of these words, 
but rather accents each of them in a particular way-humorously, 
ironically, parodically and so forth; 15 yet another group may stand 
even further from the author's ultimate semantic instantiation, 
still more thoroughly refracting his intentions; and there are, fi
nally, those words that are completely denied any authorial inten
tions: the author does not express himself in them las the author 
of the word)-rather, he exhibits them as a unique speech-thing, 
they function for him as something completely reified. Therefore 
the stratification of language-generic, professional, social in the 
narrow sense, that of particular world views, particular tenden
cies, particular individuals, the social speech diversity and lan
guage-diversity !dialects) of language-upon entering the novel 
t:stablishs its own special order within it, and becomes a unique 
mistic system, which orchestrates the intentional theme of the 
author. 
\Thus a prose writer can distance himself from the language of 

his own work, while at the same time distancing himself, in vary
mg degrees, from the different layers and aspects of the work. He 
' �m make use of language without wholly giving himself up to it, 
he  may treat it as semi-alien or completely alien to himself, while 
..; , ,mpelling language ultimately to serve all his own intentions. 
Tfte author does not speak in a given language !from which he 
.i : .,tances himself to a greater or lesser degree), but he speaks, 
.i � a were, through language, a language that has somehow 
a: , ; xe  or less materialized, become objectivized, that he merely 
., ..:m riloquatea 

T he prose .Jnter as a novelist does not strip away the inten
t > , n -.  of others from the heteroglot language of his works, he does 
n ·  ' ' \· iolate those socio-ideological cultural horizons !big and lit
: . ·� ''wldsl that open up behind heteroglot languages-rather, he 
·., ·. l ..: , Jmes them into his work. The prose writer makes use of 

That is to say, the words are not his if we understand them as direct 
: ·� - '•ut they are his as things that are being transmitted ironically, ex

. ' : · ·. i md so forth, that is, as words that are understood from the distances 
· :· :· : :· u.te to humor, irony, parody, etc. 
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words that are aheady populated with the social intentions of 
others and compels them to serve his own new intentions, to 
serve a second master. Therefore the intentions of the prose 
writer are refracted, and refracted at different angles, depending 
on the degree to which the re&;acted, heteroglot languages he 
deals with are socio-ideologically alien, aheady embodied and al
ready objectivized. 

The orientation of the word amid the utterances and languages 
of others, and all the specific phenomena connected with this ori
entation, takes on axtistic significance in novel style. Diversity of 
voices and heteroglossia enter the novel and organize themselves 
-within it into a structured artistic system. This constitutes the 
distinguishing feature of the novel as a genre. 

Any stylistics capable of dealing with the distinctiveness of the 
novel as a genre must be a sociological stylistics. The internal so· 
cial dialogism of novelistic discourse requires the concrete social 
context of discourse to be exposed, to be revealed as the force that 
determines its entire stylistic structure, its "form" and its "con
tent," determining it not from without, but from within; for 
indeed, social dialogue reverberates in ·  all aspects of discourse, 
in those relating to "content" as well as the "formal" aspects 
themselves. 

The deyelopment gf the poyel is a function of the 4eepenjng of 
dialogic essence, its increased scope and eater recision. Fewer 
an ewer neu , ar e ements "roc bottom ths" remaip-

at are not awn i o e moves into the dee · 
est molecular and, ultimately; subatomic levels. 
- Of course, even the ocm&_word is so · 

ect en 1er soc1 rocesses i.e. those tend e 
requirin�n!Q� to pnfQkJ ;;I;Qr.PQ¥e]istic wgrcl, hgweyq. reg· 
'isters wi extreme subtlety the tiniest shifts and oscillations ol 
the social atmoPt�ere: !!!�: �o. moreover while registerinJ. it 
� a whole. in all of iifi aspects .. 

When heteroglossia enters the novel it becomes subject to an 
artistic reworking. The social and historical voices populatinli 
language, all its words and all its forms, which provide langua�e 
with its particular concrete conceptualizations, are organized in 
the novel into a structured stylistic system that expresses the dll· 
ferentiated socio-ideological position of the author amid the bet · 
eroglossia of his epoch. 
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Heteroglossia in the Novel 

The compositional forms for appropriating and organizing hetero
glossia in the novel, worked out during the long course of the 
genre's historical development, are extremely heterogeneous in 
their variety of generic types. Each such compositional form is 
connected with particular stylistic possibilities, and demands 
particular forms for the artistic treatment of the heteroglot "lan
guages" introduced into it. We will pause here only on the most 
basic forms that are typical for the majority of novel types. 

The so-called comic novel makes available a form for appropri
ating and organizing heteroglossia that is both externally very 
vivid and at the same time historically profound: its classic repre
sentatives in England were Fielding, Smollett, Sterne, · Dickens, 
Thackeray and others, and in Germany Hippe! and Jean Paul. 

In the English comic novel we find a comic-parodic re-process
ing of almost all the levels of literary language, both conversa
tional and written, that were current at the time. Almost every 
novel we mentioned above as being a classic representative of this 
generic type is an encyclopedia of all strata and forms of literary 
.language: depending on the subject being represented, the story
tine parodically reproduces first the forms of parliamentary elo
·�uence, then the eloquence of the court, or particular forms of 
parliamentary protocol, or court protocol, or forms used by re
poners in newspaper articles, or the dry business language of the 
City, or the dealings of speculators, or the pedantic speech of 
�cholars, or the high epic style, or Biblical style, or the style of the 
�vpocritical moral sermon or finally the way one or another con
crete and socially determined personality, the subject of the story, 
i1appens to speak. 

This usually parodic stylization of generic, professional and 
' • t her strata of language is sometimes interrupted by the direct 
authorial word !usually as an expression of pathos, of Sentimental 
, • r  1dyllic sensibility), which direcdy embodies I without any re
: racting) semantic and axiological intentions of the author. But 
! ht: primary source of language usage in the comic novel is a 
:: : ghly specific treatment of "common language." This "common 
: �nj!Wlge"-usually the average norm of spoken and written lan
e \ : .;  �e for a given social group-is taken by the author precisely as 
� h:: ..;ammon view, as the verbal approach to people and things 
n • • r rnal for a given sphere of society, as the going point of view 
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and the going value. To one degree or another, the author dis
tances himself from this common language, he steps back and 
objectifies it, forcing his own intentions to refract and diffuse 
themselves through the medium of this common view that has 
become embodied in language Ia view that is always superficial 
and frequently hypocritical) .  

The relationship of the author to a language conceived as the 
common view is not static-it is always found in a state of move
ment and oscillation that is more or less alive I this sometimes is a 
rhythmic oscillation) :  the author exaggerates, now strongly, now 
weakly, one or another aspect of the "common language," some
times abruptly exposing its inadequacy to its object and some· 
times, on the contrary, becoming one with it, maintaining an al
most imperceptible distance, sometimes even directly forcing it 
to reverberate with his own "truth," which occurs when the au
thor completely merges his own voice with the common view. As 
a consequence of such a merger, the aspects of common language, 
which in the given situation had been parodically exaggerated or 
had been treated as mere things, undergo change.lfhe comic style 
demands of the author a lively to-and-fro movement in his rela
tion to language, it demands a continual shifting of the distance 
between author and language, so that first some, then other as· 
pects of language are thrown into relief) If such were not the case. 
the style would be monotonous or would require a greater indi· 
vidualization of the narrator-would, in any case, require a quite 
different means for introducing and organizing heteroglossia. 

Against this same backdrop of the "common language," of the 
impersonal, going opinion, one can also isolate in the comic 
novel those parodic stylizations of generic, professional and other 
languages we have mentioned, as well as compact masses ol 
direct authorial discourse-pathos-filled, moral-didactic, seno · 
mental-elegiac or idyllic. In the comic novel the direct authoria! 
word is thus realized in direct, unqualified stylizations of poetJ( 
genres ( idyllic, elegiac, etc. ) or stylizations of rhetorical gem.:• 
!the pathetic, the moral-didactic). Shifts from common langua.:: 
to parodying of generic and other languages and shifts to the ,i, .  
rect authorial word may be gradual, or may be on the conuar · 
quite abrupt. Thus does the system of language work in ti� . 
comic novel. 

We will pause for analysis on several examples from Dicken •  
from his novel Little Dorrit. 
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( I )  The conference was held at four o r  five o'clock in the afternoon, when 
all the region of Harley Street, Cavendish Square, was resonant of car
riage-wheels and double-knocks. It had reached this point when Mr. 
Merdle came home from his daily occupation of causing the British 
name to be more and more respected in all parts of the civilized 
globe capable of appreciation of wholewide commercial ent&prise 
and gigantic combinations of skill and capital. For, though nobody 
knew with the least precision what Mr. Merdle's business was, except 
that it was to coin money, these were the terms in which everybody 
defined it on all ceremonious occasions, and which it was the last 
new polite reading of the parable of the camel and the needle's eye to 
accept without inquiry. [book I, ch. 33 ]  

The italicized portion represents a parodic stylization of the 
language of ceremonial speeches (in parliaments and at ban
quets) .  The shift into this style is prepared for by the sentence's 
construction, which from the very beginning is kept within 
bounds by a somewhat ceremonious epic tone. Further on-and 
already in the language of the author (and consequently in a dif
ierent style)-the parodic meaning of the ceremoniousness of 
\1.erdle's labors becomes apparent: such a characterization turns 
I)Ut to be "another's speech," to be taken only in quotation marks 
"these were the terms in which everybody defined it on all cere-
monious occasions") .  

Thus the speech of another is introduced into the author's dis
v,urse (the story) in concealed form, that is, without any of the 
· ·- ·rmal markers usually accompq.nying such speech, whether di
r�: ct or indirect. But this is not just another's speech in the same 
\an�age"-it is another's utterance in a language that is itself 
other" to the author as well, in the archaicized language of or-

.J : , ,ncal genres associated with hypocritical official celebrations. 

In a day or two it was announced to all the town, that Edmund Spark
ler, Esquiie, son-in-law of the eminent Mr. Merdle of worldwide re
aown, was made one of the Lords of the Circumlocution Offlcei and 
:·roclam.ation was issued, to all true believers, that this admirable ap
: · , -mtment was to be hailed as a graceful and gracious mark of 
.' · •mage. rendered by the graceful and gracious Decimus, to that 

· mmercial interest which must ever in a great commercial coun
: :  '· - -t.llld all the rest of it, with blast of trumpet. So, bolstered by this 
:::.1rk oi Government homage, the wonderful Bank and all the other 
. ·. · ·nderiul undertakings went on and went upi and gapers came to 
� .nl.:y Street, - Cavendish Square, only to look at the house where the 
� , ! Jen wonder lived. (book 2, ch. 12] 
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Here, in the italicized portion, another's speech in another's 
!official-ceremonial) language is openly introduced as indirect 
discourse. But it is surrounded by the hidden, diffused speech of 
another lin the same official-ceremonial language) that clears the 
way for the introduction of a form more easily perceived as an
other's speech and that can reverberate more fully as such. The 
clearing of the way comes with the word "Esquire," characteristic 
of official speech, added to Sparkler's namei the final confir
mation that this is another's speech comes with the epithet 
"wonderful." This epithet does not of course belong to the author 
but to that same "general opinion" that had created the commo
tion around Merdle's inflated enterprises. 

( 3 )  It was a dinner to provoke an appetite, though he had not had one. 
The rarest dishes, sumptuously cooked and sumptuously served; the 
choicest fruits, the most exquisite wines; marvels of workmanship in 
gold and silver, china and glass; innumerable things delicious to the 
senses of taste, smell, and sight, were insinuated into its composi· 
tion. 0, what a wonderful man this Merdle, what a great man, what 
a master man, how blessedly and enviably endowed-in one word, 
what a rich man! [book 2., ch. 12.) 

The beginning is a parodic stylization of high epic style. What 
follows is an enthusiastic glorification of Merdle, a chorus of his 
admirers in the form of the concealed speech of another !the ital· 
icized portion). The whole point here is to expose the real basis 
for such glorification, which is to unmask the chorus' hypocrisy: 
"wonderful," "great," "master," "endowed" can all be replaced by 
the single word "rich." This act of authorial unmasking, which is 
openly accomplished within the boundaries of a single simple 
sentence, merges with the unmasking of another's speech. The 
ceremonial emphasis on glorification is complicated by a second 
emphasis that is indignant, ironic, and this is the one that ul· 
timately predominates in the final unmasking words of tht 
sentence. 

We have before us a typical double-accented, double-stylee 
hybrid construction. 

What we are calling a hybrid construction is an utterance that 
belongs, by its grammatical jsyntacticJ and compositional mark 
ers, to a single speaker, but that actually contains mixed withir 
it two utterances, two speech manners, two styles, two "Ian· 
guages," two semantic and axiological belief systems. We repeal 
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there is no formal-compositional and syntactic-boundary be
tween these utterances, styles, languages, belief systems; the di
vision of voices and languages takes place within the limits of a 
single syntactic whole, often within the limits of a simple sen
tence. It frequently happens that even one and the same word will 
belong simultaneously to two languages, two belief systems that 
intersect in a hybrid construction-and, consequently, the word 
has two contradictory meanings, two accents (examples below) .  
As we shall see, hybrid constructions are of  enormous signifi
cance in novel style.16 

14 ) But Mr. Tite Barnacle was a buttoned-up man, and consequently a 
weighty one. (book 2., ch. u] 

The above sentence is an example of pseudo-objective motiva
tion, one of the forms for concealing another's speech-in this 
example, the speech of "current opinion." If judged by the formal 
markers above, the logic motivating the sentence seems to belong 
to the author, i.e., he is formally at one with it; but in actual fact, 
the motivation lies within the subjective belief system of his 
characters, or of general opinion. 

Pseudo-objective motivation is generally characteristic of novel 
style, 17 since it is one of the manifold forms for concealing an
other's speech in hybrid constructions. Subordinate conjunctions 
ilD.d link words !"thus 11 "because 11 "for the reason that " "in spite I I f 
of" and so forth), as well as words used .to maintain a logical se
({Uence !"therefore," "consequently," etc. ) lose their direct au
thorial intention, take on the flavor of someone else's language, 
become refracted or even completely reifled. 

Such motivation is especially characteristic of comic style, in 
which someone else's speech is dominant (the speech of concrete 
rersons, or, more often, a collective voice) . 18 

As a vast fire will fill the air to a great distance with its roar, so the 
sacred flame which the mighty Barnacles had fanned caused the air to 
resouncl more and more with the name of Merdle. It was deposited on 
:.:very lip, and carried into every ear. There never was, there never had 
been, there never again should be, such a man as Mr. Merdle. Nobody, 

: '' For more detail on hybrid constructions and their significance, see ch. 
• ! ::he present essay. 

Such a device is unthinkable in the epic. 
: ' Cf. the grotesque pseudo-objective motivations in Gogol. 



(306] D I S C OURSE IN THE NOVEL 

as aforesaid, knew what he had done; but everybody knew him to be 
the greatest that had appeared. [book 2.1 ch. 13]  

Here we have an epic, "Homeric" introduction !parodic, of 
course) into whose frame the crowd's glorification of Merdle has 
been inserted !concealed speech of another in another's lan
guage) .  We then get direct authorial discourse; however, the au
thor gives an objective tone to this "aside" by suggesting that "ev
erybody knew" !the italicized portion). It is as if even the author 
himself did not doubt the fact. 

16 )  That illustrious man and great national ornament, Mr. Merdle, con
tinued his shining course. It began to be widely understood that one 
who had done society the admirable service of making so much 
money out of it, could not be suffered to remain a commoner. A bar
onetcy was spoken of with confidence; a peerage was frequently men
tioned. (book .2., ch . .2.4] 

We have here the same fictive solidarity with the hypocritically 
ceremonial general opinion of Merdle. All the epithets referring 
to Merdle in the first sentences derive from general opinion, that 
is, they are the concealed speech of another. The second sen
tence-"it began to be widely understood," etc.-is kept within 
the bounds of an emphatically objective style, representing not 
subjective opinion but the admission of an objective and com
pletely indisputable fact. The epithet "who had done society the 
admirable service" is completely at the level of common opinion. 
repeating its official glorification, but the subordinate clause at
tached to that glorification ! "of making so much money out oi 
it")  are the words of the author himself las if put in parentheses in 
the quotation).  The main sentence then picks up again at the 
level of common opinion. We have here a typical hybrid con· 
struction, where the subordinate clause is in direct authorial 
speech and the main clause in someone else's speech. The main 
and subordinate clauses are constructed in different semantic and 
axiological conceptual systems. 

The whole of this portion of the novel's action, which center• 
around Merdle and the persons associated with him, is depictec 
in the language lor more accurately, the languages) of hypo· 
critically ceremonial common opinion about Merdle, and at thL 
same time there is a parodic stylization of that everyday langu�c 
of banal society gossip, or of the ceremonial language of offic1.; . 
pronouncements and banquet speeches, or the high epic style l • :  
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Biblical style. This atmosphere around Merdle, the common 
opinion about him and his enterprises, infects the positive heroes 
of the novel as well, in particular the sober Pancks, and forces 
him to invest his entire estate-his own, and Little Dorrit's-in 
Merdle's hollow enterprises. 

17) Physician had engaged to break the intelligence in Harley Street. Bar 
could not at once return to his inveiglements of the most enlightened 
and remarkable jury he had ever seen in that box, with whom, he 
could tell his learned friend, no shallow sophistry would go down, 
and no unhappily abused professional tact and skill prevail (this was 
the way he meant to begin with them); so he said he would go too, 
and would loiter to and fro near the house while his friend was inside. 
[Book 2., ch. 2. 5 ,  mistakenly given as ch. IS in Russian text, tr.] 

Here we have a clear example of hybrid construction where 
within the frame of authorial speech (informative speech)-the 
beginning of a speech prepared by the lawyer has been inserted, 
' 'The Bar could not at once return to his inveiglements . . .  of the 
jury . . . so he said he would go too . . . .  " etc.-while this speech 
ts simultaneously a fully developed epithet attached to the sub
iect of the author's speech, that is, "jury." The word "jury" enters 
mto the context of informative authorial speech lin the capacity 
uf a necessary object to the word "inveiglements") as well as il'lto 
the context of the parodic-stylized speech of the lawyer. The au
thor's word "inveiglemene' itself emphasizes the parodic nature 
ut the re-processing of the lawyer's speech, the hypocritical 
:neaning of which consists precisely in the fact that it would be 
•mpossible to inveigle such a remarkable jury. 

• it tollowed that Mrs. Merdle, as a woman of fashion and good breed
mg who had been sacrificed to wiles of a vulgar barbarian (for MI . 
.\lerdle was found out from the crown of his head to the sole of his 
: . ,ot, the moment he was found out in his pocket), must be actively 
dwnpioned by her order for her order's sake. [book 2., ch. 3 3 ]  

nus is an analogous hybrid construction, in which the defini
: ; ,  =n !>rovided by the general opinion of society-" a sacrifice to 
·. : : , · . ..-Ues of a vulgar barbarian"-merges with authorial speech, 
c \ P ' ' 'Ing the hypocrisy and greed of common opinion. 

� ,, u ts throughout Dickens' whole novel. His entire text is, in 
: .h : t  c\'erywhere dotted with quotation marks that serve to sepa
: .: t :.: om little islands of scattered direct speech and purely au
: � .  • n J !  speech, washed by heteroglot waves from all sides. But it 
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would have been impossible actually to insert such marks, since, 
as we have seen, one and the same word often figures both as the 
speech of the author and as the speech of another-and at the 
same time. 

Another's speech-whethe.r as storytelling, as mimicking, as 
the display of a thing in light of a particular point of view, as a 
speech deployed first in compact masses, then loosely scattered, 
a speech that is in most cases impersonal ("common opinion," 
professional and generic languages)-is at none of these points 
clearly separated from authorial speech: the boundaries are delib· 
erately flexible and ambiguous, often passing through a single 
syntactic whole, often through a simple sentence, and sometimes 
even dividing up the main parts of a sentence. This varied play 
with the boundaries of speech types, languages and belief sys· 
tems is one most fundamental aspects of comic style. 

Comic style (of the English sort) is based, therefore, on the 
stratification of common language and on the possibilities avail· 
able for isolating from these strata, to one degree or another, on�'s 
own intentions, without ever completely merging with them. Jt 
is precisely the diversity of speech, and not the Uf¥tY of a norma· 
tive shared language, that is the ground of styl�i It is true thai 
such speech diversity does not exceed the boundaries of literarv 
language conceived as a linguistic whole (that is, language de· 
fined by abstract linguistic markers), does not pass into an au· 
thentic heteroglossia and is based on an abstract notion of Ian· 
guage as unitary (that is, it does not require knowledge of variou� 
dialects or languages) .  However a mere concern for language ��  
but the abstract side of the concrete and active (i .e. ,  dialogicalJ·. 
engaged) understanding of the living heteroglossia that has beer. 
introduced into the novel and artistically organized within it. 

In Dickens' predecessors, Fielding, Smollett and Sterne, th 
men who founded the English comic novel, we find the same p< · 
rodic stylization of various levels and genres of literary langua�< 
but the distance between these levels and genres is greater th.;r 
it is in Dickens and the exaggeration is stronger I especially :: 
Sterne) .  The parodic and objectivized incorporation into tb, : · 
work of various types of literary language (especially in Sterne 
penetrates the deepest levels of literary and ideological thou�: :  
itself, resulting in a parody of the logical and expressive structL: : .  
of any ideological discourse as such (scholarly, moral and rhet'x 
cal, poetic) that is almost as radical as the parody we find ::  
Rabelais. 
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Literary parody understood in the narrow sense plays a funda
mental role in the way language is structured in Fielding, Smol
lett and Sterne lthe Richardsonian novel is parodied by the first 
two, and almost all contemporary novel-types are parodied by 
Sterne).  Literary parody serves to distance the author still further 
from language. to complicate still fUrther his relationship to the 
literary language of his time, especially in the novel's own terri· 
tory. The novelistic discourse dominating a given epoch is itself 
turned into an object and itself becomes a means for refracting 
new authorial intentions. 

Literary parody of dominant novel-types plays a large role in 
the history of the European novel. One could even say that the 
most important novelistic models and novel-types arose precisely 
Juring this parodic destruction of preceding novelistic worlds. 
This is true of the work of Cervantes, Mendoza, Grimmelshau
'ien, Rabelais, Lesage and many others. 

In Rabelais, whose influence .on all nove!isti'U!ros�e (and in par· 
ncular_ thll, comic nov�[-o/��:i:iw greaCiPaw.du...a.t.titude .tm.v.ax.d 
almost all forms of ideolo ical discourse- hiloso hical moral 
� •;holari athos·char ed 
: urms oj discourse 14!_ R!bela:i,a,..pa.thas...almost. alw.a.ys is equiv· 
.; !ent to lie!.-was intensifieg to the point w4ere it became a par· 
d'· of the very act of conceptualizing anything in language. We 
:;; :ght add that Rabelais t.aunts i;he cl�&..�:Q.tivej1uman �ord by a 
�� rodi_c destructi9!!- o� syp.t!ctic. sgt!C?,tU!.�dhereby red'?-c� !c;> 
J t' ;;,urdtty some of the logical and expressively accented aspects o£ 
·.·: l rds (tor example,_predic.ation, expfanati.ons and so forili). Tuiii
: :' 1.: away fr£_m langq3g�_ lp means of1an ·-a-e of course t.-�
' ���itin� any d,ir�ct o: u · · · · . _ e. . �f!sive 
� x c :: ss I any 1'weig"hty" seriousness that might adhere in i eo o · 
- .: 1 ,hscou� pres_unung at a �age 1s convenhdn'll ·md 
: .;! �c . maliciously inadequate to reaity-all this achieves in 
; ,,:,dais a.lillost the maximum urit oss1ble m rose, But the 
· : :: : !1 that mi t oppose such falsity receives almost no direct in
: � :1 : : . ,nal and verbal expression in Rabelais, it does not receive its 

·. •; ;,·ord-it reverberates only in the parodic and unmasking ac
, � :-. : " ;n which the lie is present. Truth is restored by reducing the 
, . ·: �" an abs.u�t�_ bu · ot seek words · she is 
··���.: tO en!aAgle_hersel£ in the word, to soil herself in ver 
:· . i ! !l t l Y  
��dais' 11philosophy of the word"-a philosophy expressed 
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not as much in direct utterances as in stylistic practice-has had 
enormous influence on all consequent novel prose and in particu
lar of the great representative forms of the comic novel; with that 
in mind we bring forward the purely Rabelaisian formulation of 
Sterne's Yorick, which might serve as an epigraph to the history 
of the most important stylistic lines of development in the Euro
pean novel: 

For aught I know there might be some mixture of unlucky wit at the 
bottom of such Fracas:-For, to speak the truth, Yorick had an invincible 
dislike and opposition in his nature to gravity;-not to gravity as such;
for where gravity was wanted, he would be the most grave or serious of 
mortal men for days and weeks together;-but he was an enemy to the 
affectation of it, and declared open war against it, only as it appeared a 
cloak for ignorance, or for folly; and then, whenever it fell his way, how· 
ever sheltered and protected, he seldom gave it much quarter. 

Sometimes, in his wild way of talking, he would say, That gravity wa.c 
an errant scoundrel; and he would add,-of the most dangerous kind 
too,-because a sly one; and that, he verily believed, more honest, well· 
meaning people were bubbled out of their goods and money by it in ont 
twelve-month, than by pocket-picking and shop-lifting in seven. In th< 
naked temper which a merry heart discovered, he would say, There wa, 
no danger,-but to itself:-whereas the very essence of gravity was de 
sign, and consequently deceit;-'twas a taught trick to gain credit of tb.  
world for more sense and knowledge than a man was worth; and tha: 
with all its pretensions,-it was no better, but often worse, than what 
French wit had long ago defined it,-viz. A mysterious carriage of d. 
body to cover the defects of the mind;-which definition of graVJ: 
Yorick, with great imprudence, would say, deserved to be wrote in lett. : ·  
of gold. [Bakhtin does not locate citation; it  is  from 'IIistram Shan,:  
vol. I ,  ch. u ,  tr. ] 

Close to Rabelais, but in certain respects even exceeding k 
in the decisive influence he had on all of novelistic prose, is (c 
vantes. The English comic novel i� permeated through � "  
through with the spirit of Cervantes. It is no accident that tt · 
same Yorick, on his deathbed, quotes the words of Sancho Pan: . 

While the attitude toward language and toward its stran£, .  
tion (generic, professional and otherwise) among the Gern; ; ·  
comic writers, in Rippel and especially in Jean Paul, is basiu . .  
of the Sternean type, it is  raised-as it is  in Sterne himself- · 
the level of a purely philosophical problem, the very possibibn 
literary and ideological speech as such. The philosophicai .;:  
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ideological element in an author's attitude toward his own lan
guage forces into the background the play between intention and 
the concrete, primarily generic and ideological levels of literary 
language ( cf. the reflection of just this in the aesthetic theories of 
lean Paul) .  19 

Thus the stratification of literary language, its speech diversity, 
is an indispensable prerequisite for comic style, whose elements 
are projected onto different linguistic planes while at the same 
time the intention of the author, refracted as it passes through 
these planes, does not wholly give itself up to any of them. It is as 
if the author has no language of his own, but does possess his own 
style, his own organic and unitary law governing the way he plays 
with languages and the way his own real semantic and expressive 
tntentions are refracted within them. Of course this play with 
languages (and frequently the complete absence of a direct dis
�.;ourse of his own) in no sense degrades the general, deep-seated 
intentionality, the overarching ideological conceptualization of 
the work as a whole. 

ln the comic novel, the incorporation of heteroglossia and its 
�t"\·listic utilization is characterized by two distinctive features: 

. I I Incorporated into the novel are a multiplicity of "language" 
and verbal-ideological belief systems-generic, professional, 
dJss-and-interest-group (the language of the nobleman, the 
: .1 rmer. the merchant, the peasant); tendentious, everyday (the 
! a n .mages of rumour, of society chatter, servants' language) and 
'> l ' i , ,rth, but these languages are, it is true, kept primarily within 
� : l t' limits of the literary written and conversational language; at 
' �t same time these languages are not, in most cases, consoli
.! a td into fixed persons (heroes, storytellers) but rather are incor
;- • , ra t ed in an impersonal form "from the author," alternating 

\\ h : le ignoring precise formal boundaries) with direct authorial 
� :  ' l i  ' 'use. 

2 The incorporated languages and socio-ideological belief sys
: ·. rn -, while of course utilized to refract the author's intentions, 
.; : ,  unmasked and destroyed as something false, hypocritical, 

: . intellect as embodied in the forms and the methods of verbal and ideo
.: . . .  1 :  t hought (i.e., the linguistic horizon of normal human intellectual ac

: ·. : · -,  "•:.;ames in Jean Paul something infinitely petty and ludicrous when 
· · ·- �: : : 1  t he light of "reason." His humor results from play with intellectual 
. .  · : ·. , t \  Jnd its forms. 
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greedy, limited, narrowly rationalistic, inadequate to reality. In 
most cases these languages-already fully formed, officially recog
nized, reigning languages that are authoritative and reactionary
are lin real life) doomed to death and displacement. Therefore 
what predominates in the novel are various forms and degrees of 
parodic stylization of incorporated languages, a stylization that, 
in the most radical, most Rabelaisian 20 representatives of this 
novel-type (Sterne and Jean Paul), verges on a rejection of any 
straightforward and unmediated seriousness (true seriousness is 
the destruction of all false seriousness, not only in its pathos
charged expression but in its Sentimental one as well);21 that is, it 
limits itself to a principled criticism of the word as such. 

There is a fundamental difference between this comic form for 
incorporating and organizing heteroglossia in the novel and other 
forms that are defined by their use of a personified and concretely 
posited author (written speech) or teller (oral speech). 

Play with a posited author is also characteristic of the comic 
novel (Sterne, Hippel, Jean Paul), a heritage from Don Quixote. 
But in these examples such play is purely a compositional device. 
which strengthens the general trend toward relativity, objectifica
tion and the parodying of literary forms and gemes. 

The posited author and teller assume a completely different sig
nificance where they are incorporated as carriers of a particular 
verbal-ideological linguistic belief system, with a particular point 
of view on the world and its events, with particular value judg· 
ments and intonations-"particular" both as regards the author 
his real direct discourse, and also as regards 11normal" literary nar· 
rative and language. 

This particularity, this distancing of the posited author or teller 
from the real author and from conventional literary expectation� 
may occur in differing degrees and may vary in its nature. But n: 
every case a particular belief system belonging to someone else. J 
particular point of view on the world belonging to someone elst 
is used by the author because it is highly productive, that is, it :� 
able on the one hand to show the object of representation in " 
new light (to reveal new sides or dimensions in it) and on th 

20. It is of course impossible in the strict sense to include Rabelais hn:: 
self-either chronologically or in terms of his essential character-am•"!:; 
the representatives of comic novelists. 

2I. Nevertheless sentimentality and "high seriousness" is not comple1c 
eliminated (especially in Jean Paul). 
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other hand t o  illuminate i n  a new way the "expected" literary 
horizon, that horizon against which the particularities of the 
teller's tale are perceivable. 

For example:  Belkin was chosen (or better, created) by Pushkin 
because of his particular "unpoetic11 point of view on objects and 
plots that are traditionally poetic (the highly characteristic and 
calculated use of the Romeo and Juliet plot in "Mistress into 
Maid" or the romantic "Dances of Death11 in "The Coffinmaker") .  
Belkin, who is on the same level with those narrators-at-third-re· 
move out of whose mouths he has taken his stories, is a "prosaic11 
man, a man without a drop of poetic pathos. The successful 
"prosaic11 resolutions of the plots and the very means of the 
story's telling destroy any expectation of traditional poetic ef
fects. The fruitfulness of the prosaic quality in Belkin's point of 
view consists in just this failure to understand poetic pathos. 

Maxim Maximych in A Hero of Our Time, Rudy Panko, the 
narrators of "Nose" and "Overcoat," Dostoevsky's chroniclers, 
folkloric narrators and storytellers who are themselves characters 
m Melnikov-Pechersky and Mamin·Sibiryak, the folkloric and 
.:lawn-to-earth storytellers in Leskov, the character-narrators in 
populist literature and finally the narrators in Symbolist and post
livm.bolist prose lin Remizov, Zamyatin and others)-with all 
their widely differing forms of narration (oral and written), with 
all their differing narrative languages (literary, professional, so
� :al-and-special-interest-group language, everyday, slang, dialects 
.1nd others)-everywhere, they recommend themselves as spe· 
c 1 fie and limited verbal ideological points of vie� belief systems, 
r·pposed to the literary expectations and points of view that con
�u:ute the background needed to perceive them; but these narra
: c lr s are productive precisely because of this very limitedness and 
-�e;.;ificity. 

The speech of such narrators is always another's speech (as re
�.i r Js the real or potential direct discourse of the author) and in 
� :; ,_ , � her's language (i .e., insofar as it is a particular variant of the 
. : , :: r ary  language that clashes with the language of the narrator). 

T�us we have in this case "nondirect speaking"-not in lan
.: :_; J ;:;; but through language, through the linguistic medium of 
,; r: . dter-and consequently through a refraction of authorial 
. :: t ;; n nons. 

1:1�: author manifests himself and his point of view not only in 
: . . - l'i iect on the narrator, on his speech and his language (which 
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are to one or another extent objectivized, objects of display) but 
also in his effect on the subject of the story-as a point of view 
that differs from the point of view of the narrator. Behind the nar-

)' rator's story we read a second story, the author's story; he is the 
one who tells us how the narrator tells stories, and also tells us 
about the narrator himself. We acutely sense two levels at each 
moment in the story; one, the level of the narrator, a belief sys
tem filled with his objects, meanings and emotional expressions, 
and the other, the level of the author, who speaks !albeit in a re
fracted way) by means of this story and through this story. The 
narrator himself, with his own discourse, enters into this au
thorial belief system along with what is actually being told. We 
puzzle out the author's emphases that overlie the subject of the 
story, while we puzzle out the story itself and the figure of the 
narrator as he is revealed in the process of telling his tale. If one 
fails to sense this second level, the intentions and accents of the 
author himself, then one has failed to understand the work. 

As we have said above, the narrator's story or the story of the 
posited author is structured against the -background of normal lit· 
erary language, the expected literary horizon. Every moment of 
the story has a conscious relationship with this normal languagt 
and its belief system, is in fact set against them, and set against 
them dialogically: one point of view opposed to another, one 
evaluation opposed to another, one accent opposed to anothe: 
li.e., they are not contrasted as two abstractly linguistic ph•· 
nomena) . This interaction, this dialogic tension between two lan 
guages and two belief systems, permits authorial intentions to h 
realized in such a way that we can acutely sense their presence J :  
every point in the work. The author is not to be found in the lar: 
guage of the narrator, not in the normal literary language t 
which the story opposes itself !although a given story may ' ·  
closer to a given language)-but rather, the author utilizes D• '·' 
one language, now another, in order to avoid giving himself ;: : 
wholly to either of them; he makes use of this verbal give-ar.c 
take, this dialogue of languages at every point in his work -
order that he himself might remain as it were neutral with re�. r 
to language, a third party in a quarrel between two people " 
though he might be a d7iasectthird party). 
�1 for�i!!.!..o!!J.P.&.��!ra� � a posited author signify _w · : 

gegree or ���erJ?Y their presence--the author's freedom tn,:r 
unitary and singular language, a freedom connected with tht: r ,  

--···· .............. .  - �  �·- :g 
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tivity qf literary and language systel!l�;...such f.Qrms open up the 
p�ssibility gf.nev!f� tQ...qe�eaelf.iu 1�-&iii&�ljhe po§
sibili.tr of tr31!§.l�t.ing..one.� .. .P:W.D intentioiU!JrQm o.:Q� l_!,ngg!§�jc 
system to �:q.othet�! fusing "the language of truth" with 11the 
language of th� everydaY,·;; of saying_"! am.·me" i�someoneei_Se's _ 
language, and in my_o�Jm:tguage, 11! am.other.':f 

Such a refracting of authorial intentions takes place in all these 
iorms !the narrator's tale, the tale of a posited author or that of 
one of the characters ) ;  it is therefore possible to have in them, as 
m the comic novel, a variety of different distances between dis
tinct aspects of the narrator's language and the author's language: 
the refraction may be at times greater, at times lesser, and in 
�nme aspects of language there may be an almost complete fusion 
• ·t voices. 

The next form for incorporating and organizing heteroglossia in 
t he novel-a form that every novel without exception utilizes
: ,  the language used by characters. 

The language used by characters in the novel, how they speak, 
: '  verbally and semantically autonomous; each character's speech 
:-· ' '':loesses its own belief system, since each is the speech of an

, , h:r in another's language; thus it may also refract authorial in
t , :nions and consequently may to a certain degree constitute a 
- � ' ' 'nd language for the author. Moreover, the character speech 
: ; :nust always influences authorial speech land sometimes pow
. : z u llv sol. sprinkling it with another's words !that is, the speech 
: "  �;haracter perceived as the concealed speech of another) and 

· : :  : ;1 ; ,  way introducing into it stratification and speech diversity. 
1 ! l.U!l even where there is no comic element, no parody, no 

- • : 1 \  .md so forth, where there is no narrator, no posited author 
: : l .i l ratmg character, speech diversity and language stratifica

. :: .;nlJ serve as the basis for style in the novel. Even in those 
: - .. , � ,  where the author's voice seems at first glance to be unitary 
-• · - � ..: •  ' ll:.lstent, direct and unmediatedly intentional, beneath that 
- : � - : h single-languaged surface we can nevertheless uncover 
: · · · � ' thre·e-dimensionality, its profound speech diversity, which 

- · .  : - t h.: proiect of style and is its determining factor. 
: ·, ..: ' r..h.e language and style of Turgenev's novels have the ap

: .• : � ( c nt being single-languaged and pure. Even in Turgenev, 
·. ·• r this unitary language is very far from poetic absolutism. 

< . ; n t : al masses of this language are drawn into the battle be
:: i .. , • tots of view, value judgments and emphases that the 
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characters introduce into it; they are infected by mutually contra
dictory intentions and stratifications; words, sayings, expres
sions, definitions and epithets are scattered throughout it, in
fected with others' intentions with which the author is to some 
extent at odds, and through which his own personal intentions 
are refracted. Vl[e sense acutely th� varia� �t@£eli�t.w.�£P tlle 
aud!QLtmd .. various.. .. !\l�pects of . .his lang:g,�ge, which smack of the 
social universes and belief systems of others. We acutely sense in 
various aspects of his language varying degrees of the presence of 
the author and of his most recent semantic instantiation. In 
Turgenev, heteroglossia and language stratification serve as the 
most fundamental factors of style, and orchestrate an authorial 
truth of their own; the author's linguistic consciousness, his con
sciousness as a writer of prose, is thereby relativized. 

In Turgenev, social heteroglossia enters the novel primarily in 
the direct speeches of his characters, in dialogues. But this het
eroglossia, as we have said, is also diffused throughout the au
thorial speech that surrounds the characters, creating highly par
ticularized character zones [ zony geroev] . These zones are formed 
from the fragments of character speech [polurec'], from various 
forms for hidden transmission of someone else's word, from scat
tered words and sayings belonging to someone else's speech, from 
those invasions into authorial speech of others' expressive indica· 
tors (ellipsis, questions, exclamations) .  Such a character zone i� 
the field of action for a character's voice, encroaching in one way 
or another upon the author's voice. 

However-we repeat-in Turgenev, the novelistic orchestra· 
tion of the theme is concentrated in direct dialogues; the charac· 
ters do not create around themselves their own extensive m 
densely saturated zones, and in Turgenev fully developed, com· 
plex stylistic hybrids are relatively rare. 

We pause here on several examples of difiuse heteroglossia rr 
Turgenev.c 

(I )  His name is Nikolai Petrovich Kirsanov. Some ten miles from tb 
coaching-inn stands a respectable little property of his consisting o: , 
couple of hundred serfs-or five thousand acres, as he expresser . 
now that he has divided up his land and let it to the peasants, ar 
started a "farm." [Fathers and Sons, ch. I] 

c. Citations from Fathers and Sons are from: Ivan Turgenev, Fathers .:: 
Sons, tr. Rosemary Edmonds (London: Penguin, I965 ). 
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Here the new expressions, characteristic of the era and in the 
style of the liberals, are put in quotation marks or otherwise 
"qualified." 

(2) He was secretly beginning to feel irritated. Bazarov's complete indif
ference exasperated his aristocratic nature. This son of a medico was 
not only self-assuxed: he actually returned abrupt and reluctant an
swers, and there was a chuxlish, almost insolant note in his voice. 
[Fathers and Sons, ch. 4) 

The third sentence of this paragraph, while being a part of the 
author's speech if judged by its formal syntactic markers, is at the 
same time in its choice of expressions ("this son of a medico") 
and in its emotional and expressive structure the hidden speech 
of someone else (Pavel Petrovich). 

1 3 1  Pavel Petrovich sat down at the table. He was wearing an elegant suit 
cut in the English fashion, and a gay little fez graced his head. The fez 
and the carelessly knotted cravat carried a suggestion of the more free 
life in the country but the stiff collar of his shirt-not white, it is 
true, but striped as is correct for morning wear-stood up as inexora
bly as ever against his wel�-shaven chin. [Fathers and Sons, ch. s l 

This ironic characterization of Pavel Petrovich's morning attire 
l& consistent with the tone of a gentleman, precisely in the style 
ot Pavel Petrovich. The statement 11 as is correct for morning 
wear" is not, of course, a simple authorial statement, but rather 
the norm of Pavel Petrovich's gentlemanly circle, conveyed iron
i .;ally. One might with some justice put it in quotation marks. 
This is an example of a pseudo-objective underpinning. 

� ."Aatvei Ilyich's suavity of demeanoux was equalled only by his 
�tately manner. He had a gracious word for everyone-with an added 
·.hade of disgust in some cases and deference in others; he was gal
iant, "un vrai chevalier fran�ais," to all the ladies, and was con
onually bursting into hearty resounding laughter, in which no one 
d.se took part, as befits a high official. [Fathers and Sons, ch. I4] 

Here we have an analogous case of an ironic characterization 
c. �:.n from the point of view of the high official himself. Such is 
: �, ..: narure of this form of pseudo-objective underpinning: "as be
:: � �  a high official." 

rhe following morning Nezhdanov betook himself to Sipyagin's 
� ·  ,.wn residence, and thexe, in a magnificent study, filled with furni
� ure of a severe style, in full harmony with the dignity of a liberal 
:· ;fnician and modem gentleman . . . .  [ Virgin Soil, ch. 4] 
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This is an analogous pseudo-objective construction. 

( 6 )  Sem.yon Petrovich was in the ministry of the Court, he had the title 
of a kammeryunker. He was prevented by his patriotism from join
ing the diplomatic service, for which he seemed destined by every
thing, his education, his knowledge of the world, his popularity with 
women, and his very appearance . . . . ( Virgin Soil, ch. s ]d 

The motivation for refusing a diplomatic career is pseudo
objective. The entire characterization is consistent in tone and 
given from the point of view of Kallomyetsev himself, fused with 
his direct speech, being-at least judging by its syntactic mark
ers-a subordinate clause attached to authorial speech ! "for which 
he seemed destined by everything . . .  mais quitter la Russiel"  
and so forth) .  

(7 )  Kallomyetsev had come t o  S Province on a two months' leave 
to look after his property, that is to say, "to scare some and squeeze 
others." Of course, there's no doing anything without that. [ Virgin 
Soil, ch. s l  

The conclusion of the paragraph is  a characteristic example of a 
pseudo-objective statement. Precisely in order to give it the ap
pearance of an objective authorial judgment, it is not put in 
quotation marks, as are the preceding words of Kallomyetse\ 
himself; it is incorporated into authorial speech and deliberateh 
placed directly after Kallomyetsev's own words. 

(8 )  But Kallomyetsev deliberately stuck his round eyeglass between hJ, 
nose and his eyebrow, and stared at the (snit of a] student who daz< . .  
not share his "apprehensions." [ Virgin Soil, ch. 7] 

This is a typical hybrid construction. Not only the ·subordinatt 
clause but also the direct object !"the [snit of a] student") of th 
main authorial sentence is rendered in Kallomyetsev's tone. TL 
choice of words ! "snit of a student," "dared not share") are dett ; 
mined by Kallomyetsev's irritated intonation, and at the san� : 
time, in the context of authorial speech, these words are perm' 
ated with the ironic intonation of the author; therefore the co:-. 
struction has two accents !the author's ironic transmission, an� . 
m,imicking of the irritation of the character) .  

d .  Citations from Virgin Soil ar e  from: Ivan Turgenev, Virgin Soil, n .  l 
stance Garnett (New York: Grove Press, n.d. ) .  
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Finally, we adduce examples of an intrusion of the emotional 
aspects of someone else's speech into the syntactic system of au· 
thorial speech (ellipsis, questions, exclamations) .  

i9 1  Strange was the state of his mind. In the last two days so many new 
sensations, new faces . . . .  For the first time in his life he had come 
close to a girl, whom, in all probability, he loved; he was present at 
the beginning of the thing to which, in all probability, all his energies 
were consecrated . . . .  Well? was he rejoicing? No. Was he wavering, 
afraid, confused? Oh, certainly not. Was he at least, feeling that ten
sion of his whole being, that impulse forward into the front ranks of 
the battle, to be expected-as the struggle grew near? No again. Did he 
believe, then, in this cause? Did he believe in his own love? "Oh, 
damned artistic temperament! sceptic! "  his lips murmured inaudibly. 
Why this weariness, this disinclination to speak even, without shriek
ing and raving? What inner voice did he want to stifle with those rav
ings? ( Virgin Soil, ch. x8] 

Here we have, in essence, a form of a character's quasi-direct 
Jiscourse (nesobstVeiJJlO-prjamaja rec'). Judging by its syntactic 
rnarkers, it is authorial speech, but its entire emotional structure 
hdongs to Nezhdanov. This is his inner speech, but transmitted 
m a way regulated by the author, with provocative questions 
· r · •m the author and with ironically debunking reservations ( "in 
a l l  probability"), although Nezhdanov's emotional overtones are 
r •  \.'.served. 

'\uch a form for transmitting inner speech is common in 
T �n�enev (and is generally one of the most widespread forms for 
: r an&mitting inner speech in the novel) .  This form introduces 
. rJer and �tyli�ic symmeJ;njnto th,e p.j�orJ!�!L_and im:eetuous 

: i · t 1' • >i a charact�r�s jnt�nal..§.P�£l:t (a disorder and impetuosity 
·.,··. • u lJ otherwise have to be re-processed into direct speech) and, 
� � ·  • I ..:over, through its syntactic (third·person) and basic stylistic 
·:: a r kcrs (lexicological and other), such a form permits another's 
. r. r. n  speech to merge, in an organic and structured way, with a 
. • m :: xt belonging to the author. But at the same time it is pre· 
. >d\' this fo:rm that permits us to preserve the expressive struc
• •  ; r :  Pt the character's inner speech, its inability to exhaust itself 
:: 1\llfJs, its flexibility, which would be absolutely impossible 

·.·. :: i1 : n  the dry and logical form of indirect discourse [kosvennaja 
Precisely these features make this form the most conve

:: : l r. :  i n r  transmitting the inner speech of characters. It is of 
.: : ' 1.'  J hybrid form, for the author's voice may be present in 
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varying degrees of activity and may introduce into the transmit
ted speech a second accent of its own (ironic, irritated and so on). 

The same hybridization, mixing of accents and erasing of 
boundaries between authorial speech and the speech of others is 
also present in other forms for transmitting characters' speech. 
With only three templates for speech transcription (direct speech 
[pxfamaja rec'], indirect speech [kosvennaja rec'] and quasi-direct 
speech [nesobstvenno-prjamaja rec'] l  a great diversity is nev
ertheless made possible in the treatment of character speech
i.e., the way characters overlap and infect each other-the main 
thing being how the authorial context succeeds in exploiting the 
various means for replicating frames and re-stratifying them. 

The examples we have offered from Turgenev provide a typical 
picture of the character's role in stratifying the language of the 
novel and incorporating heteroglossia into it. A character in a 
novel always has, as we have said, a zone of his own, his own 
sphere of influence on the authorial context surrounding him, a 
sphere that extends-and often quite far-beyond the boundaries 
of the direct discourse allotted to him. The area occupied by an 
important character's voice must in any event be broader than his 
direct and "actual" words. This zone surrounding the important 
characters of the novel is stylistically profoundly idiosyncratic · 
the most varied hybrid constructions hold sway in it, and it is aJ
ways, to one degree or another, dialogized; inside this area a di
alogue is played out between the author and his characters-not a 
dramatic dialogue broken up into statement-and-response, bu1 
that special type of novelistic dialogue that realizes itseU withir. 
the boundaries of constructions that externally resemble monr·· 
logues. The potential for such dialogue is one of the .most fund,;· 
mental privileges of novelistic prose, a privilege available neitbe: 
to dramatic nor to purely poetic genres. 

Character zones are a most interesting object of study IP :  
stylistic and linguistic analysis: in them one encounters cor. 
structions that cast a completely new light on problems of synw 
and stylistics. 

Let us pause finally on one of the most basic and fundamc 
tal forms for incorporating and organizing heteroglossia in r� :  
novel-"incorporated genres." 

The novel permits the incorporation of various genres, h(::� 
artistic (inserted short stories, lyrical songs, poems, dramat . . 
scenes, etc . )  and extra-artistic (everyday, rhetorical, scholarly ' '  
ligious genres and others) .  In principle, any genre could be : �. 
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eluded in the construction of the novel, and in fact it is difficult 
to find any genres that have not at some point been incorporated 
into a novel by someone. Such incorporated genres usually pre
serve within the novel their own structural integrity and indepen
dence, as well as their own linguistic and stylistic peculiarities. 

The:re exists in addition a special group of genres that play an 
especially significant role in structuring novels, sometimes by 
themselves even directly determining the structure of a novel as a 
whole-thus creating novel-types named after such genres. Ex
amples of such genres would be the confession, the diary, travel 
notes, biography, the personal letter and several others. All these 
genres may not only enter the novel as one of its essential struc
tural components, but may also determine the form of the novel 
as a whole (the novel-confession, the novel-diary, the novel-in
letters, etc. ) . Each of these genres possesses its own verbal and 
semantic forms for assimilating various aspects of reality. The 
novel, indeed, utilizes these genres precisely because of their ca
pacity, as well-worked-out forms, to assimilate reality in words. 

So great is the role played by these genres that are incorporated 
:nto novels that it might seem as if the novel is denied any pri
mary means for verbally appropriating reality, that it has no ap
flroach of its own, and therefore requires the help of other genres 
t • l  re-process reality; the novel itself has the appearance of being 
merely a secondary syncretic unification of other seemingly pri
mary verbal genres. 

All these genr�s, as. .th�tGt the :QQV�l, bring into it their own 
i .J !l�g«fs, and ther.efcu;e. stratifi the linguistic unity of the nove� 
.mJ turther intensify its speech diversit in fresh ways. It often 
� . .  l ;'pens that e anguage o a nonartistic genre say, e episto
: .; r\' ' .  when introduced into the novel, takes on a significance that 
- : cates a chapter not only in the history of the novel, but in the 
:: : � wry of literary language as well. 

The languages thus introduced into a novel may be either di
:w i v  intentional or treated completely as objects, that is, de
� r : \ d of any- authorial intentions-not as a word that has been 
. , ,  • xcn, but as a word to be displayed, like a thing. But more often 
: :t .; n  uot, these languages do refract, to one degree or another, au
· :: • r : al intentions-although separate aspects of them may in ·, .• � : e l i.!& ways not coincide with the semantic operation of the 
·' · • r k  that immediately precedes their appearance. 

r;,u.- poetic genres of verse (the lyrical genres, for example) 
·' :: e n  mtroduced into the novel may have the direct intention-
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alicy; the full semantic charge, of poetry. Such, for example, are 
the verses Goethe introduced into Wilhelm Meister. In such a 
way did the Romantics incorporate their own verses into their 
prose-and,ls is well known, the Romantics considered the pres
ence of vers�s in the novel (verses taken as directly intentional 
expressions of the author) one of its constitutive features) In other 
examples, incorporated verses refract authorial intentions; for ex
ample, Lensky's poem in Evgenij Onegin, "Where, o where have 
you gone . . . .  " Although the verses from Wilhelm Meister may 
be directly attributed to Goethe (which is actually done), then 
"Where, o where have you gone . . . .  " can in no way be attributed 
to Pushkin, or if so, only as a poem belonging to a special group 
comprising "parodic stylizations" (where we must also locate 
Grinev's poem in The Captain's Daughter). Finally, poems in
corporated into a novel can also be completely objectified, as are, 
for example, Captain Lebyadkin's verses in Dostoevsky's The 
Possessed. 

A similar situation is the novel's incorporation of every possi
ble kind of maxim and aphorism; they too may oscillate between 
the purely objective (the "word on display") and the directly in
tentional, that is, the fully conceptualized philosophical dicta 
of the author himself (unconditional discourse spoken with no 
qualifications or distancing) .  Thus we find, in the novels of Jean 
Paul-which are so rich in aphorisms-a broad scale of grada
tions between the various aphorisms, from purely objective to 
directly intentional, with the author's intentions refracted in 
varying degrees in each case. 

In Evgenii Onegin aphorisms and maxims are present either on 
the plane of parody or of irony-that is, authorial intentions in 
these dicta are to a greater or lesser extent refracted. For example, 
the maxim 
He who has lived and thought can never 
Look on manltind without disdain; 
He who has felt is haunted ever 
By days that will not come again; 
No more for him enchantments semblance, 
On him the serpent of remembrance 
Feeds, and remorse corrodes his heart. e 

e. Citations from Eugene Onegin are from the Walter Arndt translation 
(New York: Dutton, 1963 ), slighdy modified to correspond with Bakhtin's re· 
marks about particulars. 
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is given us on a lighthearted, parodic plane, although one can still 
feel throughout a close proximity, almost a fusion with authorial 
intentions. And yet the lines that immediately follow: 

All this is likely to impart 
An added charm to conversation 

(a conversation of the posited author with Onegin) strengthen the 
parodic-ironic emphasis, make the maxim more of an inert thing. 
We sense that the maxhn is constructed in a field of activity dom
inated by Onegin's voice, in his-Onegin's-belief system, with 
his-Onegin's-emphases. 

But this refraction of authorial intentions, in the field that re
sounds with Onegin's voice, in Onegin's zone-is different than 
the refraction in, say, Lensky's zone (cf. the almost objective par
ody on his poems) .  

This example may also serve to illustrate the influence of a 
character's language on authorial speech, something discussed 
by us above: the aphorism in question here is permeated with 
Onegin's (fashionably Byronic) intentions, therefore the author 
maintains a certain distance and does not completely merge with 
him. 

The question of incorporating those gemes fundamental to the 
novel's development (the confession, the diary and others) is 
much more complicated. Such gemes also introduce into the 
novel their own languages, of course, but these languages are pri
marily significant for making available points of view that are 
generative in a material sense, since they exist outside literary 
conventionality and thus have the capacity to broaden the hori
zon of language available to literature, helping to win for lit
erature new worlds of verbal perception, worlds that had been 
already sought and partially subdued in other-extraliterary
spheres of linguistic life. 

A comic playing with languages, a story "not from the author" 
lbut&om a narrator, posited author or character), character speech, 
character zones and lastly various introductory or framing gemes 
are the basic forms for incorporating and organizing heteroglos
sia in the novel. All these forms permit languages to be used in 
ways that are indirect, conditional, distanced. They all signify a 
relativizing of linguistic consciousness in the perception of lan
guage borders-borders created by history and society, and even 
the most fundamental borders li.e., those between languages as 
such)-and permit expression of a feeling for the materiality of 
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language that defines such a relativized consciousness. This rela
tivizing of linguistic consciousness in no way requires a corre
sponding relativizing in the semantic intentions themselves: 
even within a prose linguistic consciousness, intentions them
selves can be unconditional. But because the idea of a smgwar 
language Ia sacrosanct, unconditional language) is foreign to 
prose, prosaic consciousness must orchestrate its own-even 
though unconditional-semantic intentions. Prose conscious
ness feels cramped when it is confined to only one out of a multi
tude of heteroglot languages, for one linguistic timbre is inade
quate to it. 

We have touched upon only those major forms typical of the 
most important variants of the European novel, but in them
selves they do not, of course, exhaust all the possible means for 
incorporating and organizing heteroglossia in the novel. A com
bination of all these forms in separate given novels, and con
sequendy in various generic types generated by these novels, is 
also possible. Of such a sort is the classic and purest model of the 
novel as genre-Cervantes' Don Quixote, which realizes in itself, 
in extraordinary depth and breadth, all the artistic possibilities of 
heteroglot and internally dialogized novelistic discourse. 

Jieterogl�s!li�. once incorporated into the noyelJ�!eva the 
�d9.Ut� incorporationj, is another's speech in anothe�
gua�+ servmg to gxpit;ss aiiibnuiJjffiij}Honi :2Y.J: Jij]. retracted 
.JWC. Such speech constitutes a special type of double-voiced dis· 
�ours8."i!�rir����:i��,P.e�.£�S .!!_llfe s]'j§ew?.�:ma. expresses Si· 
multaneousl · erent intentions: the direct intention of the 
c aracter who is speaking, an e re acte mtentmn o e au · 
.§2!: In such discourse riiere a;r� tw�.:mi�'�' two meaniui�:an"J 
j;ffO exnression1: And all the whil�e!_«Ul!Q voices are dialogi · 
cally int��d1they-as it were-know about each other ( iusr 
as two exchanges in a diatogue. kiiow of each o£6er and are struc· - ... _ - -· .... .. ""'""......... -.. ...., �-� 
tur�d b,:J,. tJ»s_tii\w.t,j.l.Jpj.�"led&S-���� it is as if they �� t.!:!.al!I hold a conversation with each other. Double-voiced di�· 
course is always internally dialogized. Examples of this would hr. 
comic, ironic or parodic discourse, the refracting discourse oi .: 
narrator, refracting discourse in the language of a character an� 
finally the discourse of a whole incorporated genre-all these dJ:;. 
courses are double-voiced and internally dialogized. A potentiJ. 
dialogue is embedded in them, one as yet unfolded, a cancer. · 
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trated dialogue of two voices, two world views, two languages. 
Double-voiced, internally dialogized discourse is also possible, 

of course, in a language system that is hermetic, pure and unitary, 
a system alien to the linguistic relativism of prose consciousness; 
it follows that such discourse is also possible in the purely poetic 
genres. But in those systems there is no soil to nourish the devel
opment of such discourse in the slightest meaningful or essential 
way. Double-voiced discourse is very widespread in rhetorical 
genres, but even there-remaining as it does within the bound
aries of a single language system-it is not fertilized by a deep
rooted connection with the forces of historical becoming that 
serve to stratify language, and therefore rhetorical gemes are at 
best merely a distanced echo of this becoming, narrowed down to 
an individual polemic. 

Such poetic and rhetorical double-voicedness, cut oH from any 
process of linguistic stratification, may be adequately unfolded 
into an individual dialogue, into individual argument and con· 
versation between two persons, even while the exchanges in the 
dialogue are immanent to a single unitary language: they may 
not be in agreement, they may even be opposed, but they are di
verse neither in their speech nor in their language. Such double
voicing, remaining within the boundaries of a single hermetic 
and unitary language system, without any underlying fundamen
tal socio-linguistic orchestration, may be only a stylistically sec
nndary accompaniment to the dialogue and forms of polemic. :u 
The internal bifurcation (double-voicing) of discourse, sufficient 
to a single and unitary language and to a consistently monologic 
style, can never be a fundamental form of discourse: it is merely a 
.;arne a tempest in a teapot. 

The double-voicedness one finds in prose is of another sort 
J ltogether. There-on the rich soil of novelistic prose-double
voJcedness draws its energy, its dialogized ambiguity, not from in
J;vidual dissonances, misunderstandings or contradictions (how
ever tragic, however firmly grounded in individual destinies); 23 in 
the novel, this double-voicedness sinks its roots deep into a fun-

! 1. In neoclassicism, this double-voicing becomes crucial only in the low 
•·-�.r:.:s, especially in satire. 

2 � Within the limits of the world of poetry and a unitary language, every
: �, :n� lDlportant in such disagreements and contradictions can and must be 
. � J�  cmt in a direct and pure dramatic dialogue. 
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damental, socio-linguistic speech diversity and multi-languaged
ness. True, even in the novel heteroglossia is by and large always 
personified, incarnated in individual human figures, with dis
agreements and oppositions individualized. But such oppositions 
of individual wills and minds are submerged in social heteroglos
sia, they are reconceptualized through it.l Oppositions between 
individuals are only surface upheavals of the untamed elements 
in social heteroglossia, surface manifestations of those elements 
that play on such individual oppositions, make them contradic
tory, saturate their consciousness and discourses with a more fun
damental speech diversity. 

Therefore the internal dialogism of double-voiced prose dis
course can never be exhausted thematically !just as the meta· 
photic energy of language can never be exhausted thematically); 
it can never be developed into the motivation or subject for a 
manifest dialogue, such as might fully embody, with no residue, 
the internally dialogic potential embedded in linguistic hetero· 
glossia. The internal dialogism of authentic prose discourse, 
which grows organically out of a stratified and heteroglot lan
guage, cannot fundamentally be dramatized or dramatically re· 
solved !brought to an authentic end); it cannot ultimately be 
fitted into the frame of any manifest dialogue, into the frame of a 
mere conversation between persons; it is not ultimately divisible 
into verbal exchanges possessing precisely marked boundaries/' 
This double-voicedness in prose is prefigured in language itseli 
lin authentic metaphors, as well as in myth), in. language as a so
cial phenomenon that is becoming in history, socially stratified 
and weathered in this process of becoming. 

The relativizing of linguistic consciousness, its crucial pai· 
ticipation in the social multi- and vari-languagedness of evolvin� 
languages, the various wanderings of semantic and expressive w · 
tendons and the trajectory of this consciousness through variou' 
languages !languages that are all equally well conceptualized an� 
equally objective), the inevitable necessity for such a consciou'· 
ness to speak indirectly, conditionally, in a refracted way-the:-r 
are all indispensable prerequisites for an authentic double-voicc c: 
prose discourse. This double-voicedness makes its presence £c:: 
by the novelist in the living heteroglossia of language, and in th, 

2.4. The more consistent and unitary the language, the more acute, J: . 
matic and "finished" such exchanges generally are. 
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multi-languagedness surrounding and nourishing his own con
sciousness; it is not invented in superficial, isolated rhetorical po
lemics with another person. 

If the novelist loses touch with this linguistic ground of prose 
style, if he is unable to attain the heights of a relativized, Galilean 
linguistic consciousness, if he is deaf to organic double-voiced
ness and to the internal dialogization of living and evolving dis
course, then he will never comprehend, or even realize, the actual 
possibilities and tasks of the novel as a genre. He may, of course, 
create an artistic work that compositionally and thematically 
will be similar to a novel, will be "made" exactly as a novel is 
made, but he will not thereby have created a noveL The style will 
always give him away. We will recognize the naively self-con
fident or obtusely stubborn unity of a smooth, pure single-voiced 
language (perhaps accompanied by a primitive, artificial, worked
up double-voicedness) .  We quickly sense that such an author 
finds it easy to purge his work of speech diversity: he simply does 
not listen to the fundamental heteroglossia inherent in actual 
language; he mistakes social overtones, which create the timbres 
ni words, for irritating noises that it is his task to eliminate. The 
novel, when torn out of authentic linguistic speech diversity, 
(;merges in most cases as a "closet drama," with detailed, fully de
\·eloped and "artistically worked out" stage directions (it is, of 
( ourse, bad drama). In such a novel, divested of its language diver
" ltV. authorial language inevitably ends up in the awkward and 
J lJsurd position of the language of stage directions in plays.25 

The double-voiced prose word has a double meaning. But the 
;- netic word, in the narrow sense, also has a double, even a multi
r k .  meaning. It is this that basically distinguishes it from the 
·.1 • 1rd as concept, or the word as term. The poetic word is a trope, 
: -: 4uiring a precise feeling for the two meanings contained in it. 

But no matter how one understands the interrelationship of 
:n;;anings in a poetic symbol Ia trope), this interrelationship is 
r. � 1 er of the dialogic sort; it is impossible under any conditions or 
·'' .1ny time to imagine a trope (say, a metaphor) being unfolded 

: , in his well-known works on the theory and technique of the novel, 
' :· .c : hagen focuses on precisely such unnovehstic novels, and ignores pre
. .  · '  . ·. the kind of potential specific to the novel as a genre. As a theoretician 
· :· • ,_ : '1agen was deaf to heteroglot language and to that which it specifically 
c. : · . .. : ates: double-voiced discourse. 
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into the two exchanges of a dialogue, that is, two meanings par· 
celed out between two separate voices. For this reason the dual 
meaning (or multiple meaning) of the symbol never brings in its 
wake dual accents. On the contrary, one voice, a single-accent 
system, is fully sufficient to express poetic ambiguity. It is possi· 
ble to interpret the interrelationships of different meanings in a 
symbol logically (as the relationship of a part or an individual to 
the whole, as for example a proper noun that has become a sym
bol, or the relationship of the concrete to the abstract and so on); 
one may grasp this relationship philosophically and ontologically, 
as a special kind of representational relationship, or as a relation· 
ship between essence and appearance and so forth, or one may 
shift into the foreground the emotional and evaluative dimension 
of such relationship-but all these types of relationships between 
various meanings do not and cannot go beyond the boundaries of 
the relationship between a word and its object, or the boundaries 
of various aspects in the object. The entire event is played out be· 
tween the word and its object; all of the play of the poetic symbol 
is in that space. A symbol cannot presuppose any fundamental re· 
lationship to another's word, to another's voice. The polysemy ot 
the poetic symbol presupposes the unity of a voice with which it 
is identical, and it presupposes that such a voice is completeh· 
alone within its own discourse. As soon as another's voice, an· 
other's accent, the possibility of another's point of view break; 
through this play of the symbol, the poetic plane is destroyed ami 
the symbol is translated onto the plane of prose. 

To understand the difference between ambiguity in poetry an( 
double-voic€dness in prose, it is sufficient to take any symbol anc 
give it an ironic accent (in a correspondingly appropriate contex: 
of course), that is, to introduce into it one's own voice, to refral : 
within it one's own fresh intention.26 In this process the poer: ,  
symbol-while remaining, of course, a symbol-is at one and tL 
same time translated onto the plane of prose and becomes a dP� -

2.6. Alexei Alexandrovich Karenin had the habit of avoiding certain wo; c · 
and expressions connected with them. He made up double-voiced f 
structions outside any context, exclusively on the intonational plane: '"\\ . 
yes, as you see, your devoted husband, as devoted as in the first year ot rr. · 
riage, is burning with impatience to see you,' he said in his slow high-pil< r . 
voice and in the tone in which he almost always addressed her, a tone ol .: · 
sion for anyone who could really talk like that" lAnna Karenina [New Y : 
Signet, 1961) part I, ch. 30; translation by David Magarshack). 
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hie-voiced word: in the space between the word and its obj,ect an
other's word..,!noJherj a�s;ent. iiitxudes a mm1Je of,ptaterialityis 
fast oyer tbe §vmbol {an operation.of this sort �qnJd natnral'Jr M
sult in a rather sim� aJJd primjtjye dnuhle-wjced stmchlr.e.) 

� An e;xample of this simplest type of prosification of the poetic 
symbol in Evgenij Onegin is the stanza on Lensky: 

Of love he [Lensky) sang, love's service choosing, 
And timid was his simple tune 
As ever artless maiden's musing, 
As babes aslumber, as the moon . . . . 27 

The poetic symbols of this stanza are organized simultaneously 
at two levels : the level of Lensky's lyrics themselves-in the se
mantic and expressive system of the "Gottigen Geist"-and on 
the level of Pushkin's speech, for whom the "Gottigen Geist" 
with its language and its poetics is merely an instantiation of the 
literary heteroglossia of the epoch, but one that is already becom
mg typical: a fresh tone, a fresh voice amid the multiple voices of 
literary language, literary world views and the life these world 
views regulate. Some other voices in this heteroglossia-of lit
<::tature and of the real life contemporaneous with it-would be 
0negin's Byronic-Chateaubriandesque language, the Richardso
man language and world of the provincial Tatiana, the down-to
<: .mh rustic language spoken at the Larins' estate, the language 
.i ud the world of Tatiana in Petersburg and other languages as 
._,·dl-including the indirect languages of the author-which un
.iago change in the course of the work. The whole of this hetero
.:l.Jssia !Evgenij Onegin is an encyclopedia of the styles and lan
�L; ages of the epoch) orchestrates the intentions of the author and 
· '  r l!sponsible for the authentically novelistic style of this work. 

Thus the images in the above-cited stanza, being ambiguous 
::-Jr.:taphorical) poetic symbols serving Lensky's intentions in 
� ·: niky's belief system, become double-voiced prose symbols in 
: : : c  wstem of Pushkin's speech. These are, of course, authentic 
� : " s e  symbols, Mising from the heteroglossia inherent in the ep-

.� i1 ' evolving literary language, not a superficial, rhetorical par
.; ,· "r irony. 
� d1 is the distinction between true double-voicedness in fie-

: - '.', .: offer an analysis of this example in the essay "From the Prehistory 
· \ , ., , ;!stic Discourse" (cf. pp. 43-45 in the current volume). 
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tive practice, and the single-voiced double or multiple meaning 
that finds expression in the purely poetic symbol. The ambiguity 
of double-voiced discourse is internally dialogized, fraught with 
dialogue, and may in fact even give birth to dialogues comprised 
of truly separate voices {but such dialogues are not dramatic; they 
are, rather, interminable prose dialogues) .  What is more, double· 
voicedness is never exhausted in these dialogues, it cannot be ex· 
tracted fully from the discourse-not by a rational, logical count· 
ing of the individual parts, nor by drawing distinctions between 
the various parts of a monologic unit of discourse {as happens in 
rhetoric), nor by a definite cut-off between the verbal exchanges 
of a finite dialogue, such as occurs in the theater. Authentic dou· 
hie-voicedness, although it generates novelistic prose dialogues, 
is not exhausted in these dialogues and remains in the discourse, 
in language, like a spring of dialogism that never runs dry-for 
the internal dialogism of discourse is something that inevitably 
accompanies the social, contradictory historical becoming of 

,.Janguage. 
If the central problem in poetic theory is the problem of the po· 

etic symbol, then the central problem in prose theory is the prob· 
lem of the double-voiced, internally dialogized word, in all its cb· 
verse types and variants. 

For the novelist working in prose, the object is always en · 
tangled in someone else's discourse about it, it is already present 
with qualifications, an object of dispute that is conceptualizd 
and evaluated variously, inseparable from the heteroglot sow! 
apperception of it. The novelist speaks of this "already qualifk: 
world" in a language that is heteroglot and internally dialogiz.:� 
Thus both object and language are revealed to the novelist 1 1  
their historical dimension, in the process of social and heterogk 
becoming. For the novelist, there is no world outside his soci ; 
heteroglot perception-and there is no language outside the k 
eroglot intentions that stratify that world. Therefore it is possib ! .  
to have, even in the novel, that profound but unique unity o: 
language {or more precisely, of languages) with its own obir . :  
with its own world, unity of the sort one finds in poetry. Jusi . : ·  
the poetic image seems to have been born out of language it�• : :  
to have sprung organically from it, to have been pre-formed li1 · : 
so also novelistic images seem to be grafted organically on : 
their own double-voiced language, pre-formed, as it were, Wlt.<:: · 
it, in the innards of the distinctive multi-speechedness or)!•i r. 
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to that language. In the novel, the "already bespoke quality" 
( ogovorennost'] of the world is woven together with the "already 
uttered" quality [peregovorennost'] of language, into the unitary 
event of the world's heteroglot becoming, in both social con
sciousness and language. 

Even the poetic word lin the narrow sense) must break through 
to its object, penetrate the alien word in which the object is en
tangledi it also encounters heteroglot language and must break 
through in order to create a unity and a pure intentionality 
(which is neither given nor ready-made) .  But the trajectory of the 
poetic word toward its own object and toward the unity of lan
guage is a path along which the poetic word is continually en
countering someone else's word, and each takes new bearings 
trom the otheri the records of the passage remain in the slag of 
the creative process, which is then cleared away las scaffolding is 
deared away once construction is finished), so that the finished 
work may rise as unitary speech, one co-extensive with its obj�ct, 
as u it were speech about an "Edenic" world. This single-voiced 
purity and unqualified directness that intentions possess in po
\; tic discourse so crafted is purchased at the price of a certain con
r:;ntionality in poetic language. 

If the art o!..E_o� as a uto ian hiloso h of enres, gives rise 
: '· , the coq.cept;ipq,pf a. purely: p.geti.c;._ extra · storica anguage, a 
: .illgllage f!r medv&om the petu rounds of evefufay me, � 
. ;mguage of the gods then it must be said that tbe art.of prose is 
� ! 1 1 St to a concep,!i�nplliiiiliw a� historicatlt concrete and II;' 
� :: .: things. the prose art presumes a deliberate feellng1ort.lie1iis
! ' ' f l Lal and �O�Ial ,92,n��n'¥�� D.iiili(ij§,gurSe. as ihlJ !S its 
: � ; ,l t l.Vity, a feeling for itS participation in historical becoming aruJ 
. : -: - � , caal strugglei it deals',E.f]i iU.s�JIDI£ tfuit.i§.�!l!l».'ar.ffilf[� 
: ;-. .1: �ttuggle and]io8ti!ity, .a��l� �d..!,till fraugh!_�i� 
:-: ' ' ' :  t.ie inteJ;J.tions and a,cc�s; l!r9s� a,rt;J!n.9.!..S!i§S.Q.H!§e in �� 
< .i : ,  and subjects it to the 9.ma:Wi&:l.lPi.ti.Q,! its OWJ.!.!!Yl,e . 

The Speaking Person in the Novel 

·,..-,: �1 J\ � seen that social heteroglossia, the heteroglot sense of the 
· ·· dJ and of society orchestrating a novelistic theme, either en
· : r •  t h(: novel as impersonal stylizations of generic, professional 
, :: i : Jt her social languages-impersonal, but pregnant with the 
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images of speaking persons-or it enters as the fully embodied 
image of a posited author, of narrators or, finally, as characters. 

Thf novelist does not acknowledge any unitary, singular, na
ively (or conditionally) indisputable or sacrosanct language. Lan

guage is present to the novelist only as something stratified and 

heteroglot. Therefore, even when heteroglossia remains outside 
the novel, when the novelist comes forward with his own unitary 
·and fully affirming language (without any distancing, refraction 
or qualifications) he knows that such language is not self-evident 
and is not in itself incontestable, that it is uttered in a heteroglot 
environment, that such a language must be championed, pu
rified, defended, motivated. In a novel even such unitary and di
rect language is polemical and apologetic, that is, it interrelates 
dialogically with heteroglossia. It is precisely this that defines the 
utterly distinctive orientation of discourse in the novel-an ori
entation that is contested, contestable and contesting-for this 
discourse cannot forget or ignore, either through naivete or by de· 

sign, the heteroglossia that surrounds it. 
Thus heteroglossia either enters the �ov� E.!_p,�§.Q!! (!Q .. tC) 

speyJet_��ume§ ... !!l_§.t�tig.lJ9.��-'!!� !! �;t.LID.'UD;lag� _g! 
sp�g .l?�!sons,_<;�r_!! .. �ete�mi.P,:e�.! . .. . ��� �.=tlo��� bac�d. 
the special resonance of novelistic discourse. 

Fro:nltliisiOTiows flie decisive aruraistinctive importance O! 
the novel as a genre: the human being in the novel is first, fore· 

. most and always a speaking human being; the novel require' 
I speaking persons bringing with them their own unique ideolo�n · 
cal discourse, their own language. 

The fundamental condition, that which makes a novel a novel 
that which is responsible for its stylistic uniqueness, is the spear. 
ing person and his discourse. 

To properly understand this statement one must distingw�� 
with great care between three aspects. 

(1 ) The speaking person and his discourse in the novel is an u� ·  
ject of verbal artistic representation. A speaking person's d: ·  
course in the novel is not merely transmitted or reproduced . · 
is, precisely, artistically represented and thus-in contrast : 
drama-it is represented by means of (authorial) discourse. ! t: 
the speaking person and his discourse as the object of discm: : · .  
are highly specific: one cannot talk about discourse as one w : �. 
about other objects of speech-mute things, phenomena, eve · 
and so forth; such discourse requires absolutely special forma! �� 
vices of speech and its own devices for representing words. 
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( 2 )  Individu� character and individual fates-and the individ
ual discourse that is determined by these and only these-are in 
themselves of no concern for the novel. The distinctive qualities 
of a character's discourse always strive for a certain social signifi
cance, a social breadth; such discourses are always potential lan
guages. Therefore a character's discourse may also be a factor 
stratifying language, introducing heteroglossia into it. 

1 3 )  The speaking person in the novel is always, to one degree or 
another, an ideologue, and his words are always ideologemes. A 
particular language in a novel is always a particular way of view
ing the world, one that strives for a social significance. It is pre
cisely as ideologemes that discourse becomes the object of rep
resentation in the novel, and it is for the same reason novels 
are never in danger of becoming a mere aimless · verbal play. 
The novel, being a dialogized representation of an ideologically 
treighted discourse lin most cases actual and really present) is of 
all verbal gemes the one least susceptible to aestheticism as such, 
to a purely formalistic playing about with words. Thus when an 
Jesthete undertakes to write a novel, his aestheticism is not re
\ ealed in the novel's formal construction, but exclusively in the 
t act that in the novel there is represented a speaking person who 
�:appens to be an ideologue for aestheticism, who exposes convic
t i PUS that then are subjected in the novel to contest. Of such a 
·_ , 1rt is Wilde's Pictuxe of Dorian Gray, and such are the early 
w i ;rks of Thomas Mann, Henri de Regnier,£ the early Huysmans, 1 
: h�: early Barresh and the early Andre Gide. Thus even an aes
t ��:te, working on a novel, becomes in this geme an ideologue 
·.·. n('l must defend and try out his ideological positions, who must 
' (· c ome both a polemicist and an apologist. 

!.1.e speaking person and his discourse is, as we have said, what 
:-: 1 J  kes a novel a novel, the thing responsible for the uniqueness of 1 
: : ·, ._.  .i!enre. But in a novel, of course, the speaking person is not all 
._ �: .H ts represented, and people themselves need not be repre
· ·- rnt;J only as speakers. No less than a person in drama or in epic, . 

!i.;nri de Regnier (1864-193 6) .  Reference is to such works as Le Bon 
. .  : - 11!04). 

' · n.s Kar1 Huysmans !1848-1907 ). Reference is to A rebours (1884). 

'> 1 aurice Barres !1862-1923 ). Reference here is to the trilogy, Culte du 
- • rl.'iming of Sous l 'oeil des barbares [1888), Un Homme libre [1889) 

itdin de Berenice [1891)). 
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the person in a novel may act-but such action is always high
lighted by ideology, is always harnessed to the character's dis
course Ieven if that discourse is as yet only a potential discourse), 
is associated with an ideological motif and occupies a definite 
ideological position. The action and individual act of a character 
in a novel are essential in order to exp�JS�-as well as to test
his ideological position, his discourse. ifb.e nineteenth-century 
novel, it is true, created an important novel-type in which the 
hero is a man who only talks, who is unable to act and is con
demned to naked words: to dreams, to ineffective preaching, to 
school teaching, to fruitless meditation and so forth. Of such a 
sort, for example, is the Russian novel-type in which[ intellec
tual ideologue is tested l the simplest model is Rudin). 

Such an inactive hero is only one thematic variant ossible for 
the novelistic hero{Usually a hero acts no less in a novel than he 
does in an epic. The crucial distinction between him and the epic 
hero is to be found in the fact that the hero of a novel not only 
acts but talks, too, and his action has no shared meaning for the 
community, is not uncontested and takes place not in an uncon
tested epic world where all meanings are shared. Such action 
therefore always requires some ideological qualification, there is 
always some ideological position behind it and it will not be the 
only one possible; such a position is therefore always open to con
test. The ideological position of the epic hero is meaningful for 
the whole community and for the whole epic world; the hero 
does not have any paxticular ideology that functions as one ideol
ogy among other possible ideologies. It is of course possible for 
the epic hero to deliver lengthy speeches jjust as it is possible for a 
novelistic hero to be silent), but the epic hero's discourse is not 
ideologically demarcated l it is marked off only formally, in terms 
of composition and plot); it merges with the author's discourse. 
But the author, too, does not demarcate his own ideology, which 
merges with that of the community-the only ideology possible. 
In the epic there is one unitary and singular belief system. In the 
novel there are many such belief systems, with the hero generally 
acting within his own system. For this reason there are no speak· 
ing persons in the epic who function as representatives of dif. 
ferent languages-in the epic, the speaker is, in essence, solely 
the author alone, and discourse is a single, unitary authorial 
discourse. 

In the novel a character may also be depicted who thinks and 
acts land, of course, talks) in compliahce with the author's wishes, 



DISCOURSE IN THE NOVEL [ 3 3 5 )  

a character who acts irreproachably, precisely as he i s  supposed to 
act. But such novelistic irreproachability is far from being the 
kind of naive conflicdessness that characterizes the epic. Even if 
the ideological position of such a character is not demarcated vis
a-vis that of the author (that is, if it merges with it), it is in any 
case demarcated vis-a-vis the heteroglossia surrounding it: the ir
reproachability of the character is contrasted to this heteroglossia 
in a forensic and polemical way. Examples of such characters are 
the irreproachable heroes of the Baroque novel and the heroes of 
Sentimentalism, such as Grandison. The acts of such characters 
are highlighted ideologically and qualified by means of a forensic 
and polemical discourse. 

The activity of a character in a novel is always ideologically de
marcated: he lives and acts in an ideological world of his own 
land not in the unitary world of the epic), he has his own percep
tion of the world that is incarnated in his action and in his 
discourse. 

But is it impossible to reveal, through a character's acts and 
through these acts alone, his ideological position and the ideolog
ical world at its heart, without representing his discourse? 

It cannot be done, because it is impossible to represent an alien 
ideological world adequately without first permitting it to sound, 
without having first revealed the special discourse peculiar to it. 
After all, a really adequate discourse for portraying a world's 
unique ideology can only be that world's own discourse, although 
not that discourse in itself, but only in conjunction with the dis
course of an author. A novelist may even choose not to give his 
character a direct discourse of his own, he may confine himself to 
the representation of the character's actions alone; in such an au
thorial representation, however, if it is thorough and adequate, 
the alien discourse (i.e., the discourse of the character himself ) 
always sounds together with authorial speech I cf. the hybrid con
structions analyzed by us in the previous chapter) .  

As we saw in the preceding chapter, the speaking person in the 
novel need ndt necessarily be incarnated in a character. A charac
ter is but one of the forms a speaking person might assume !al
though, true, the one that is most important) .  Heteroglot lan
guages may also enter the novel in the form of impersonal, 
parodied stylizations (as in the work of English and German 
comic novelists ), or in the form of !relatively nonparodic) styliza
tions or in the form of inserted genres, posited authors or skaz; 
finally, even unqualified authorial speech is a language in this 
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sense insofar as it is polemical and forensic, i .e., insofar as it con
trasts itself as a distinctive language different from other such 
languages in the heteroglot world by being to a certain extent 
focused on itself-that is, insofar as such authorial language not 
only represents, but is itself represented. 

All these languages-even when they are not incarnated in a 
character-have been made socially and historically concrete and 
to one degree or another have become reified-only a single and 
unitary language, one that does not acknowledge other languages 
alongside itself, can be subject to reification-and therefore the 
images of speaking persons, clothed in the specifics of a given so
ciety at a given point in history, show through behind them. 
(Characteristic for the novel as a genre is not the image of a man 
in his own right, but a man who is precisely the image of a Ian· 
guage) But in order that language become an artistic image, ir 
must become speech from speaking lips, conjoined with the im
age of a speaking person. 

If the subject making the novel specifically a novel is defined aE 
a speaking person and his discourse, striving for social signifi .. 
cance and a wider general a:qplication as one distinctive language 
in a heteroglot world-then\the central problem for a stylistics 01 
the novel may be formulated as the problem of artistically repu · 
senting language, the problem of representing the image of .. 
language\ 

It musl be said that this problem has not yet been posed n: 
terms adequate to its scope or to the basic principles it engage
For this reason the specific features of a stylistics for the nove .  
have eluded investigators. Tentative gestures have however be�: 
made: scholarly attention has tended increasingly in its study · : 
prose to focus on such unique phenomena as the stylization : 
languages, parodies of languages and skaz. It is characteristi� · 
all these phenomena that the discourse in them not only repr: 
sents, but is itself represented; social language in them (wheth : · 
generic, professional or that of a literary trend) becomes the 1 · ' ·  
ject of a re-processing, reformulation and artistic transformatv � 
that is free and oriented toward art: typical aspects of langu&� .  
are selected as characteristic of or symbolically crucial to the Lr 
guage. Departures from the empirical reality of the represenc : . 
language may under these circumstances be highly signifl�:.; � ·  
not only in the sense of their being biased choices or exagy.t : .  
tions of certain aspects peculiar t o  the given language, but ever. -
the sense that they are a free creation of new elements-wk : 
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while true t o  the spirit of the given language, are utterly foreign 
to the actual language's empirical evidence. It is precisely such 
an elevation of language aspects into symbols of language that is 
especially characteristic of skaz ILeskov, and in particular Re
mizov). All such phenomena !stylization, parody, skaz) are also, 
as has been shown above, double-voiced and double-languaged 
phenomena. 

Simultaneously, and parallel with this interest in stylization, 
parody and skaz, there developed an acute interest in the problem 
of transmitting another's speech, and in the problem of syntactic 
and stylistic forms available for such transmission. This interest 
tleveloped specifically in Germany, in the philological study of 
French and German. Its representatives concentrated by and large 
un the linguistic and stylistic lor even narrowly grammatical) side 
• •t the question, but some nevertheless came close !Leo Spitzer) to 
Jealing with the problem of the artistic representation of an
; :ther's speech-which is the central problem of novelistic prose. 
All the same, the problem of the image of a language was not 
rused by them with adequate clarity, and in fact the very positing 
· ,t rhe problem of means for transmitting another's speech failed 
: .  , receive the breadth or prin�ipled treatment it required. 

The transmission and assessment of the speech of others, the 
, i : , oourse of another, is one of the most widespread and funda
:: ;ccntal topics of human speech. In all areas of life and ideological 
. i , !  ;vity, our speech is filled to overflowing with other people's 
·' • rJo; ,  which are transmitted with highly varied degrees of ac
_ .: racy and impartiality. The more intensive, differentiated and 
:: � h !v developed the social life of a speaking collective, the 
�! ·: .n �r is the importance attaching, among other possible sub

._ - : ,  of talk, to another's word, another's utterance, since an
: :: �- r ·� word will be the subject of passionate communication, an 
· · · ·.< t of interpretation, discussion, evaluation, rebuttal, support, 

· . r t h t:T development and so on. 
: �:: theme of the speaking person and his discourse every

·. �. c r l'  requires special formal devices of speech. As we have al
: � . ; c \  •aid, discourse as the subject of discourse is after all a sub

. :  - : u  generis, one that poses special tasks for our language in 
- . .  : : ,  �pheres. 

;, _ r · · r� .  chen, taking up the issue of the artistic representation 
: ., : ; • · t her's speech conceived as the image of a language, we 

< :.. : , : "llY something about the importance in extra-artistic areas 
· . .  : c a nd ideology of the topic of the speaking person and his dis-
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course. While in the many forms available for transmitting an
other's speech outside the novel there is no defining concern for 
the images of a language, such forms are used in the novel for 
self-enrichment-but not before they are first transformed and 
subjected within it to the new holistic unity of the novel itseH 
(and, conversely, novels have a powerful influence on the extra
artistic perception and transmission of another's discourse). 

The topic of a speaking person has enormous importance in ev
eryday life. In real life we hear speech about speakers and their 
discourse at every step. We can go so far as to say that in real life 
people talk most of all about what others talk about-they trans
mit, recall, weigh and pass judgment on other people's words. 
opinions, assertions, information; people are upset by others' 
words, or agree with them, contest them, refer to them and so 
forth. Were we to eavesdrop on snatches of raw dialogue in the 
street, in a crowd, in lines, in a foyer and so forth, we would heal 
how often the words "he says," "people say," "he said . . .  " are 
repeated, and in the conversational hurly-burly of people in a 
crowd, everything often fuses into one big "he says . . .  you sa' 
. . .  I say . . . .  " Reflect how enormous is the weight of ''everyon:.: 
says'' and "it is said" in public opinion, public rumor, gossir 
slander and so forth. One must also consider the psychologies: 
importance in our lives of what others say about us, and the im · 
portance, for us, of understanding and interpreting these words c: 
others ("living hermeneutics") .  

The importance of· this motif is  in no way diminished in tl1, 
higher and better-organized areas of everyday communicatior 

,Every conversation is full of transmissions and interpretations 
other people's words. At every step one meets a "quotation" or . .  
"reference" to something that � particular person said, a referen� ,  
to "people say" or  "everyone says," to the words of the person nr. .  
is talking with, or  to one's own previous words, t�ewspar( :  
an official decree, a document, a book and so forthJ\.L .Lle major:: 
of our information and opinions is usually not communicateri . :  
direct form as our own, but with reference to some indefinite :< : . 
general source: "I heard," "It's generally held that . . .  ," '' i :  : 
thought that . . .  " and s o  forth) Take one of the most widesph . 
occurrences in our everyday life, conversations about somr • · : �  
cial meeting: they are all constructed on the transmission, irn·: 
pretation and evaluation of various kinds of verbal performilr. . :  
resolutions, the rejected and accepted corrections that are n: .: .  
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to them and s
.
o forth. Thus talk goes on about speaking people 

and their words everywhere-this motif returns again and again; 
it either accompanies the development of the other topics in ev
eryday life, or directly governs speech as its leading theme. 

Further examples of the significance of the topic of the speak
ing person in everyday life would be superfluous. We need only 
keep our ears open to the speech sounding everywhere around q.s 
to reach such a conclusion: in the everyday speech of any person 
living in society, no less than half I on the average) of all the words 
Uttered by him will be someone else's words !consciously some
one else's), transmitted with varying degrees of precision and im
partiality lor more precisely, partiality) . 

lt goes without saying that not all transmitted words belonging 
to someone else lend themselves, when fixed in writing, to en
,Josure in quotation marks. That degree of otherness and purity 
!Q another's word that in written speech would require quotation 
<narks las per the intention of the speaker himself, how he him
<df determines this degree of otherness )  is required much less 
: requently in everyday speech. 

furthermore, syntactic means for formulating the transmitted 
' i'eech of another are far from exhausted by the grammatical par
J Janns of direct and indirect discourse: the means for its incor
� · · ration, for its formulation and for indicating different degrees of 
- �.1ding are highly varied. This must be kept in mind if we are to 
:r.ake good our claim that of all words uttered in everyday life, no 
. L "  than half belong to someone else. 

The speaking person and his discourse are not, in everyday 
• f :· ;;ch. subjects for artistic representation, but rather they are 
: f i .:S in the engaged transmission of practical information. For 
: :-, : ,  reason everyday speech is not concerned with forms of repre
· c : nanon, but only with means of transmission . These means, 
- < H . ,;tved both as a way to formulate verbally and stylistically an-

: :: � r's speech and as a way to provide an interpretive frame, a 
: · l  tor re-conceptualization and re-accenting-from direct ver

. ,: : : :.1 quotatfon in a verbal transmission to malicious and delib
. : .: : ,· 1\· parodic distortion of another's word, slander-are highly 
. .  ! ! : t·�!.  . .; 

: .. 7 !iere are diHerent ways to falsify someone else's words while taking 
· their furthest extreme, to reveal their potential content. Rhetoric, 

; : :  : Jrgument and "heuristics" explore this area somewhat. 
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frhe following must be kept in mind: that the speech of an· 

ofuer, once enclosed in a context, is-no matter how accurately 
transmitted-always subject to certain semantic change� The 
context embracing another's word is responsible for its di�ogiz· 
ing background, whose influence can be very great. Given the ap· 
propriate methods for framing, one may bring about fundamental 
changes even in another's utterance accurately quoted. (Any sly 
and ill-disposed polemicist knows very well which dialogizing 
backdrop he should bring to bear on the accurately quoted words 
of his opponent, in order to distort their sense. By manipulating 
the effects of context, it is very easy to emphasize the brute mate· 
riality of another's words, and to stimulate dialogic reactions as· 
sociated with such "brute materiality"; thus it is, for ins�ce, 
very easy to make even the most serious utterance comica1J An .. 
other's discourse, when introduced into a speech context, enter� 
the speech that frames it not in a mechanical bond but in a chem· 
ical union jon the semantic and emotionally expressive level); tht 
degree of dialogized influence, one on the other, can be enm
mous. For this reason we cannot, when studying the variou� 
forms for transmitting another's speech, treat any of these form· 
in isolation from the means for its contextualized jdialogizin� 
framing-the one is indissolubly linked with the other. The for 
mulation of another's speech as well as its framing land the cor' 
text can begin preparing for the introduction of another's speeL ." 
far back in the text) both express the unitary act of dialogic inw ·  
action with that speech, a relation determining the entire naru:� 
of its transmission and all the changes in meaning and acct:. · 
that take place in it during transmission. 

The speaking person and his discourse in everyday speech, 1·. 
have said, serves as a subject for the engaged, practical transm: ·  
sian of information, and not as a means of representation . .A' ..  
matter of fact, all everyday forms for transmitting another's �" 
course, as well as the changes in discourse connected with tk. 
forms-from subtle nuances in meaning and emphasis to gr  • ·  
externalized distortions of the verbal composition-are dek c .  
by this practical engagement. But this emphasis on engaged � : 
course does not exclude certain aspects of representabilit' : 
order to  assess and divine the real meaning of others' worri• - �  
everyday life, the following are surely of decisive significa:: , .  
who precisely is speaking, and under what concrete cir[ � :: 

stances? When we attempt to understand and make assessmc 
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in everyday life, we do not separate discourse from the person
ality speaking it (as we can in the ideological realm), because the 
personality is so materially present to us. And the entire speaking 
situation is very important: who is present during it, with what 
expression or mimicry is it uttered, with what shades of intona
tion? During everyday verbal transmission of another's words, 
the entire complex of discourse as well as the personality of the 
speaker may be expressed and even played with (in the form of 
anything from an exact replication to a parodic ridiculing and ex
aggeration of gestures and intonations) .  This representation is al
ways subordinated to the tasks of practical, engaged transmission 
and is wholly determined by these tasks. This of course does not 
mvolve the artistic image of a speaking person and the artistic 
1mage of his discourse, and even less the image of a language. 
�evertheless, everyday episodes involving the same person, when 
: hey become linked, already entail prose devices for the double
�"�liced an even double-languaged representation of another's 
·.·.-fltds. 

These conversations about speaking persons and others' words 
: 11 everyday life do not go beyond the boundaries of the superficial 
; ,pects of discourse, the weight it carries in a specific situation; 
: :.e deeper semantic and emotionally expressive levels of dis
, , ,urse do not enter the game. The topic of a speaking person 
: .1 kes on quite another significance in the ordinary ideological 
··' '· 'rltings of our consciousness, in the process of assimilating our 
- ·  n�ciousness to the ideological world. The ideological becoming 
' : a human being, in this view, is the process of selectively assim
: .. n i ng  the words of others. 

When verbal disciplines are taught in school, two basic modes 
. ; : c recognized for the appropriation and transmission-simul
: i : i tously-of another's words {a text, a rule, a model) :  11reciting 
- ·. nean" and 11retelling in one's own words." The latter mode 
� · ' o  on a small scale the task implicit in all prose stylistics : re
: c : : : n�  a text in one's own words is to a certain extent a double
·. : d :J narration of another's words, for indeed "one's own words" 
::-. � , t  not completely dilute the quality that makes another's 
., ·r i' unique; a retelling in one's own words should have a mixed 
. :: .; �.J eter, able when necessary to reproduce the style and expres
. � '  ot the transmitted text. It is this second mode used in 
· - � . .  '' · 1 �  tor transmitting another's discourse, 11retelling in one's 

, , :: wurds." that includes within it an entire series of forms for 
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the appropriation while transmitting of another's words, depend
ing upon the character of the text being appropriated and the ped
agogical environment in which it is understood and evaluated. 

The tendency to assimilate others' discourse takes on an even 
deeper and more basic significance in an individual's ideological 
becoming, in the most fundamental sense. Another's discourse 
performs here no longer as information, directions, rules, models 
and so forth-but strives rather to determine the very bases of 
our ideological interrelations with the world, the very basis of our 
behavior; it performs here as authoritative discourse, and an in· 
ternally persuasive discourse. 

Both the authority of discourse and 
·
its internal persuasiveness 

may be united in a single word-one that is simultaneously au· 
thoritative and internally persuasive-despite the profound dif· 
ferences between these two categories of alien discourse. But 
such unity is rarely a given-it happens more frequently that an 
individual's becoming, an ideological process, is characterized 
precisely by a sharp gap between these two categories : in one, th( 
authoritative word (religious, political, moral; the word of a fa 
ther, of adults and of teachers, etc.) that does not know internal 
persuasiveness, in the other internally persuasive word that is de 
nied all privilege, backed up by no authority at all, and is fn· 
quently not even acknowledged in society (not by public opinior: 
nor by scholarly norms, nor by criticism), not even in the le�a: 
code. The struggle and dialogic interrelationship of these cate�c 
ries of ideological discourse are what usually determine the h! • 
to;ry oj an individual ideological consciousness. 

fihe aut�oritative �or� demands �a� we acknowledge it, du: 
w� make 1t our own; 1t bmds us, qu1te mdependent of any pow, 
it might have to persuade us internally; we encounter it with : : 
authority already fused to it. The authoritative word is located : : ·  
a distanced zone, organically connected with a past that is felt ; 
be hierarchically higher. It is, so to speak, the word of the fathc

Its authority was already acknowledged in the past. It is a f!: · 
discourse. It is therefore not a question of choosing it from aiD< :� . 
other possible discourses that are its equal. It is given (it smn:� ·  
"in lofty spheres, not those of familiar contact. Its langu�c : - -
special (as it were, hieratic) language. It can be profaned. lt i5 . i .� 
to taboo, i.e.,  a name that must not be taken in vaD:t 

We cannot embark here on a survey of the many and \-J r : - 
types of authoritative discourse (for example, the authonn 
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religious dogma, or of  acknowledged scientific truth or of  a 
currendy fashionable book), nor can we survey different degrees 
of authoritativeness. For our purposes only formal features for 
the transmission and representation of authoritative discourse 
are important, those common to all types and degrees of such 
discourse. 

The degree to which a word may be conjoined with authority
whether the authority is recognized by us or not-is what deter
mines its specific demarcation and individuation in discourse; it 
requires a distance vis-a-vis itself (this distance may be valorized 
as
. 

positive or as negativl just as our attitude toward it may be 
�vmpathetic or hostile). \Authoritative discourse may organize 
around itself great masses of other types of discourses (which in
t t:rpret it, praise it, apply it in various ways), but the authoritative 
,Jiscourse itself does not merge with these (by means of, say, grad
ual transitions); it remains sharply demarcated, compact and in
� r t:  it demands, so to speak, not only quotation marks but a de
:narcation even more magisterial, a special script, for instance. 29 
l :  !S considerably more difficUlt to incorporate semantic changes 
: m il such a discourse, even with the help of a framing context: its. 
;_£mantic �.tructure is static and dead. for it is fully complete, it 
::a, bl.lt a single meaning. the letter is fully sufficient to the sense 
.uhf caiCiH'es it) 

I t  ;s  not a free appropriation and assimilation of the word itself 
: :-,J. t  authoritative discourse seeks to elicit from us; rather, it de
:r.Jihls our unconditional allegiance. J:herefore authoritative dis
= �':he permits n2.J?l!,I wl,tb the.Fontext framing it. no nla_y with 
:_:� t1· �mers, !!0.,.81'adua.l illld £Iaible transitions, pn :apnntaneoUSTy 
c : � auYe sty� variants on it. !t enters .Q:!:!I V�!b� �.E!!!cim�s
: . c ' '  J s  a compa£_t an4. �clj.vi!iJkJs..m.�.ss; on� 1l1ll:!§t �ther totauy 
: ::: m.l it .. or totally reset it4 It is indisso1ubl£fi!Sect wfm. its . au-
: .-, .  ·ntY --:-with olitic ower an institution a erson-and it 
=:�nd� and th One cannot v1 e 1t 
• � - J gree with one part, accept but not completely another part, 
: � · � ,  t u t.terly a 'third part. Therefore the distance we ourselves ob
· ·. : · . .  _. ,- : �-a-vis this authoritative discourse remains unchanged in 
, . :  : r -. rroiections: a playing with distances, with fusion and dis-

: ' ' ! t <.n the authoritative word is in fact a word spoken by another in a 
' � :: . :m�age (cf. for example the phenomenon of foreign-language re-• " ' : ·e x ! �  ui most cultures}. 
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solution, with approach and retreat, is not here possible) 
All these functions determine the uniqueness of authoritative 

discourse, both as a concrete means for formulating itself during 
transmission and as its distinctive means for being framed by 
contexts. The zone of the framing context must likewise be dis· 
tanced-no familiar contact is possible here either. 4'he one per· 
ceiving and understanding this di'course is a distant descendent; 
there can be no arguing with himJ 

These factors also determine tlie potential role of authoritative 
discourse in prose. Authoritative discourse can not be repre· 
sented-it is only transmitted. Its inertia, its semantic finiteness 
and calcification, the degree to which it is hard-edged, a thing in 
its own right, the impermissibility of any free stylistic develop· 
ment in relation to it-all this renders the artistic representation 
of authoritae·ve discourse impossible. Its role in the novel is in· 
significant. It is by its very nature incapable of being double· 
voiced; it c not enter into hybrid constructions. If completely 
deprijed of its authority it becomes simply an object, a relic, a 
thin� I It enters the artistic context as an alien body, there is no 
space around it to play in , no contradictory emotions-it is noi 
surrounded by an agitated and cacophonous dialogic life, and tht 
context around it dies, words dry up. For this reason images pf o!· 
fi.cial-authoritative truth, images of virtue (of any sort: m t!f 
sp1ntu , ureaucratlc, mor , e c. ave never een successful 1:: 
the novel. It sUffices to mention the hopeless attempts of Gog' . 
and Dostoevsky in this regard. For this reason the authoritati,·� 
text alwa s remains, in the novef,a dead quotat10n somethk• 
that falls out o x or examp e, t e evangeik.:: 
texts in Tolsroy at me end ol Resuxxection) .30 

Authoritative discourses may embody various contents: •� 
thority as such, or the authoritativeness of tradition, of gener.1l: 
acknowledged truths, of the official line and other similar J �  
thorities. These discourses may have a variety of zones (de t � : 
mined by the degree to which they are distanced from the zr:: . 
of contact) with a variety of relations to the presumed listener 
interpreter !the apperceptive background presumed by thf � : 
course, the degree of reciprocation between the two and so for. :  

30 .  When analyzing a concrete example o f  authoritative discours1: : :  
novel, it i s  necessary t o  keep in mind the fact that purely authoritao\ '  -
course may, in another epoch, be internally persuasive; this is especial!� : :  
where ethics are concerned. 
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In the history of literary language, there is a struggle constantly 
being waged to overcome the official line with its tendency to dis· 
tance itself from the zone of contact, a struggle against various 
kinds and degrees of authority. In this process discourse gets 
drawn into the contact zone, which results in semantic and emo· 
tionally expressive !intonational) changes: there is a weakening 
3l'd degradation of the capacity to generate metaphors, and dis· 
course becomes more reified, more concrete, more filled with ev
eryday elements and so forth. All of this has been studied by psy
chology, but not from the point of view of its verbal formulation 
in possible inner monologues of developing human beings, the 
monologue that lasts a whole life. What confronts us is the com· 
plex problem presented by forms capable of expressing such a ldi· 
alogized) monologue. 

When someone else's ideological discourse is internally persua· 
3ive for us and acknowledged by us, entirely different possibilities 
•1pen up. Such discourse is of decisive significance in the evolu· 
non of an individual consciousness:( consciousness awakens to 
: udependent ideological life precisely in a world of . a)ien dU: 
� � .;urses turrounding it, and from which it cannot initially sepa· 
:ate itself; the process of distinguishing between one's own and 
dnother's discourse, between one's own and another's thought, is 
1 c rivated rather late in developmen� When thought begins to 
·,\·ork in an independent, experimenting and discriminating way, 
.. \ hat first occurs is a separation between internally persuasive 
.i : ;.course and authoritarian enforced discourse, along with a re
· � d ton of those congeries of discourses that do not matter to us, 
: ! ut Jo not touch us. 

:ncernally persuasive discourse-as opposed to one that is ex
: ,: : naily authoritative-is, as it is affirmed through assimilation, 
· ; .:hdv interwoven with "one's own word."31 In the everyday 
: .mJs of our consciousness, the internally persuasive word is 
:: .; l ! · ,Jurs and half-someone else's. Its creativity and productive· 
-. - , , consist precisely in the fact that such a word awakens new 
" ;-, 2 : ttdependent words, that it organizes masses of our words 
· : ·� within, and does not remain in an isolated and static con· 
� : � : on lt is not so much interpreted by us as it is further, that is, 
: : _ ,: l \· Jeveloped, applied to new material, new conditions; it en· 

· :  'Jnt:'s own discourse is gradually and slowly wrought out of others' 
' • � - ' hJ.L have been acknowledged and assimilated, and the boundaries be

. c r. :h.;; i:WO are at first scarcely perceptible. 
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ters into interanimating relationships with new contexts.(More 
than that, it enters into an intense interaction, a struggle with 
other internally persuasive discourses. Our ideological develo;e
ment is just such an inte���..!L....��J2��� 
�!,!.i�ble v ,idwlogh;.al..llmnts�ew; ap
P!2aches directions and values The semantic structure of an a· 
tern ly persuasive ' scourse is not finite, it is open; in each of 
the new contexts that dialogize it, this discourse is able to reveal 
ever newer ways to mean. 

The internally persuasive word is either a contemporary word, 
born in a zone of contact with unresolved contemporaneity, or 
else it is a word that has been reclaimed for contemporaneity; 
such a word relates to its descendents as well as to its contempo· 
raries as if both were contemporaries; what is constitutive for it is 
a special conception of listeners, readers, perceivers. Every dis· 
course presupposes a special conception of the listener, of his ap· 
perceptive background and the degree of his responsiveness; it 
presupposes a specific distance. All this is very important for 
coming to grips with the historical life of discourse. Ignoring such 
aspects and nuances leads to a reification of the word (and to .; 
muffling of the dialogism native to it) .  

All of the above determine the methods for formulating inter· 
nally persuasive discourse during its transmission, as well a� 
methods for framing it in contexts. Such methods provide mw · 
mal interaction between another's word and its context, for th, 
dialogizing influence they have on each other, for the free an� 
creative development of another's word, for a gradation of tran�: 
tions. They serve to govern the play of boundaries, the distan, '  
between that point where the context begins to prepare for r n : 
introduction of another's word and the point where the word > 
actually introduced (its "theme" may sound in the text long b, · 
fore the appearance of the actual word) .  These methods accnur. : 

for other peculiarities as well, which also express the essence , ·  
the internally persuasive word, such as that word's sernan::. 
openness to us, its capacity for further creative life in the cont�o. :  
of our ideological consciousness, its unfinishedness and the in�:� 
haustibility of our further dialogic interaction with it. We b·. ,  
not yet learned from it all it might tell us; we can take it into n , · ,  
contexts, attach it to new material, put it in a new situati{i!i : :  
order to wrest new answers from it, new insights into its mt:.L' 
in&. and even wrest from it new words of its own (since anoth, · · 
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discourse, if productive, gives birth to a new word from us in 
response) . 

The means for formulating and framing internally persuasive 
discourse may be supple and dynamic to such an extent that this 
riiscourse may literally be o:limipresent in the context, imparting 
to everything its own specific tones and from time to time break
ing through to become a completely materialized thing, as an
other's word fully set off and demarcated (as happens in character 
zones). Such variants on the theme of another's discourse are 
widespread in all areas of creative ideological activity, and even in 
the narrowly scientific disciplines. Of such a sort is any gifted, 
creative exposition defining alien world views: such an exposi
tion is always a free stylistic variation on another's discourse; it 
apounds another's thought in the style of that thought even 
while applying it to new material, to another way of posing the 
problem; it conducts experiments and gets solutions in the lan
�ge of another's discourse. 

In other less obvious instances we notice analogous phenom
•na. We have in mind first of all those instances of powerful influ
� nce exercised by another's discourse on a given author. When 
'uch influences are laid bare, the half-concealed life lived by an
n ther's discourse is revealed within the new context of the given 
.;u thor. When such an influence is deep and productive, there is 
n n external imitation, no simple act of reproduction, but rather a 
:urrher creative development of another's (more precisely, half
: l t herl discourse in a new context and under new conditions. 

ln all these instances the important thing is not only forms for 
: �.;!1smitting another's discourse, but the fact that in such forms 
: �nc can always be found the embryonic beginnings of what is 
:qu1red for an artistic representation of another's discourse. A 
= � ·.,· ,-;banges in orientation and the intemiJ!ly persuasive word 
c J � :h· becomes an object of representation.for certain kinds of 
: :; • , rnally persuasive discourse can be fundamentally and organi
_ .,},· tused with the image of a speaking person: ethical (dis
- UN. fused With the image of, let us say, a preacher), philosophi
, ,j !  ...! 1 �course fused with the image of a wise man), sociopolitical 
� : - c . • urse fused with an image of a Leader). While creatively styl
. : : :J � upo� and e�imentin� with another's discourse, we at
' c :11r_t tQ . . &Uess, tcd.mavne: b w a persoo with authority mii§t 
- · � il!f: t_ bims_elfjn �� = �rcumstances. the litilt he would 
' .! ' ! '.!n them with hiiaiSCiillijiiilSUch experimeliti{���· 
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the image of the speaking person and �s discourse become the 
ob�'ect of creative, artistic imagination.3' 

· s process-experimenting by turning persuasive discourse 
in o spelikiiig persons-becomes especially important in those 
cases where a struggle against sucli'"irnages has alreaoy begun, 
where someone is striving to liberate himself from the i'fffllleiiCe 
of such an 1mage and its Oiscourse oy means"of o6jectiRcation, or 
¥SS:�Vfngto expos�e 1£¥i�n!�o��a!e an� .. discourse) 
The Importance of StruggJlng Wltn anoffiei7S CliSCourse, ItS iDllu-
ence in the hlsto of an inaivlduai's co · to ideolo ·cal con
sciousness, is enwmgu�, One's own · scourse and one's own 
voice, although born of another or dYWunfcaJly stimUlatedby an
other, will sooner or later be� to· Hb'erate themselves from the 
authority . of the ()the;,;�� dls�o;iise�- !fi!sproc�ss"i�_,�-mgre 
complex by the fact that a variety 9..f ��l! .. voic.es enter iuto the 
stiiiggle for·· infliiem�e wit@j;t an- hldiiidJial:Jl.J<Qn�t.Giop:snesUiJw. 
as.Jh�¥..,§t!JJWS..m!P-_«2!1�!P-gthg_ia S\l!LQ.��alityl. 
All this creates fertile soil for experimentally objectifying an
other's discourse. A conversation with an internally persuasive 
word that one has begun to resist may continue, but it takes on 
another character: it is questioned, it is put in a new situation in 
order to expose its weak sides, to get a feel for its boundaries, tP 
experience it physically as an object. For this reason stylizing dif.· 
course by attributing it to a person often becomes parodic, s.J.. 
though not crudely parodic-since another's word, having beer. 
at an earlier stage internally persuasive, mounts a resistance t• · 
this process and frequently begins to sound with no parodic over 
tones at all. Novelistic images, profoundly double-voiced a1; � 
double-languaged, are born in such a soil, seek to objectivize th 
struggle with all types of internally persuasive alien discour - ,  
that had at one time held sway over the author (of such a type. f, ; :  
instance, is Pushkin's Onegin or Lermontov's Pechorin). At t :: ,  
heart of the Priifungsroman is  the same kind of subjective sm; � 
gle with internally persuasive, alien discourse, and just such a i: > 
eration from this discourse by turning it into an object. Anot h :  
illustration of what we mean here is provided by the Bildung, •  
man, but in such novels the maturation-a selecting, ideolo� ; , _  
process-is developed as a theme within the novel, wherea' • �  

I r" In Platg SPE!a.tes se?as �, ju'i_such an artistic image of the wt� 
an tellCher, an image emp oye or �es of exgeriment� 
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the Prii.fungsroman the subjectivity of the author himself re
mains outside the work. 

The works of Dostoevsky, in such a view, can be seen to occupy 
an extraordinary and unique place. The acute and intense interac
tion of another's word is present in his novels in two ways. In the 
fust place in his characters' language there is a profound and un
resolved conflict with another's word on the level of lived experi
ence ("another's word about me"), on the level of ethical life (an
other's judgment, recognition or nomecognition by another) and 
finally on the level of ideology (the world views of characters un
derstood as umesolved and umesolvable dialogue) .  What Dos
toevsky's characters say constitutes an arena of never-ending 
struggle with others' words, in all realms of life and creative ideo
logical activity. For this reason these utterances may serve as ex
cellent models of the most varied forms for transmitting and 
framing another's discourse. In the second place, the works (the 
novels) in their entiret"fJ taken as utterances of their author, are 
the same never-ending, internally umesolved dialogues among 
characters (seen as embodied points of view) and between the au
thor himself and his characters; the characters' discourse is never 
entirely subsumed and remains free and open (as does the dis
course of the author himself ).  In Dostoevsky's novels, the life ex
perience of the characters and their discourse may be resolved as 
tar as plot is concerned, but internally they remain incomplete 
and unresolved. 33 

The enormous significance of the motif of the speaking person 
: s llbvious in the realm of ethical and legal thought and discourse. 
The speaking person and his discourse is, in these areas, the ma
· ,J:  topic of thought and speech. All fundamental categories of 
: t tucal and legal inquiry and evaluation refer to speaking persons 
� rccisely as such: conscience (the "voice of conscience," the "in
::� r  word"), repentance (a free admission, a statement of wrongdo
no: by the person himself ), truth and falsehood, being liable and 

:: < < t  iiable, the right to vote [pravo golosa) and so on. An indepen· 
.:·: n t . responsible and active discourse is the fundamental indica-

' :. Ct. our book Proble111s of Dostoevsky's Art [Problemy tvorcestva Dos
,: .. 1goj, Leningrad, r 92.9 '(in its second and third editions, Problems of Dos
::, . ·s Poetics [Problemy poetiki Dostoevskogo], Moscow, 1963;  Moscow, 

. - :  This book contains stylistic analyses of characters' utterances, reveal
�- � ·, .1 : : ou.q forms of transmission and contextual framing. 
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tor of an ethical, legal and political human being. Challenges to 
this discourse, provocations of it, interpretations and assessments 
of it, the establishing of boundaries and forms for its activity 
!civil and political rights), the juxtaposing of various wills and 
discourses and so on-all these acts carry enormous weight in 
the realms of ethics and the law. It is enough to point out the role 
played in narrowly judicial spheres by formulation, analysis and 
interpretation of testimony, declarations, contracts, various docu· 
ments and other forms of others' utterances; flnally, of course, 
there is legal hermeneutics. 

All this calls for further study. Juridical land ethical) tech· 
niques have been developed for dealing with the discourse of an· 
other [after it has been uttered], for establishing authenticity, for. 
determining degrees of veracity and so forth !for example, the pro· 
cess of notarizing and other such techniques). But problems con· 
nected with the methods used for formulating such kinds of dis· 
course-compositional, stylistic, semantic and other-have nm 
as yet been properly posed. 

The problem of confession in cases being investigated for trial 
!what has made it necessary and what provokes it) has so far beer 
interpreted only at the level of laws, ethics and psychology. Do�· 
toevsky provides a rich body of material for posing this problen: 
at the level of a philosophy of language lof discourse): the pro� 
lem of a thought, a desire, a motivation that is authentic-as J r  
the case of Ivan Karamazov, for instance-and how these pror 
lems are exposed in words; the role of the other in formulati.n• 
discourse, problems surrounding an inquest and so forth. 

The speaking person and his discourse, as subject of thouJ!:· 
and speech, is of course treated in the ethical and legal rea!n:, 
only insofar as it contributes to the specific interests of these d : ·  
ciplines. All methods for transmitting, formulating and fram.::: 
another's discourse are made subordinate to such special intl �  
ests and orientations. However, even here elements of an anw · . 
representation of another's word are possible, especially in : •: 
ethical realm: for example, a representation of the struggle w;;�,  
by the voice of conscience with other voices that sound in a m•�  
the internal dialogism leading to repentance and so forth . .Ant•• . 
prose, the novelistic element present in ethical tracts, espew . .  
in confessions, may be quite significant-for example, in E; . .  
tetus, Marcus Aurelius, Augustine and Petrarch we can detecr : :  
embryonic beginnings of the Priifungs- and Bildungsroman. 
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Our motif carries even greater weight in the realm of religious 
thought and discourse (mythological, mystical and magical).  The 
primary subject of this discourse is a being who speaks: a deity, a 
demon, a soothsayer, a prophet. Mythological thought does not, 
in general, acknowledge anything not alive or not responsive. Di
vining the will of a deity, of a demon (good or bad), interpreting 
signs of wrath or beneficence, tokens, indications and finally the 
transmission and interpretation of words directly spoken by a de
ity (revelation), or by his prophets, saints, soothsayers-all in all, 
the transmission and interpretation of the divinely inspired (as 
r.1pposed to the profane) word are acts of religious thought and dis
course having the greatest importance. All religious systems, 
��ven primitive ones, possess an enormous, highly specialized 
methodological apparatus (hermeneutics) for transmitting and in
terpreting various kinds of holy word. 

The situation is somewhat different in the case of scientific 
thought. Here, the significance of discourse as such is com
raratively weak. Mathematical and natural sciences do not ac
�nowledge discourse as a subject in its own right. In scientific ac
� ! '.'\ty one must, of course, deal with another's discourse-the 
·.wrds of predecessors, the judgments of critics, majority opinion 
3r hl so forth; one must deal with various forms for transmitting 
�nJ. interpreting another's word-struggle with atr authoritative 
� : .; course, overcoming influences, polemics, references, quota
: : >as and so forth-but all this remains a mere operational neces
· ; :- .  and does not affect the subject matter itself of the science, 
: :. t u whose composition the speaker and his discourse do not, of 
- � �1 r�e. enter. The entire methodological apparatus of the mathe
::: J t ical and natural sciences is directed toward mastery over 
· :: : : : c· objects, brute things, that do not reveal themselves in 
··· · r J , ,  that do not comment on themselves. Acquiring know!
·: . : .:< l\ere is not connected with receiving and interpreting words 

: ' : .:ns from the object itself under consideration. 
! :1  the humanities-as distinct from the natural and mathe

: :: .: l : c J.l sciences-there arises the specific task of establishing, 
· .;:: �mitting and interpreting the words of others (for example, 

: �: ·. problem of sources in the methodology of the historical 
> � : r ! mesl. And of course in the philological disciplines, the 
- � ' " k�� person and his discourse is the fundamental object of 
. :· · l  • t : �tion . 

.. :; : l •J logy has specific aims and approaches to its subject (the 
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speaker and his discourse) that determine the ways it transuw 
and represents others' words lfor example, discourse as an o�:c 
of study in the history of language).  However, within the limit ' , · : 
the humanities land even of philology in the narrow sensei th�.: : c  
is possible a twofold approach to another's word when it is  trt: .1 : .  � 
as something we seek to understand. 

The word can be perceived purely as an object lsome� t h .: :  
is, in its essence, a thing). It is  perceived as  such in the maiori.n· . : 
the linguistic disciplines. In such a word-object even meaninr. bt  
comes a thing: there can be no dialogic approach to such a w ,·, : .  
of the kind immanent to any deep and actual understanding L' � 
derstanding, so conceived, is inevitably abstract: it is compie:c. 
separated from the living, ideological power of the wor ,i : 
mean-from its truth or falsity, its significance or insigniftcanc:  
beauty or ugliness. Such a reified word-thing cannot be UIJ� ,  . .  
stood by attempts to penetrate its meaning dialogically: there � -' �  
b e  no conversing with such a word. 

In philology, however, a dialogic penetration into the wor..: . · 
obligatory lfor indeed without it no sort of understanding is r• "· · 
ble):  dialogizing it opens up fresh aspects in the word Iseman : . 
aspects, in the broadest sense), which, since they were rev.� : ,  
by dialogic means, become more immediate to perception. f: ·•� : 
step forward in our knowledge of the word is preceded by a · ·  ' ' " '  
of genius"-a sharpened dialogic relationship to the word- :�  · 
in turn uncovers fresh aspects within the word. 

Precisely such an approach is needed, more concrete anci �� . 
does not deflect discourse from its actual power to mean m : . .  
ideological life, an approach where objectivity of understancirn • 
linked with dialogic vigor and a deeper penetration into disc r , L : 
itself. No other approach is  in fact possible in the area of p()c : : . · 
or the history of literature land in the history of ideologies m "� 
eral) or to a considerable extent even in the philosophy or � - ·  
course: even the driest and flattest positivism in these discJ. rL � . 
cannot treat the word neutrally, as if it were a thing, but is tJ t < : � ,  
to initiate talk not only about words but in words, in order t • '  � , ·  
etrate their ideological meanings-which can only be grasrc � . 
alogically, and which include evaluation and response. Thr. ! : :� 
in which a dialogic understanding is transmitted and interp: :  
may, if the understanding i s  deep and vigorous, even come w �-' 
significant parallels with the double-voiced representationb ' : , ·  
other's discourse that we find in prose art. It should be note� : 
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: �( novel always includes in itself the activity of coming to know 
_; ·j l 1 t her's word, a coming to knowledge whose process is repre
, ._. !'l t t:J in the novel. 

� : :-tally, a few words about the importance of our theme in the 
: �. � t , 1rical gemes. The speaker and his discourse is, indisputably, 

-, c· oi the most important subjects of rhetorical speech (and all 
: � u  themes are inevitably implicated in the topic of discourse) . 

: :: : i1t:  rhetoric of the courts, for example, rhetorical discourse ac
- .: 't: ·' nr defends the subject of a trial, who is, of course, a speaker, 
Li :n so doing relies on his words, interprets them, polemicizes 

' : : : :  them, creatively erecting potential_9j.scgurse.s_Jor the ac
- . .  -;:J :1r for the defense (just such free creation of likely, but never 
' - : c;J !ly uttered, words, sometimes whole speeches-" as he 
:: . :. • :  have said" or "as he might have said"-was a device very 
· ' :  i l �pread in ancient rhetoric); rhetorical discourse tries to out-
· .. · ;-· t l �sible retorts to itself, it passes on and compiles the words 

: ·.\ : t nesses and so forth. In political rhetoric, for example, dis
. ;.:r • ,  can support some candidacy, represent the personality of a 
- " r: .i : Jate. present and defend his point of view, his verbal state
::-. .  n : �  or in other cases protest against some decree, law, order, 
; :: : : '  · U ilcement, occasion-that is, protest against the specific 
· ·. : � Jl utterances toward which it is dialogically aimed. 
? -� �hcistic discourse also deals with the word itself and with 

· · .  � : n,.hvidual as its agent: it criticizes a speech, an article, a point 
: -. : c· w : it polemicizes, exposes, ridicules and so forth. When it 

_ - _; : \' :�s an act it uncovers its verbal motifs, the point of view in 
· : . .  h ! t is grounded, it formulates such acts in words, providing 

· .� ·. :-:: : he appropriate emphases-ironic, indignant and so on. 
� ·. : �  d . ,t;S not mean, of course, that the rhetoric behind the word 
· : " ': : •  that there are deeds, acts, a reality outside words. But such 
- - : . ! . m e  has always to do with social man, whose most funda-
- , �. : J i  ��estures are made meaningful ideologically through the 

: � 'H directly embodied in words. 
: �, �  !mportance of another's speech as a subject in rhetoric is 
� � � a t  that the word frequently begins to cover over and sub-

. · · .: : :: 1 tself for reality; when tjrl� happens the word itself is di

.. � . . - ned and becomes shallow.\R?etoric is often limited to pure
-. cr�al  victories over the word; when this happens, rhetoric 

- � c :1 nates into a formalistic verbal play. But, we repeat, when 
: • .  ' la�e is torn from reality, it is fatal for the word itlelf as well: 

: � '  �row sickly, lose semantic depth and flexibilit} the capac-
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ity to expand and renew their meanings in new living contexts
they essentially die as discourse, for the signifying word lives 
beyond itself, that is, it lives by means of directing its purposive
ness outward. The exclusive concentration on another's dis
course as a subject does not, however, in itself inevitably indicate 
such a rupture between discourse and reality.' 

Rhetorical genres possess the most varied forms for transmit
ting another's speech, and for the most part these are intensely 
dialogized forms. Rhetoric relies heavily on the vivid re-accen
tuating of the words it transmits (often to the point of distorting 
them completely) that is accomplished by the appropriate fram
ing context. Rhetorical genres provide rich material for studying 
a variety of forms for transmitting another's speech, the most var
ied means for formulating and framing such speech. Using rhet
oric, even a representation of a speaker and his discourse of the 
sort one finds in prose art is possible-but the rhetorical double
voicedness of such images is usually not very deep: its roots do 
not extend to the dialogical essence of evolving language itself; it 
is not structured on authentic heteroglossia but on a mere diver
sity of voices; in most cases the double-voicedness of rhetoric is 
abstract and thus lends itself to formal, purely logical analysis of 
the ideas that are parceled out in voices, an analysis that then 
exhausts it. For this reason it is proper to speak of a distinctive 
rhetorical double-voicedness, or, put another way, to speak of 
the double-voiced rhetorical transmission of another's word (al
though it may involve some artistic aspects), in contrast to the 
double-voiced representation of another's word in the novel with 
its orientation toward the image of a language. 

Such, then, is the importance of the speaker and his discourse 
as a topic in all areas of everyday, as well as verbal-ideological, 
life. It might be said, on the basis of our argument so far, that in 
the makeup of almost every utterance spoken by a social per
son-from a brief response in a casual dialogue to major verbal
ideological works (literary, scholarly and othersJ-a significant 
number of words can be identified that are implicitly or explicitly 
admitted as someone else's, and that are transmitted by a variety 
of diHerent means. Within the arena of almost every utterance an 
intense interaction and struggle between one's own and another's 
word is being waged, a process in which they oppose or dia· 
logically interanimate each other. The utterance so conceived is a 
considerably more complex and dynamic organism than it ap· 
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pears when construed simply as a thing that articulates the inten
tion of the person uttering it, which is to see the utterance as a 
direct, single-voiced vehicle for expression. 

That one of the main subjects of human speech is discourse it
self has not up to now been sufficiently taken into consideration, 
nor has its crucial importance been appreciated. There has been 
no comprehensive philosophical grasp of all the ramifications of 
this fact. The specific nature of discourse as a topic of speech, one 
that requires the transmission and re-processing of another's 
word, has not been understood: one may speak of another's dis
course only with the help of that alien discourse itself, although 
in the process, it is true, the speaker introduces into 1;he other's 
words his own intentions and highlights the context of those 
words in his own way. To speak of discourse as one might speak 
of any other subject, that is, thematicall� without any dialogized 
transmission of it, is possible only when such discourse is utterly 
reified, a thing; it is possible, for example, to talk about the word 
in such a way in grammar, where it is precisely the dead, thing
like shell of the word that interests us. 

All the highly varied forms worked out for the dialogized trans
mission of another's word, both in everyday life and in extra
artistic ideological communication, are utilized in the novel in 
two ways. In the first place, all these forms are present and re
produced in the ideologically meaningful as well as the casual 
utterances of the novel's characters, and they are also present in 
the inserted genres-in diaries, confessions, journalistic articles 
and so on. In the second place, all the forms for dialogizing the 
transmission of another's speech are directly subordinated to the 
task of artistically representing the speaker and his discourse as 
the image of a language, in which case the others' words must 
undergo special artistic reformulation. 

What, we may ask, is the basic distinction between forms for 
transmitting another's word as they exist outside the world of art 
and the artistic representation of such transmission in the novel? 

All extra-artistic £orms, even those that closely approach artis
tic representation-as, for instance, in certain rhetorical double
voiced genies jparodic stylizations )-are oriented toward the 
utterance of individual persons. These are practically engaged ex
changes of others' isolated utterances, at best serving only to ele
vate single utterances to a point where they may be perceived as 
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generalized utterances in someone else's manner of speaking, 
thus utterances that may be taken as socially typical or charac
teristic. These extra-artistic forms, concentrated as they are on 
the transmission (even if free and creative) of utterances, do not 
endeavor to recognize and intensify images lying behind the iso
lated utterances of social language, a language that realizes itself 
in them but is not exhausted by them, for it is precisely an im
age-and not a positivistic, empirical given of that language. In 
an authentic novel there can be sensed behind each utterance the 
elemental force of social languages, with their internal logic and 
internal necessity. The image in such cases reveals not only the 
reality of a given language but also, as it were, its potential, its 
ideal limits and its total meaning conceived as a whole, its truth 
together with its limitations. 

Thus double-voicedness in the novel, as distinct from double
voicedness in rhetorical or other forms, always tends toward a 
double-languagedness as its own outside limit. Therefore novel
istic double-voicedness cannot be unfolded into logical contradic· 
tions or into purely dramatic contrasts. It is this quality that de
termines the distinctiveness of novelistic dialogues, which push 
to the limit the mutual nonunderstandin_g_x.epresented by people 
who speak in different languages. 

We must once again emphasize that what is meant here by so· 
cial language is not the undifferentiated mass [ sovokupnost') of 
linguistic markers determining the way in which a language is 
dialectologically organized and individuated, but rather the con· 
crete, living, integral mass [ celokupnost') made up of all the 
markers that give that language its social profile, a profile that h}' 
defining itself through semantic shifts and lexical choices can bt 
established even within the boundaries of a linguistically unitari" 
language. A social language, then, is a concrete socio-linguisril 
belief system that defines a distinct identity for itself within tht 
boundaries of a language that is unitary only in the abstract. Such 
a language system frequently does not admit a strict linguistic 
definition, but it is pregnant with possibilities for further dialec· 
tological individuation: it is a potential dialect, its embryo n• ' r  
yet fully formed. Language in its historical life, in its heterogk 
development, is full of such potential dialects: they intersect 011, 
another in a multitude of ways; some fail to develop, some die oil 
but others blossom into authentic languages. We repeat: languaE� 
is something that is historically real, a process of heteroglot Je ·  
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velopment, a process teeming with future and former languages, 
with prim but moribund aristocrat-languages, with parvenu-lan· 
guages and with countless pretenders to the status of language
which are all more or less successful, depending on their degree 
of social scope and on the ideological area in which they are 
employed. 

The image of such a language in a novel is the image assumed 
by a set of social beliefs, the image of a social ideologeme that has 
fused with its own discourse, with its own language. Therefore 
such an image is very far from being formalistic, and artistic play 
with such languages far from being formalistic play. In the novel 
formal �s of languages, manners and styles are symbols for 
sets of social beliefs. Extemal linguistic features are frequently 
used as �eral means to mark socio-linguistic differences, 
sometimes even in the form of direct authorial commentaries on 
the characters' language. In Fathers and Sons, for example, Tur· 
genev sometimes goes out of his way to emphasize his characters' 
peculiarities in word usage or pronunciation (which can be, by 
the way, extremely characteristic from a sociohistorical point of 
view). 

Thus the different ways the -word "principle" is pronounced in 
the novel can serve to mark off different historical and cultural 
social worlds: the world of noble-landowner culture of the twen· 
ties and thirties, raised on French literature but a stranger to 
the Latin language and to German science, or the world of the 
raznocinec intelligentsia of the fifties, with the tone of a seminar· 
1St or doctor raised on Latin and on German science. The hard 
Latin or German pronunciation of the word "principles" won out 
:.n the Russian language. As a further example we might note 
Kukshina's use of the word gospodin [gentleman] for celovek 
1 inan], a word choice rooted in the lower and middle genres of lit· 
erary language. 
· .  Such direct, external commentary on the peculiarities of char· 
JCters' languages is typical for the novel as a genre, but it is not of 
course through them that the image of a language is created in a 
1.ovel. Such commentary has already itself been turned into an 
>meet: in such situations the author's words have dialogized, 
.iouble-voiceQ and double-languaged overtones to them (for ex· 
arnple, as they interact with the characterological zones dis· 
cussed in the preceding chapter) . 

The context surrounding represented speech plays a major role 
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in creating the image of a language. The framing context, like the 
sculptor's chisel, hews out the rough outlines of someone else's 
speech, and carves the image of a language out of the raw empiri
cal data of speech life; it concentrates and fuses the internal im
pulse o� the represented language with the exterior objects it 
names. (:rhe words of the author that represent and frame an· 
other's speech create a perspective for it) they separate light from 
shadow, create the situation and conditions necessary for it to 
sound; finally, they penetrate into the interior of the other's 
speech, carrying into it their. own accents and their own expres· 
sions, creating for it a dialogizing background. 

Thanks to the ability of a language to represent another lan
guage while still retaining the capacity to sound simultaneously 
both outside it and within it, to talk about it and at the same time 
to talk in and with it-and thanks to the ability of the languagr 
being represented simultaneously to serve as an object of repre· 
sentation while continuing to be able to speak to itself-thank� 
to all this, the creation of specific novelistic images of language� 
becomes possible. Therefore, the framing authorial context can 
least of all treat the language it is representing as a thing, a mutt 
and unresponsive speech object, something that remains outsidt 
the authorial context as might any other object of speech. 

� . All devices in the novel for creating the image of a langua�' 
may be reduced to three basic categories: lr )  hybridizations. : :  
the dialogized interrelation of languages and 1 3 )  pure dialogues 

These three categories of devices can only theoretically be ser · 
arated in this fashion since in reality they are always inextrica�i ·. 
woven together into the unitary artistic fabric of the image. 

What is a hybridizationi It is a mixture of two social langua�c· 
thin the limits of a single utterance, an encounter, within t t .  

ena of  an utterance, between two different linguistic i: • : :: 
iousnesses, separated from one another by an epoch, by Sf'( ' "  

differentiation or by some other factor. 
Such mixing of two languages within the boundaries of a sil K .  

utterance is, in the novel, an artistic device lor more accurateh . 
system of devices) that is deliberate. But unintentional, unv 
scious hybridization is one of the most important modes in : � 
historical life and evolution of all languages.  We may even . ,  
that language and languages change historically primarih · 
means of hybridization, by means of a mixing of variou:- : _ :  
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guages" co-existing within the boundaries of a single dialect, a 
single national language, a single branch, a single group of dif
ferent branches or different groups of such branches, in the histor
ical as well as paleontological past of languages-but the crucible 
for this mixing alw:ays remains the utterance.34 

The artistic image of a language must by its very nature be a 
linguistic hybrid jan intentional hybridl(it is obligatory for two 
linguistic co�g§.!!_c;:§.§�!L!!Lb.�:t".PJ��ellt .. _ the. gne,Jlang tepre
sented and th.� 2�r .�.9.!ug .!..4.� �epr��-�:qgp,,g, with �!J.:ch belQ�ging 
to a differe�.s:tem .. o.f language� Indeed, if there is not a second 
re-presenting consciousness, if there is no second representing 
language-intention, then what results is not an image [ obraz] of 
language but merely a sample ( obrazec] of some other person's 
language, whether authentic or fabricated} 

The image of a language conceived as an intentional hybrid 
iS first of all a conscious hybrid las distinct from a historical, 
· )tganic, obscure language hybrid);  an intentional hybrjd is pre
: isely the perception of one langyue by another Jangna"' i.ts..il
\ umination by anothg; linguisti��QJUI£i'-lUSDetiS �tl!!!l.g,� ?f 1� 
.:uage may be structured only from the point of view of another 
: aniD!ag:, ��ta:ken �s tqe ll�um�) . . . ··· . · 

What IS more, an mtentwnal and conscious hybnd IS not a miX
: , : re of two impersonal language consciousnesses jthe correlates 

·: twQ languages) but rather a mixture of two individualized lan
� ' : a!!;e consciousnesses lthe correlates of two specific utterances, 
: ;  •t merely two languages) and two individual language-inten
: :  •nF> as well: the individual, representing authorial conscious
· : � , ,  and will, on the one hand, and the individualized linguistic 
. •n 'dousness and will of the character represented, on the other. 
� ·: .ndeed, since concrete, isolated utterances are constructed in 
· :: : , represented language, it follows that the represented linguis
. : - u •nsciousness must necessarily be embodied in "authors"35 of 

: : : ·: �on who speak in the given language, who structure utter
: :: . � ,  in that language and who therefore introduce into the 
� : ·. :n.1alities of language itself their own actualizing language-

· - ' "ch historically unconscious hybrids are similar to double-languaged 
· ·  �- 'Ut they are, of course, single-voiced. Semi-organic, semi-intentional 

· . : · : .; non is characteristic of a system of literary language. 
� '  o..n though these 11authoi:s" may be impersonal, merely types-as in 

. . .. .  : : .:uons of generic languages and of public opinion. 
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intention. Thus there are always two consciousnesses, two lan
guage-intentions, two voices and consequendy two accents par
ticipating in an intentional and conscious artistic hybrid. 

While noting the individual element in intentional hybrids, we 
must once again strongly emphasize the fact that in novelistic ar
tistic hybrids that structure the image of a language, the individ
ual element, indispensable as it is for the actualization of lan
guage and for its subordination to the artistic whole of the novel 
(here the destinies of languages are interwoven with the indi
vidual destinies of speaking persons), is nevertheless inexorably 
merged with the socio-linguistic element. In other words, the 
novelistic hybrid is not only double-voiced and double-accented 
(as in rhetoric) but is also double-languaged; for in it there are not 
only (and not even so much) two individual consciousnesses, two 
voices, two accents, as there are two socio-linguistic conscious· 
nesses. �Q.P.hlll,. tha.:t, . . truc:(, are not here unconsciously m.IXed 

1as in an organic hybrid), but that come together and consciously 
fight it out on the territory of the utterance: -

In an intentional novelistic hybnd, moreover, the important ac
tivity is not only (in fact not so much) the mixing of linguistic 
forms-the markers of two languages and styles-as it is the col· 
lision between differing points of views on the world that are em· 
bedded in these forms. Therefore an intentional artistic hybrid is 
a semantic hybrid; not semantic and logical in the abstract (as in 
rhetoric), but rather a semantics that is concrete and social. 

It is of course true that even in historical, organic hybrids it i� 
not only two languages but also two socio-linguistic (thus 01 · 
ganic) world views that are mixed with each other; but in sue.!: 
situations, the mixture remains mute and opaque, never makin� 
use of conscious contrasts and oppositions. It must be pointe� 
out, however, that while it is true the mixture of linguistic work 
views in organic hybrids remains mute and opaque, such unco1� · 
scious hybrids have been at the same time profoundly productis• 
historically: they are pregnant with potential for new worL 
views, with new "internal forms11 for perceiving the world : :· 
words. 

Intentional semantic hybrids are inevitably internally dialo�: . 
(as distinct from organic hybrids) .  Two points of view are ll ' : 
mixed, but set against each other dialogically. The internal. c • 
sentially dialogic quality of novelistic hybrids, insofar as it h . 
dialogue composed of socio-linguistic points of view, cannot , : 
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course be unfolded into a distinct, rounded-off dialogue with its 
own individual semantics : essential to it is a certain elemental, 
organic energy and openendedness. 

Finally, the intentional double-voiced and internally dialogized 
hybrid possesses a syntactic structure utterly specific to it: in it, 
within the boundaries of a single utterance, two potential utter
ances are fused, two responses are, as it were, harnessed in a po
tential dialogue. It is true that these potential responses can never 
be fully actualized, can never be fused into finished utterances, 
but their insufficiently developed forms are nevertheless acutely 
felt in the syntactic construction of the double-voiced hybrid. 
What is involved here, of course, is not the kind of mixture of het
erogeneous syntactic forms characteristic of language systems 
!forms that might take place in organic hybrids), but rather pre
cisely the fusion of two utterances into one. Such a fusion is also 
possible in single-languaged rhetorical hybrids (in which case it is 
even more fully articulated syntactically). It is typical for a novel
IStic hybrid to fuse into a single utterance two utterances that are 
socially distinct. The syntactic construction of intentional hy
brids is fractured into two individualized language-intentions. 

Summing up the characteristics of a novelistic hybrid, we can 
say: as distinct from the opaque mixing of languages in living 
utterances that are spoken in a historically evolving language (i.D. 
ll!sence, any living utterance in a living language is to one or an-
11ther extent a hybrid), the novelistic hybrid is an artistically 
;rganized system for bringing different languages in contact 
·.·:ith one another, a system having as its goal the illumination of 
:Jne language by means of another, the carving-out of a living im
a�te of another language. 

Intentional, artistically oriented hybridization is one of the 
:nost fundamental devices for structuring the image of a lan
•uage. We must note that where hybridization occurs, the lan
.:uage being used to illuminate another language (this is usually 
:;.: complished using the contemporary literary language system) 
: •  reified to the point where it itself becomes an image of a lan
' ..:Jgt:. The more broadly and deeply the device of hybridization is 
•. :nployed in a novel-since it occurs not with one but with sev
:· : J !  languages-the more reifled becomes the representing and il
. '.immating language itself, until it finally is transformed into one 
::···1re of the images of languages the novel contains. Classic ex
�:npies of this are Don Quixote, the English comic novel (Field-
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ing, Smollett, Sterne) and the German Romantic-comic novel 
(Hippe! and Jean Paul) . In these cases the very process of "'riting 
the novel, as well as the image of the novelist, is usually reified 
(this was already partially the case in Don Quixote, and later 
more completely in Sterne, Hippel and Jean Paul). 

Hybridization, in the strict sense, differs from internally di
alogized interillumination of language systems taken as a whole. 
In the former case there is no direct mixing of two languages 
within the boundaries of a single utterance-rather, only one lan
guage is actually present in the utterance, but it is rendered in the 
light of another language. This second language is not, however, 
actualized and remains outside the utterance. 

The clearest and most characteristic form of an internally di
alogized mutual illumination of languages is stylization. 

Every authentic sty�QR as wc..lJaJre alRidy said .. i.s an artis
tiCiepresentation of an9ther's lip.gpistic a;le an artistic image 
of an(ii'Gfi's language Two indivi'!ualize�:G;guistic conscious
nesses must be �resent in it: the o�e that represents (that is, ilie " 'stic consciousness of tlie sty1iZe�f ana"flie one tfiat 1s repre-
sented, ��c is sty lZe . ty 1za 1on ers rom s y e proper 
precisely by virtue of its requiring a specific linguistic con
sciousness (the contemporaneity of the stylizer and his audience), 
under whose influence a style becomes a stylization, against 
whose background it acquires new meaning and significance. 

This second linguistic consciousness, that of the stylizer and 
those contemporary with him, uses stylized language as raw ma
teriali it is only in a stylized language, one not his own, that the 
stylizer can speak about the subject directly. But this stylized lan
guage is itself exhibited in the light of the language consciousness 
of a stylizer contemporary with it. Contemporaneous language 
casts a special light over the stylized language: it highlights some 
elements, leaves others in the shade, creates a special pattern of 
accents that has the effect of making its various aspects all as
pects of language, creating specific resonances between the styl
ized language and the linguistic consciousness contemporaneous 
with it-in sho · eates a free ima e o other' e, 
which expresses not only a sty ze ut also a stylizing language
and art-intention. 

Such is the nature of stylization. Another type of mutual il
lumination, very close to it, is variation. In stylization the lin
guistic consciousness of the stylizer works exclusively with the 
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raw material provided by the language he  stylizes: it highlights 
this stylized lan&W!&!..hY.��!gJ.!jts Owtl intsr�� _ in an 
alien language-but not the alien linguistic material comprised 
of elements in the language contemporaneous with the styliza
tion. Sty�ation as such must be internally consistent in the 
highest degree. Should contemporaneous linguistic material (a 
word, a form, a turn of phrase, etc. ) penetrate a stylization, it be
comes a flaw in the stylization, its mistake: an anachronism, a 
modernism. 

Such inconsistency may, however, be deliberate and organized: 
the stylizing language consciousness may not only illuminate 
the stylized language, but may also itself pick up a word from 
outside and introduce it as its own thematic and linguistic ma
terial into the stylized language. In this case we no longer have 
stylization, but variation (something that frequently borders on 
hybridization). 

Variation freely incorporates material frot;g, alien languages into 
contemporary: tQpica, jg_i.n,s . ..the. stylized_:wllJ.l.d...mtliJJic�ila:of 
oonte�p0!_aJ¥.����,.Pr'?ject� $e styli��

. 
d lan���e �!� 

new scenarig� t���:ipg it.W. �tuatiomr that woJJldJ�--a��Ii.�e� im·, 
:e,ossible fgr it.oJJ..i.ts.,p'YJl. 

In the history of the novel the significance of direct stylization, 
as well as of variation, is enormous, and is surpassed only by 
the importance of parody. It was in stylizations that prose first 
learned how to represent languages artistically-although, in the 
beginning, it is true, these were languages already fully formed 
and stylistically shaped {or they were already styles in their own 
right), they were not the raw and often as yet only potential lan
guages of a living heteroglossia (where languages are still evolv
ing, and do not yet possess a style of their own). The image of a 
language created by stylization is the least fraught and most artis
tically rounded-of£ of such images, one that permits the maximal 
aestheticism available to novelistic prose. For this reason the 
great masters of stylization such as Merimee, France, Henri de 
Regnier and others represent the principle of aestheticism in the 
novel (available to the genre only within narrow limits). 

The importance of stylization in the epoch during which the 
basic trends and stylistic lines of novelistic discourse were formed 
is a special topic in its own right, with which we will deal in the 
final historical chapter of this essay. 

In another type of internally dialogized interillumination of 
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languages, the intentions of the representing discourse are at odds 
with the intentions of the represented discourse; they ftght 
against them, they depict a real world of objects not by using the 
represented language as a productive point of view, but rather by 
using it as an expose to destroy the represented language. This ii 
the nature of pazodic stylization. 

Such a parodic stylization can, however, create an image of lmi 
guage and a world corresponding to it only on condition that th 
stylization not function as a gross and superficial de�truction o 
the other's language, as happens in rhetorical parody.\fu order to 
be authentic and productive, parody must be precisely a parodic 
stylization, that is, it must re-create the parodied language as an 
authentic whole, giving it its due as a language possessing its own 
internal logic and one capable of revealing tfs own world inex
tricably bound up with the parodied language) 

Between stylization and parody, as between two extremes, are 
distributed the most varied forms for languages to mutually il
luminate each other and for direct hybrids, forms that are them
selves determined by the most varied interactions among lan
guages, the most varied wills to language and to speech, that 
encounter one another within the limits of a single utterance. 
The struggle going on within discourse, the degree of resistance 
that the parodied language offers to the parodying language, the 
degree to which the represented social languages are fully formed 
entities and the degree to which they are individualized represen
tation and finally the surrounding heteroglossia (which always 
serves as a dialogizing background and resonator)-all these 
create a multitude of devices for representing another's language. 

The dialogic opposition of pure languages in a novel, when 
taken together with hybridization, is a powerful means for creat
ing images of languages. The dialogic contrast of languages (but 
not of meanings within the limits of a single language) delineates 
the boundaries of languages, creates a feeling for these bound
aries, compels one to sense physically the plastic forms of dif
ferent languages. 

Dialogue itself, as a compositional form, is in novels inextrica
bly bound up with a dialogue of languages, a dialogue that can be 

heard in its hybrids and in the dialogizing background of the 
novel. Therefore dialogue in the novel is dialogue of a speciaJ 
sort. First and foremost (as we have already said) it can never be 

exhausted in pragmatically motivated dialogues of characters. 



D I S C OURSE IN THE N O VEL ( 3 6 5 )  

Novelistic dialogue is pregnant with an endless multitude of di
alogic confrontations, which do not and cannot resolve it, and 
which, as it were, only locally las one out of many possible di
alogues) illustrate this endless, deep-lying dialogue of languages; 
novel dialogue is determined by the very socio-ideological evolu
tion of languages and society. A dialogue of languages is a di
alogue of social forces perceived not only in their static co-exis
tence, but also as a dialogue of different times, epochs and days, a 
dialogue that is forever dying, living, being born: co-existence and 
becoming are here fused into an indissoluble concrete unity that 
is contradictory, multi-speeched and heterogeneous. It is freighted 
down with novelistic images; from this dialogue of languages 
these images take their openendedness, their inability to say any
thing once and for all or to think anything through to its end, 
they take from it their lifelike concreteness, their 11naturalistic 
quality" -everything that so sharply distinguishes them from 
dramatic dialogues. 

Pure languages in the novel, in the dialogues and monologues 
of novelistic characters, are subordinated to the same task of 
creating images of language. 

The plot itself is subordinated to the task of coordinating and 
exposing languages to each other. The novelistic plot must or
ganize the exposure of social languages and ideologies, the exhib
iting and experiencing of such languages: the experience of a 
discourse, a world view and an ideologically based act, or the ex
hibiting of the everyday life of social, historical and national 
worlds or micro-worlds las is the case with novels concerned pri
marily with description, everyday life or travel), or of the socio
ideological worlds of epochs lthe novel-memoir, or various types 
of historical novel) or of age groups and generations linked with 
epochs and socio-i�eological worlds I the Bildungsroman and Ent
wicklungsroman).\In a word, the novelistic plot serves to repre
sent speaking persons and their ideological worlds. What is real
ized in the novel is the process of coming to know one's own 
language as it is perceived in someone else's language, cotning to 
know one's own belief system in someone else's system) There 
takes place within the novel an ideological translation of an
other's language, and an overcoming of its otherness-an other
ness that is only contingent, external, illusory. Characteristic for 
the historical novel is a positively weighted modernizing, an eras
ing of temporal boundaries, the recognition of an eternal present 
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in the past. The primary stylistic project of the novel as a gem�: 1 ,  
to create images of languages. 

(Every novel, taken as the totality of all the languages and .: o r. 
sclousnesses of language embodied in it, is  a hybrid. But we r :P 
phasize once again: it is an intentional and conscious hybrid. ' ' r. L  
artistically organized, and not an opaque mechanistic mixnu:: : 
languages !more precisely, a mixture of the brute elements oi l .H: 
guage).  The artistic image of a langqage-such is the aim. t il ,; : 
novelistic hybridization sets for itself} 

For this reason the novelist makes no effort at all to achit n: ,, 
linguistically ldialectologically) exact and complete reproduct • · · �
of the empirical data of those alien languages he incorporates m t :_ 
his text-he attempts merely to achieve an artistic consist.i: th '· 
among the images of these languages. 

An artistic hybrid demands enormous effort: it is styl: : L �  
through and through, thoroughly premeditated, achieved . J : 
tanced. This is what distinguishes it from the frivolous, mindk - 
and unsystematic mixing of languages-often bordering on , , ::: 
ple illiteracy-characteristic of mediocre prose writers. In � t: . :: 
hybrids there is no joining together of consistent languag�: , 1 - 
tems, merely a random combination of the brute elements o u :  : 
which languages are made. This is not orchestration by mearl' : 
heteroglossia, but in most cases merely a directly authorial i.; : 
guage that is impure and incompletely worked out. 

The novel not only labors, therefore, under the necessu �" · 
knowing literary language in all its depth and subtlety, bm : : 
must in addition know all the other languages of heteroglo�·- : 
The novel demands a broadening and deepening of the langu••�  
horizon, a sharpening in our perception of socio-lingu:• : : _  
differentiations. 

The Two Stylistic Lines of Development 
in the Emopean Novel 

The novel is the expression of a Galilean perception of lan�tu .; .: .  
one that denies the absolutism of a single and unitary langua�( 
that is, that refuses to acknowledge its own language as tht� , - 
verbal and semantic center of the ideological world. It is a pt:r.: - � 
tion that has been made conscious of the vast plenitude or :. -
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: : - • nal and, more to the point, social languages-all of which are 
. � u ally capable of being "languages of truth," but, since such is 
: �. ' ,.;ase, all of which are equally relative, reined and limited, as 
: :: :: v  are merely the languages of social groups, professions and 

: r: ( r cross-sections of everyday life. The novel begins by presum
. � • .; .1 verbal and semantic decentering of the ideological world, a 
. : :um linguistic homelessness of literary consciousness, which 
�- · l •.1nger possesses a sacrosanct and unitary linguistic medium 
· : , , ;ntaining ideological thought; it is a consciousness man· 
. : ·; , :  : ng itSelf in the midst of social languages that are surrounded 
· · . •  i single [national] language, and in the midst of [other] na
: : - n a l languages that are surrounded by a single culture (Hellen
. - : : ,· Christian, Protestant), or by a single cultural-political world 
: .� . Hellenistic kingdoms, the Roman Empire and so forth) .  

\\ hat is involved here is a very important, in fact a radical revo
_ _  t : . > ri in the destinies of human discourse: the fundamental lib
_ : .; : ; " n  of cultural-semantic and emotional intentions from the 
�. , ;.:c :uony of a single and unitary language, and consequently the 
- . :-:i u lumeous loss of a feeling for language as myth, that is, as an 
, � , , · ! ute form of thought. Therefore it is not enough merely to 
. :: , . .-�r the multiplicity of languages in a cultural world or the 
- � � � <h  diversity within a particular national language-we must 
· : : through to the heart of this revolution, to all the conse
. - = !l c :'!S flowing from it, possible only under very specific so
. � : ;; rorical conditions. 

: �. · 'rder that an artistically profound play with social languages 
·: . • :nr possible, it is necessary to alter radically the feel for dis

- � : - e at the level of general literature and language. It is neces
· " : . :o come to terms with discourse as a reined, "typical" but at 
· : : ·. ' a me time intentional phenomenon; we must learn how to - • . •:nc sensitive to the "internal form" (in the Humboldtian 
· . : > c· of an alien language, and to the "internal form" of one's 

·. :: l anguage as an alien form; we must learn how to develop a 
· . �. - : t :,ity toward the brute materiality, the typicality, that is the 
. · ' •: nual attribute not only of actions, gestures and separate 

· : J '  ;md expressions, but the basic ingredient as well in points 
: ·. : ·: w, in how the world is seen and felt, ways that are organical

·. � .l r t and parcel with the language that expresses them. Such a 
� - = - � rnon is possible only for a consciousness organically par
. .  : � J t ing in the universum of mutually illuminating languages. 
:. :: .: t  1� wanted for this to happen is a fundamental intersecting 
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in the past. The primary stylistic project of the novel as a geme is 
to create images of languages. 

{Every novel, taken as the totality of all the languages and con
sciousnesses of language embodied in it, is a hybrid. But we em
phasize once again: it is an intentional and conscious hybrid, one 
artistically organized, and not an opaque mechanistic mixture of 
languages !more precisely, a mixture of the brute elements of lan
guage). The artistic image of a language-such is the aim that 
novelistic hybridization sets for itself} 

For this reason the novelist makes no effort at all to achieve a 
linguistically ldialectologically) exact and complete reproduction 
of the empirical data of those alien languages he incorporates into 
his text-he attempts merely to achieve an artistic consistency 
among the images of these languages. 

An artistic hybrid demands enormous effort: it is stylized 
through and through, thoroughly premeditated, achieved, dis
tanced. This is what distinguishes it from the frivolous, mindless 
and unsystematic mixing of languages-often bordering on sim
ple illiteracy-characteristic of mediocre prose writers. In such 
hybrids there is no joining together of consistent language sys
tems, merely a random combination of the brute elements out of 
which languages are made. This is not orchestration by means of 
heteroglossia, but in most cases merely a directly authorial lan
guage that is impure and incompletely worked out. 

The novel not only labors, therefore, under the necessity of 
knowing literary language in all its depth and subtlety, but it 
must in addition know all the other languages of heteroglossia. 
The novel demands a broadening and deepening of the language 
horizon, a sharpening in our perception of socio-linguistic 
differentiations. 

The Two Stylistic Lines of Development 
in the Euxopean Novel 

The novel is the expression of a Galilean perception of language, 
one that denies the absolutism of a single and unitary language
that is, that refuses to acknowledge its own language as the sole 
verbal and semantic center of the ideological world. It is a percep
tion that has been made conscious of the vast plenitude of na-
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tional and, more to the point, social languages-all of which are 
equally capable of being "languages of truth," but, since such is 
the case, all of which are equally relative, reified and limited, as 
they are merely the languages of social groups, professions and 
other cross-sections of everyday life. The novel begins by presum
ing a verbal and semantic decentering of the ideological world, a 
certain linguistic homelessness of literary consciousness, which 
no longer possesses a sacrosanct and unitary linguistic medium 
for containing ideological thought; it is a consciousness man
ifesting itself in the midst of social languages that are surrounded 
by a single [national] language, and in the midst of [other] na
tional languages that are surrounded by a single culture (Hellen
istic, Christian, Protestant), or by a single cultural-political world 
(the Hellenistic kingdoms, the Roman Empire and so forth). 

What is involved here is a very important, in fact a radical revo
lution in the destinies of human discourse: the fundamental lib
eration of cultural-semantic and emotional intentions from the 
hegemony of a single and unitary language, and consequently the 
simultaneous loss of a feeling for language as myth, that is, as an 
absolute form of thought. Therefore it is not enough merely to 
uncover the multiplicity of languages in a cultural world or the 
speech diversity within a particular national language-we must 
see through to the heart of this revolution, to all the conse
quences flowing from it, possible only under very specific so
ciohistorical conditions. 

In order that an artistically profound play with social languages 
become possible, it is necessary to alter radically the feel for dis
course at the level of general literature and language. It is neces
sary to come to terms with discourse as a reified, "typical" but at 
the same time intentional phenomenon; we must learn how to 
become sensitive to the "internal form" lin the Humboldtian 
sense) of an alien language, and to the "internal form" of one's 
own language as an alien form; we must learn how to develop a 
sensitivity toward the brute materiality, the typicality, that is the 
essential attribute not only of actions, gestures and separate 
words and expressions, but the basic ingredient as well in points 
of view, in how the world is seen and felt, ways that are organical
ly part and parcel with the language that expresses them. Such a 
perception is possible only for a consciousness organically par
ticipating in the univexsum of mutually illuminating languages . 
What is wanted for this to happen is a fundamental intersecting 



[368]  D I S C O URSE IN THE N OVEL 

of languages in a single given consciousness, one that participates 
equally in several languages. 

The decentralizing of the verbal-ideological world that finds its 
expression in the novel begins by presuming fundamentally dif
ferentiated social groups, which exist in an intense and vital in
teraction with other social groups. A sealed-off interest group, 
caste or class, existing within an internally unitary and unchang
ing core of its own, cannot serve as socially productive soil for the 
development of the novel unless it becomes riddled with decay or 
shifted somehow from its state of internal balance and self-suffi
ciency. This is the case because a literary and language con
sciousness operating from the heights of its own uncontestably 
authoritative unitary language fails to take into account the fact 
of heteroglossia and multi-languagedness.  The heteroglossia that 
rages beyond the boundaries of such a sealed-off cultural uni
verse, a universe having its own literary language, is capable of 
sending into the lower genres only purely reified, unintentional 
speech images, word-things that lack any novelistic-prose poten· 
tial. It il!..���-a.!Y..tl!!.t.b�temdg.§!!!!�!b.2,W;J!.£.W!me's aVlal'e· 
ness of itse� an!_!!s �ag�,J?.�.��tra_!� �'?� � core,.�re�f!jiv��the 
pri�ary language sy���.Jll underlying its ideology and literature 
a_nd.��r!Y.i:it. of ita..ruUx��£�(£§"!!ID�t. - � · 

But even this will not suffice. Even a community torn by social 
struggle-if it remains isolated and sealed-off as a national en
tity-will be insufficient social soil for relativization of literary
language consciousness at the deepest level, for its re-tuning into 
a new prosaic key. The internal speech diversity of a literary di
alect and of its surrounding extraliterary environment, that is, 
the entire dialectological makeup of a given national language, 
must have the sense that it is surrounded by an ocean of hetero
glossia, heteroglossia that is, moreover, primary and that fully re
veals an intentionality, a mythological, religious, sociopolitical. 
literary system of its own, along with all the other cultural-ideo· 
logical systems that belong to it. Even were an extranational 
multi-languagedness not actually to penetrate the system of liter· 
ary language and the system of prose genres (in the way that the 
extraliterary dialects of one and the same language do, in fact 
penetrate these systems)-nevertheless, such external multi-lan· 
guagedness strengthens and deaens the internal contradictori� 
ness of literary language itself it undermines the authgrity Qf 
custom and of -w;hatever yadi ions still fetter linguistic con· 
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36 .  We cannot here engage in depth th e  problem o f  the interrelationship of 
language and myth. In the relevant literature this problem has up to now 
been treated on the psychological level alone, with an orientation toward 
iolklore, and without linking it to concrete problems in the history of Ian
mage consciousness {Steinthal, Lazarus, Wundt and others) .  In Russia Pot
cbnja and Veselovskij demonstrated the fundamental relationship between 
these two problems. 

17· This scientific area is first deemed worthy of scientific inquiry in the 
paleontology of meanings" of the Japhetists. 
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even in those eras where the absolutism of this hegemony has 
long since been displaced-in the already historical epochs of 
language consciousness-a mythological feeling for the authority 
of language and a faith in the unmediated transformation into a 
seamless unity of the entire sense, the entire expressiveness in
herent in that authority, are still powerful enough in all higher 
ideological gemes to exclude the possibility of any artistic use 
of linguistic speech diversity in the major literary forms. The 
resistance of a unitary, cano��.!�ge, of a natio�al m bol
�d�b'Y.��..Y.�!�sliaxen �...!>iJ.U.t!!!J.22.§!!9JtS for hetero ossi.a 
t.2,..refapx,!;.�� dec!:;pter liter� and l!!l..K':!a!e con�u�. 
T!!�s_.:!�rbal-ideological d_:_se��E.E:g_w:Ul.,P££:.Yf PJllY: ..... vdlen a na
tional culture loses its "'sealed-off and self-sufficient character, 
wnen it becomes consCious ol itseTf'asoDtyoiie"ain.ong other cul
tures andi8nguages. iils this kiowiedgetliatwill sap the roots of 
a :oi}rtiiologl'caneeling for language, based as it is on an absolute 
fusion of ideological meaning with language; there will arise an 
acute feeling for language boundaries jsocial, national and seman
tic}, and only then will language reveal its essential human char
acter; from behind its words, forms, styles, nationally charac
teristic and socially typical faces begin to emerge, the images of 
speaking human beings. This will occur, moreover, at all layers of 
language without exception, even in the layers of greaist inten
tionality-the languages of the high ideological gemes�anguage 
jar more precisely, languages) will itself become an artistically 

! complete image of a characteristic human way of sensing and 
" seeing the world. Language, no longer conceived as a sacrosanct 

and solitary embodiment of meaning and truth, becomes merely 
one of many possible ways to hypothesize me�l 

The situation is analogous in those cases wherl a single and 
unitary literary language is at the same time another's language. 

(What inevitably happens is a decay and collapse of the religious. 
political and ideological authority connected with that language. 
It is during this process of decay that the decentered language 
consciousness of prose art ripens, finding its support in the sociai 
heteroglossia of national languages that are actually spoken) 

This is how those germs of novelistic prose appear in the polr· 
and heteroglot world of the Hellenistic era, in Imperial Rome and 
during the disintegration and collapse of the church-directed cen· 
tralization of discourse and ideology in the Middle Ages. Even iJ; 
modern times, the flowering of the novel is always connectt,! 
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with a disintegration of stable verbal-ideological systems and 
with an intensification and intentionalization of speech diversity 
that are counterpoised to the previously reigning stable systems, 
an activity that goes on both within the limits of the literary di
alect itself and outside it. 

The problem of novelistic prose in ancient times is extremely 
complex. The embryonic beginnings of authentic double-voiced 
and double-languaged prose did not in ancient times always 
achieve the status of novel, as a definite compositional and 
thematic structure. For the most part novelistic prose flourished 
in other generic formats: in realistic novellas, in satires, 38 in some 
biographical and autobiographical forms, 39 and in certain purely 
rhetorical genres (for example, in the diatribe), 40 in historical and, 
finally, in epistolary genres.41 In all these forms the germs of nov
elistic prose can be found, that is, there is an orchestration of 
meaning by means of heteroglossia. On this double-voiced, au
thentically prose plane, variants were structured (and have sur
vived) on the theme of "a novel about an ass" (pseudo-Lucian, and 
Apuleius) as well as Petronius' novel. 

38. The ironic honorific reference to the self in Horace's satires is well 
known. A humorous orientation toward one's o\vn "I" in satires always in
cludes elements of parodic stylization of the accepted approaches, others' 
points of view, the going opinions. The satires of Varro are even closer to a 
novelistic orchestration of meaning; from the surviving fragments we can 
form some idea of the character of parodic stylization of scholarly and mor
ally exhortative speech. 

39· There are elements of orchestration-by-heteroglossia and the embry
onic beginnings of an authentic prose style in the Apology of Socrates. In 
Plato, the figure of Socrates and his speeches are by and large cast in authen
tic prose. But even more interesting are the forms of late Hellenistic and 
Christian autobiography, which link the confessional history of a transforma
tion with elements of adventure and the Sittenroman, of which information 
bas come down to us (the words themselves have not survived): St. John 
Chrysostom, Justin Martyr, Cyprian and the so-called Climentine cycle of 
legends. We find, finally, the same elements in the work of Boethius. 

40. Of all the Hellenistic forms, the diatribe contains the largest amount 
• ti novelistic-prose potential: it permits, and even requires, a great variety of 
;peech manners, a dramatized and parodic-ironic appropriation of other 
;Xlints of view1 it permits a mixing of verse and prose and so forth. On the 
relationship of rhetorical forms to the novel, see below. 

41. It is sufficient to mention the letters of Cicero to Atticus. 
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Thus did the most important elements of the double-voiced and 
double-languaged novel coalesce in ancient times, elements that 
in the Middle Ages had (and in recent times continue to have) a 
powerful influence on the most important novel-types: the Pxii
fungsxoman (that branch containing the confessional ' type of vita 
and the adversity-adventure type of novel, up to Dostoevsky and 
the present day), the Bildungsxoman and the Entwicklungsxoman 
(the autobiographical branch in particular), the everyday satiric 
novel and others-that is, it influenced precisely those novel
types that incorporate dialogized heteroglossia dixectly into their 
composition, a heteroglossia of the sort that characterizes the 
lower genres and everyday speech. But in the ancient world itself 
these elements, scattered as they were throughout heterogeneous 
gemes, did not come together to form the mighty body of the 
novel; such elements were isolated, insufficiently complex mod
els for what was to become a particular stylistic line of develop
ment in the novel (Apuleius and Petronius). 

The so-called "Sophistic novels"42 belong to a completely dif
ferent stylistic line of development. Such a novel is characterized 
by sharp and relentless stylization of all its material, that is, by a 
purely monologic-abstractly idealized-consistency of style. It 
is precisely these Sophistic novels, in fact, that express most fully 
the thematic and compositional nature of the novel as a genre in 
its ancient form. They had a powerful influence on the develop· 
ment of the higher generic types of the European novel up until 
the nineteenth century: they also influenced the medieval novel. 
the fifteenth- and sixteenth-century "novel of gallantry" (Amadis, 
and the pastoral novel in particular), the Baroque novel and, fi
nally, even the novel of the Lumiexes (for example, Voltaire). To a 
significant extent it was the Sophistic novels that determined 
theoretical presumptions about the novel as a genre, and about its 
norms, that were to hold sway until the end of the eighteenth 
century.43 

42.. Cf. B. Grifcov, The Theory of the Novel (Teorija romana) (Moscow 
1927), also A. Boldyrev's introductory article to the translation of Achille
Tatius' Leucippe and Clitophon (Moscow, 192.5 ) ;  the article casts some lighz 
on the question of the Sophistic novel. 

43· These ideas found their expression in the first and most authoritau�« 
specialized work on the novel, in Huet's book (r67o). In its treatment of tho�' 
special problems that arise in connection with the ancient novel, this boo;. 
found its successor only with the work of Erwin Rohde-that is, only afi,. : 
zoo years (1876 ) .  
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The highly abstract and idealizing stylization of Sophistic nov
els nevertheless permitted a certain degree of variety in stylistic 
manners, an inevitable consequence of the variety of (relatively) 
independent structural units and genres that go into such novels 
and that are found there in such abundance. These might include 
a story told by another author, or stories told by protagonists and 
witnesses, descriptions of a country, nature, cities, noteworthy 
places, works of art (descriptions that seek to be definitive, and 
even to pass a certain judgment on the material they describe), 
pronouncements (which also strive to be definitive and ex
haustive treatments of their scholarly, philosophical and moral 
themes), aphorisms, embedded stories, rhetorical speeches re
lated to various rhetorical forms, letters and developed forms of 
dialogue. It is true that the degree of independence such struc
tural units have in the style of the novel does not in any way cor
respond to their degree of structural independence or to the de
gree they are definitive genres. in their own right, but-and this is 
the main thing-all these elements are treated in Sophistic nov
els as if they were equally intentional and equally conventional: 
they all exist on the same verbal and semantic plane, they are all 
used to express, directly and with equal force, the intentions of 
the author. 

The very conventionality and extreme (abstract) consistency of 
this stylization is, moreover, of a sort peculiar to itself. It has no 
single, primary or stable system of ideology behind it-religious, 
sociopolitical or philosophical. From an ideological point of view 
the Sophistic novel is absolutely decentered (as in all the rhetoric 
of the 11Second Sophistics11 ) .  The very unity of the style is pre
sumed to be self-sufficient from the very start; it is rooted in 
nothing, nor is it reinforced by the unity of any cultural-ideologi
cal world. The unity of this style is a peripheral phenomenon, 
merely 11a matter of words.11 The very abstractness and extreme 
tsolation of the stylization betrays veritable oceans of the most 
primal heteroglossia, out of which these works, in all their verbal 
unity, well up. But such unity wells up without having assimi
lated the heteroglossia by introducing it into its subject (an ac
tivity that authentic poetry also avoids) .  Unfortunately we do not 
know to what extent this style was predicated on its reception 
.tgainst the background of that very heteroglossia. The possibility 
· ,f a dialogic interrelationship between aspects of it and existing 
;anguages of heteroglossia can by no means be ruled out. We do 
!lOt know, for instance, the functions performed here by the 
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countless, highly various references that fill such novels : is it 
a directly intentional function, such as a poetic reference, or is 
it something else, perhaps prosaic (that is, such references may 
be double-voiced formulations) ?  Axe pronouncements and max
ims always directly intentional, semantically integral? Might 
they not frequently have an ironic or directly parodic character? 
In a whole series of cases, the place such statements occupy in 
the composition forces us to assume as much. Thus, where 
lengthy and abstract discussions serve a retarding function and 
interrupt the story at its most intense and tension-filled moment, 
the very inappropriateness of such an interruption (especially 
where pedantically proliferating discussions are hooked up with 
pretexts that are obviously arbitrary) throws a mantle of materi
ality over everything, forcing us to suspect the presence of pa
rodic stylization. 44 

\ Ex£e;etJB.tlwse casea�.t.J.§.N...Q§.§ht.apparent,...the presence 
of par()d.Y..!§. mge.:p.erall!�cy-.d.i.ffi.cuLU.!t��e��Y i!J?.�o 
idell.� ����s_ely inJiW.��$<;>se, wh:�!.� it �ar�h!; i.s ,&tOss!. with· 
�tJp.()\VID.S �) .. !S!mmnd of ay��!scourse against which it is 
prgiest,�c1...that is, witlumt.kn9wingl1i,ses�.f.ili.sontext. In w_s!_d 
literature there are probably many works whose parodic nature 
has not even been suspected. In world literature in general there 
are probably very few words that are uttered unconditionally, 
purely single-voiced. And yet we look at world literature from a 
tiny island limited in time and space, from a monotone, single
voiced verbal culture. And, as we shall see in what follows, there 
do exist such types and variants of double-voiced discourse. 
whose double-voicedness is very easily exhausted in the process 
of their perception and that do not totally lose their artistic sig
nificance even when re-accented in a direct, single-voiced wa,,
(they flow together with the great mass of direct authorial words I 

The presence of parodic stylization (and other variants of dou· 
hie-voiced discourse) in the Sophistic novel45 cannot be doubted 
but it is difficult to determine the actual weight such discoursl' 
carried in them. To a very real extenf we have lost forever the 

44· Cf. the extreme use that Sterne makes of this device, and the mo1c 
highly varied oscillations in degree of parody practiced by Jean Paul. 

45 · Thus Boldyrev, in the above-mentioned article, notes Achilles TaU1J , 
parodic use of the traditional motif of the prophetic dream. Boldyrev, by th-
way, considers Tatius' novel to be a deviation from the traditional type, ten� 
ing rather toward a comic novel of manners. 
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background of heteroglot words and meanings against which 
these novels sounded and with which they dialogically inter
acted. Perhaps the abstract, hard-edged stylization in these nov
els, striking us now as so monotonous and flat, seemed more 
vivid and more diversified against the background of the hetero
glot world contemporaneous with them; or perhaps this styliza
tion entered into double-voiced play with certain aspects of this 
heteroglot world and initiated dialogic exchanges with them. 

The Sophistic novel is the starting point for the European 
novel's First ! so we will arbitrarily designate it) Stylistic Line of 
development. In contrast to what we shall call the Second Line
for which, in ancient times, the ground was only prepared in a 
variety of different genres and which never coalesced into a form 
that was, in itself, a full-blown novel-type !not even the Apuleian 
or Petronian novel can be considered a complete type representa
tive of this Second Line)-the First Line found, in the Sophistic 
novel, a sufficiently full and finished expression. It was an expres
sion that determined (as we have already said) the entire subse
quent history of development in that line. Its primary charac
teristic is the fact that it knows only a single language and a 
single style !which is more or less rigorously consistent);  hetero
glossia remains outside the novel, although it does nevertheless 
have its effect on the novel as a dialogizing background in which , 
the language and world of the novel is polemically and forensi
cally implicated. 

In the further history of the European novel we will continue to 
notice the same two fundamental lines of stylistic development. 
The Second Line, to which belong the greatest representatives of 
:he novel as a genre (its greatest subgenres as well as the greatest 
;ndividual examples), incorporates heteroglossia into a novel's 
�"mposition, exploiting it to orchestrate its own meaning and fre
• IUently resisting altogether any unmediated and pure authorial 
. hscourse. The First Line, which most strongly exhibits the influ
ence of the Sophistic novel, leaves heteroglossia outside itself, 
r hat is, outside the language of the novel; such language is styl
: : �.:J  in a special way, a novelized way. But as we have said, even 
: · · perception presumes heteroglossia as a background, and even 
. :  :nteracts dialogically with various aspects of this heteroglossia. 
•, • Jnsequently, the abstract, idealizing stylization of such a novel 
: - Jetermined not only by its own subject and by the direct ex
; · : c :,sion of a speaking person (as is the case in pure poetic dis
- · urse), but also by another's word, by heteroglossia. Such styli-
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zation involves a sideways glance at others' languages, at other 
points of view and other conceptual systems, each with its own 
set of objects and meanings. This is one of the most fundamental 
distinctions between novelistic stylization and poetic stylization. 

Both the First and Second Stylistic Lines of development
each in its own way-divide into a series of specific stylistic 
variants. Both lines crisscross and are interwoven with each oth· 
er in a number of different ways; that is, ultimately a unity is 
forged between the stylization of the material and its heteroglot 
orchestration. 

We will briefly touch on the classical chivalric romance in 
verse. 

The literary-language (and more broadly, the ideological-Ian· 
guagel consciousness of these novels' creators and audience was 
quite complex: on the one hand, this consciousness was highly 
centralized socially and ideologically, it rested on a socioeco· 
nomic class base that was both fum and stable. This conscious· 
ness was almost a caste consciousness in the degree to which it 
was hermetically self-sufficient. But at the same time this highly 
centralized consciousness lacked a unitary language, one fused 
organically with its cultural-ideological world of myth, customs, 
sets of beliefs, traditions, ideological systems. In terms of the cui· 
tural language available for its expression, this consciousness was 
profoundly decentralized and, to a significant degree, intema· 
tiona!. The decisive factor in this literary-language consciousness 
was above all the gap between language and its expressive mate· 
rial (on the one hand I and (on the other I the gap between this ma· 
terial and contemporary reality. Such a consciousness lived in a 
world of alien languages and alien cultures. As these were re
worked, assimilated and subjected to the unity of a belief system. 
of a type peculiar to class society and its ideals, and as these were 
ultimately opposed to the surrounding heteroglot world created 
by th� popular lower strata, the literary-language consciousnesb 
of the creators and audience of the chivalric romance in verse co· 
alesced and was born. This consciousness was constantly obliged 
to deal with an alien discourse and alien world: ancient literature 
early Christian legend, Breton-Celtic oral tales (but not the nati,·� 
national epic, which reached its peak in the same era as did th; 
chivalric romance, parallel with it but independent of it and ex·  
ercising no influence on itl-all of this served to intensify th• 
heterogeneous and polyglot material (Latin plus various nation., :  
languages! in which the unity of the socioeconomic class e m:  
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sciousness of the chivalric romance was clothed, a unity that was 
nevertheless strong enough to overcome the alien qualities of the 
material. Translation, reworking, re-conceptualizing, re-accent
ing-manifold degrees of mutual inter-orientation with alien dis
course, alien intentions-these were the activities shaping the 
literary consciousness that created the chivalric romance. The in
dividual consciousness of a given creator of chivalric romances 
need not exploit all stages in this interaction with alien dis
courses, but it was nevertheless the case that this process was 
fully worked out in the literary-language consciousness of the 
era, and determined the creative activity of separate individuals. 
Material and language were not given as a seamless whole las 
they were for the creators of the epic), but were rather frag
mented, separated from each other, had to seek each other out. 

It is this that defines the uniqueness of style in chivalric ro
mances. There is not a drop of naivete in it, in language or in 
speech. Naivete lif it is to be found at all) is due to the still un
differentiated and rigid unity of the dominant class. This unity 
permeated all aspects of the alien material, and could reformulate 
and re-accent them to such a degree that the world of these novels 
appears to have the unitary quality of epic. The classic chivalric 
romance in verse actually lies on the boundary betw�en epic and 
novel, but it clearly tends more toward the novel's pole. The most 
profound and perfected models of this genre, such as Wolfram von 
Eschenbach's Parzival, are already authentic novels. Eschen
bach's Parzival can no longer be considered a pure example of the 
First Line of novelistic development. It is the first German novel 
to be profoundly and fundamentally double-voiced, capable of co
t.lrdinating the unconditional quality of its intentions with a sub
t le and considered observing of distances vis-a-vis language, all of 
·.�·hich takes into account language that has been somewhat re
tfted and relativized, removing it ever so slightly from the au-
: h.or's lips by means of a faint smile.46 • 

The first prose novels were in an analogous situation with re
.:.ud to language. The element of translation and reworking is 
: , ,regrounded in them even more sharply and bluntly.( It could 

.;;,. Parzival is the first "problem" novel and the first Entwicklungsroman. 
�� ; , generic variety-as distinct from the purely didactic (rhetorical], pri
-:Jnlv single-voiced Priifungsroman ( Cyropaedia, Telemaque, Emile] is one 
· ·. " : requires a double-voiced discourse. The humorous Priifungsroman with 
" ' .�Jrp parodic bent is a specific variation on this type. 
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even be said that European novel prose is bom and shaped in the 
process of a free (that is, reformulating) translation of others' 
works. It is only with French novelistic prose that the aspect of 
translation, in the strict sense, was not so characteristic in the 
early stages-for the French, the proces,.s of "transposing" epic 
verses into prose was more fundamentalJThe birth of novelistic 
prose in Germany is especially paradi atic in this re ard: it was 
create y a ermamze rene aristocracy in the £ 

eu ans a 1 pos1tton of Frenc prose and poetry. . 
These were tfie"liegmmng(Of fiOVeJistic :Ef.o![i!i Q&iman}i 

The language consciousness characteristic for those who cre
ated the prose novel was fully decentered and relativized. It wan
dered freely among languages in search of material it could make 
its own, easily detaching any material from any language I that is, 
from among the languages available) and assimilating it into "its 
own" language and world. And this "language of its own"-still 
unstable, still coalescing-offered no resistance to the translator
transposer. The result was a complete rupture between language 
and its material, the profound indifference of one to the other. 
The "style" specific to such prose has its origins in this mutua1 
otherness of language and its material. 

To speak of style in such cases is not really possiblei we can 
only speak of a form of exposition. For what takes place here is 
precisely the substitution of sheer exposition for style. Style can 
be defined as the fundamental and creative [triple] relationship of 
discourse to its object, to the speaker himself and to another's 
discoursei style strives organically to assimilate material into 
language and language into material. Style cannot accommodate 
anything that is in excess of this exposition, anything given, al· 
ready shaped, formed in wordsi style either permeates the obiec! 
directly and without any mediation, as in poetry, or refracts iv. 
own intentions, as in literary prose Ieven the prose novelist doe.� 
not expound the speech of another, but rather constructs an anis· 
tic image of it) .  Thus the chivalric romance in verse, while it tcw 
is defined by a rupture between material and language, is able t1 ' 
overcome this gap and to assimilate material to its languag\· 
thereby creating a special variant of authentic novelistic style · 

4 7. Translating and assimilating alien material is completed here nor �� 
the individual consciousness of the creators of novels: this process, lell!nl::·. 
and multi-staged, is accomplished in the literary-language consciousnes� . :  
the epoch. Individual consciousness neither begins it nor ends it, but lS pa:: 
of its progress. 
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Europe's earliest novelistic prose arises and is shaped prec:lsely as 
expository prose, and for a long time this fact governed its fate. 

It is not of course only the elementary fact of a free translation 
of alien texts, nor •.the cultural internationalism of its creators, 
that determines the specific quality of this expository prose. In
deed, both creators and audience of chivalric verse romances 
were sufficiently international in terms of their culture. Of great 
importance also was the fact that such prose lacked a fum uni
tary social basis, possessed no calm and assured self-confidence 
such as would derive from an association with a fixed social 
stratum. 

As is well known, the printing of books played an extremely 
important role in the history of the chivalric romance, for it 
served to shift and displace its audience.48 It served to shift dis
course into a mute mode of perception, a shift decisive for the 
novel as a genre. This societal disorientation becomes deeper and 
more pervasive as the novel continues its development, and the 
chivalric romance, a product of the fourteenth and fifteenth cen
turies, begins a period of wandering between social classes, a 
wandering that ends only when it is absorbed into the "folk litera
ture" of a reading public made up of lower social groups: from 
this low level it is brought back up into the light of a literarily 
sophisticated consciousness by the Romantics. 

Let us pause briefly on the specific features in, this earliest of 
prose novels. It is a discourse divorced from its material and not 
permeated by the unity of a social ideology; it is surrounded by 
speech as well as language diversity, it lacks any support or cen
ter. Wandering between social classes, lacking any roots, this dis
course was forced to assume a character compounded of specific 
conventions; this was not however the healthy conventionality of 
poetic discourse but rather one resulting from the impossibility, 
under these conditions, of making full artistic use of discourse, or 
nf formulating it in a wide diversity of aspects. 

Discourse that is divorced from its material or from a support
;ve ideologfc.!!_l unity organic to it has much in it that is super
rluous, unnecessary, not available for authentic artistic conceptu
Jlization. It is necessary to neutralize or somehow structure all 
this excess in the discourse in such a way that it not prove an 

.:�il. At the end of the fifteenth and beginning of the sixteenth century 
: here emerged printed editions of almost all the courdy romances that had 
-., ;:n  created up to that time. 
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obstacle; discourse must be freed from its status as mere raw ma
terial. The special conventionality of such a discourse serves just 
such a purpose: everything that cannot be conceptualized is or
dered on the template of convention, smoothed out, straightened, 
polished, touched up. Everything that cannot be authentically 
conceptualized in art must find for itself a substitute form in in
discriminately chosen conventions or in mere decorativeness. 

Divorced from its material as well as from an ideological unity, 
how is discourse to deal with all the associations suggested by its 
sounds [zvukovoj obraz], how is it to deal with its inexhaustible 
wealth of diverse forms, shadings and nuances, its wealth of syn
tactic and intonation structures, the inexhaustible multiplicity of 
meanings it assigns objects and social realities? All such consid
erations are superfluous in expository discourse, for it cannot un
der any circumstances be organically fused with its material, in
tentions cannot penetrate it. Expository discourse is thereforf' 
forced to conform to a conventional external structure-the im
age suggested by the sound seeks no more than an empty eu
phon'fJ and the syntactic and intonational structure seeks nn 
more than an empty ease of manner, a sniooth finish, or it might 
seek (in the other direction) an equally empty rhetorical complex
ity, something florid and overblown, an ornamented exterior, a If'· 
duction of semantic polysemy to empty single meanings . Exposi · 
tory prose may, of course, even adorn itself with poetic tropes, bui 
in such a context they lose the kinds of meanings they havf' ir 
poetry. 

Thus does expository prose legalize and (as it were) canoniz, 
the absolute rupture between language and material, and seek tt'r 
itself a form that will permit this rupture to be overcome h 
style-no matter how conventional and obvious that style Illigl: :  
at first glance seem. This form can avail itself of any maten.; , 
from any source. Language used in this way is a neutral elemrr: : 
that appeals precisely because it is dressed up, permitting its st: r 
face charms to be emphasized, its merely external meaning&. t� c 
wit and pathos of the material itself. 

The expository prose of chivalric romances continued to c :c  
velop in this direction until it reached its apogee in Am a dis. ' j: �  � 
again in the pastoral novel. In the course of this developm. :: ·  

49 ·  Amadis, when it spread from its Spanish homeland, turned : : : · 
thoroughly international novel. 
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however, expository prose was enriched by new and important el
ements that permitted it to approximate authentic novel style 
and to determine the First Line of development in the European 
novel. The full organic unification and interaction of language 
with its material ln. the novel does not, it is true, take place here, 
but rather in the Second Line, in a style that fragments and or
chestrates its oWq intentions-that is, it takes place in the line 
that was to prove,e!sential and highly productive in the later his
tory of the European novel. 

AB expository novel prose develops there arises a special cate
gory of value, "the literariness of language," or I closer to the spirit 
of the original understanding of this category) "making language 
respectable." This is not a category of style in the strict sense of 
the word, for no specific, normative, artistic requirements of a 
genre stand behind it; but at the same time it is not a category of 
language either, which would serve to isolate literary language as 
a specific socio-dialectological unity. The category of "literari
ness" and "respectability" lies on the boundary between the re
quirements and value judgments inhering in style, on the one 
hand, and the constitutive and normative requirements of lan
guage on the other I that is, on the boundary between considering 
a given form part of, or not part of, a specific dialect in the former 
case, and establishing its linguistic correctness in the latter). 

The categories of popularity t approachability are pertinent 
here-accommodations that ar made to the apperceptive back
;,tround so that utterances may -easily dealt with against that 
background without its being dialogized, without calling forth 
any sharp dialogic cacophony between context and what is said, 
:n other words, the smoothing and ironing-out of style. 

1n different national languages and different epochs, the general 
and, as it were, extra-generic category of the "literary language".is 
:illed w�th a variety of concrete content; it has differing degrees of 
;rnportance in the history of' literature as well as in the history of 
i 1 terary language. But everywhere and always "literary language" 
:: .1s as its area of activity the conversational language of a liter
.i dy educated circle fin the example cited above, the language of 
r\!Spectable society"), the written language of its everyday and 

'tmiliterary genres (letters, diaries, etc.), the language of socio
. i �ological genres (speeches of any kind, pronouncements, de

<r : prions, printed articles, etc.J and ultimately of the artistic 

�: ,: �e  genres, in particular the novel. In other words, this category 
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attempts to regulate the area of literary and everyday lin the sense 
of dialectological) language not already regulated by the strict, 
previously coalesced genres, with the specific and well-differen
tiated demands they make on their own languagesi the category 
of a "general literariness" does not of course apply at all in the 
areas of the lyric, the epic and the tragedy. The concept "general 
literariness" regulates the area of spoken and written heteroglos
sia that swirls in from all sides on the fixed and strict poetic 
genre-gemes whose demands spring neither from conversation
al nor from everyday written language.50 �'General literariness" 
attempts to introduce order into this heteroglossia, to make a sin
gle, particular style canonical for it\ 

We repeat, the concrete content of this extra-generic literari
ness of language can be profoundly diverse, with varying degrees 
of specificity and concreteness; for its support it may rely on a 
variety of cultural-ideological intentions, it may motivate itself 
with the most diverse interests and values-and all this in order 
to preserve the socially sealed-off quality of a privileged commu
nity ( 11the language of respectable society"), or to preserve locaJ 
interests at the national level-for example, to reinforce the he· 
gemony of the Tuscan dialect in the Italian literary language-or 
to defend the interests of cultural-political centralization, as oc· 
curred for example in France in the seventeenth century. A widt: 
variety of concrete forces may fill this category: its function may 
be served by an academic grammar, a school, salons, literary 
tendencies, specific gemes and so forth. And this category rna' 
seek to extend its borders to the limit of language [as opposed t1 ' 
style), that is, to the outer limits defining a language: in sucl1 
cases it achieves a maximal degree of generality but is deprived or 
almost all ideological coloration and specificity lin such cases t:  
motivates itself with phrases of the type 11such is the spirit of la11 · 
guage," "that is very French," etc. ) .  But it may also do the or· 
posite, and seek its stylistic [as opposed to linguistic] limit: ! !"!  
this case its content becomes even more ideologically concret l 
and acquires a certain definiteness as regards objects and em, , ·  
tions. These new requirements . serve to define, with great spe.: : ·  
ficity, those who speak and those who write lin such cases ' : 

so. The horizon of "literary language" may be considerably narr< •''· - "  
down in other epochs-when one or another semi-literary genre works < ; l : :  
fixed and sharply differentiated canon (for example, the epistolary genre: 
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motivates itself in this way: "thus should every respectable per
son think, talk, and write," or "every refined and sensitive man 
does thus and �o . . .  ," etc. ) .  In the latter instance, the "literari
ness" regulating the genres of ordinary everyday life (conversa
tions, letters, diaries) cannot fail to exercise an influence-some
times very profound-on the way we think in our actual lives, 
and even on our very life-styles, creating "literary people" and 
"literary deeds." And finally, there is great variety in the degree to 
which this category may be historically actualized and essential 
in the history of literature and literary language: it may be great, 
for instance, as in France in the seventeenth and eighteenth cen
turies, but it can also be negligible; thus, in other epochs, hetero
glossia (even dialectological heteroglossia) spills over even into 
the 1righ poetic genres. All of this-the nature and varying de
grees of historical actuality-depends of course on the content of 
"literary language," on the force and durability of the cultural and 
political instantiation upon which it relies. 

We are touching here only fleetingly on the extremely impor
tant category of the "general literariness of language." We are not 
concemed with its significance in literature in general or in the 
history of literary language, but only as it plays a role in the his
tory of novelistic style: )ill.d its importance here is enormous: it 
has a direct significance k_novels of the First Stylistic Line, and 
Jn indirect significance in novels of the Second Line. 

Novels of the First Stylistic Line aspire to organize and styl
i&tically order the heteroglossia of conversational language, as 
·.·:ell as of written everyday and semiliterary genres. To a signif
:(ant extent this impulse to order determines their relationship 
' • heteroglossia. Novels of the Second Stylistic Line, however, 
: ;ansform this already organized and ennobled everyday and liter
l r 'f  language into essential material for its own orchestration, and 
: : 1 to people for whom this language is appropriate, that is, into 
· : ,terary people" with their literary way of thinking and their lit
� r.rrv ways of doing things-that is, such a novel transforms 
: :; em into authentic characters. 

\n understanding of the stylistic essence of the First Line is 
: :npossible without taking into account the following extremely 
. :-: : portant consideration, namely the special relationship these 
-, , ,·els have with conversational language and with life and every
: J ·, genres. Discourse in the novel is structured on t,n unin
: c r rupted mutual interaction with the discourse of life.(Ihe chi-
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valric romance in prose sets itself against the "low," "vulgar" 
heteroglossia of all areas of life and counterbalances to it its own 
specifically idealized, "ennobled" discourse. Vulgar, nonliterary 
discourse is saturated with low intentions and crude emotional 
expressions, oriented in a narrowly practical direction, overrun 
with petty philistine associations and reeks of specific contexts. 
The chivalric romance opposes to all this its own discourse, 
linked only with the highest and noblest associations, filled with 
references to lofty contexts !historical, literary, scholarly). Thus 
may the ennobled word-as distinct from the poetic word-re
place the vulgar word in conversations, letters and other everyday 
genres just as a euphemism replaces a coarse expression, for it 
seeks to orient itself in the same sphere as real-life discourse.\ 

Thus does chivalric romance become a vehicle for the exira
generic literariness of language-it aspires to provide norms for 
language in real life, to teach good style, bon ton, how to con
verse in society, how to write letters and so on. The influence oi 
Am.adis was very great in this respect. Special books such as 
Treasures of Amadis and The Book of Compliments were com· 
piled that brought together models of conversations, letters. 
speeches and so forth extracted from the novel, and such book:
were very widely distributed and extremely influential through· 
out the entire seventeenth century. The chivalric romance pro· 
vided a discourse proper to all possible situations and events ir. 
life, while at the same time everywhere opposing itself to vulgar 
discourse and its coarse ways. 

Cervantes excelled in describing encounters between a di� · 
course made respectable by the romance and vulgar discourse-L� 
situations fundamental in both novels and life. In Don Quixot' 
the internally polemical orientation of "respectable" discow·� ,  
vis-a-vis heteroglossia unfolds in novelistic dialogues with Sar. · 
cho, with other representatives of the heteroglot and coarse real : 
ties of life and in the movement of the novel's plot as well. Th o 
internal dialogic potential embedded in respectable discourse : 
thus actualized and brought to the surface--in dialogues and :r. 
plot movement-but, like every authentic manifestation of �� �  
dialogic principle in language-it does not exhaust itself cron: 
pletely in them, and is not resolved dramatically. 

For the poetic word in the narrow sense, such a relationshir : 
extraliterary heteroglossia is of course absolutely excluded. In · , ,_ :  
lived experience and in the genres of everyday life situation!� ;l r. �  
everyday genres, poetic discourse cannot oppose itself to b e :  
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eroglossia even indirectly, for it shares no immediate common 
ground with it. True, it may influence everyday genres and even 
conversational language, but it does so only indirectly. 

To realize its task of stylistically organizing everyday language, 
it was of course necessary for the chivalric romance in prose to 
incorporate into its own structure a multitude of diverse genres 
from everyday life, as well as extraliterary ideological genres. The 
romance, like the Sophistic novel, came close to being a complete 
encyclopedia of the genres available in its time. From the point of 
view of their structure, all the inserted genres possessed a certain 
degree of completeness and self-sufficiency; for this reason they 
could easily detach themselves from the romance and still main
tain their shape in isolation, as distinct models. Depending on 
the nature of the inserted genres, even the style of the romance 
1answering to only a minimum of generic requirements) might be 
somewhat modified-but in everything essential it remained sin· 
gle-imaged. Here one cannot even talk of generic languages in the 
strict sense: over the entire multi-imaged diversity of inserted 
genres there is stretched one "respectable" language, and this 
effectively turns everything into one single image. 

The uni , or more recisel this sin e-im ed ualit of en
no le an - · · cie t · ' cal md 
abstract. At its hrart Hes a certajp pose of respectability: which it 
consistently �ss!!!!!es in all situations, vis-a·vis low reality. But 
this respectab,k.pos� {gx_ all it§ unit;y ang seU-consistenc}r, is our· 
�:based at the rice of olemical abstraction and is therefore inert, 
gtatic an moribl;!!!- . m f&a;, 1:hx unity and re ent ess cpnslstency 
nt these novels is inevitable given their social disorientation and 
1deological rootlesmes§1 The way of percejyjng objects and e:x;., 
;��essions pe;rl(Jiar to �s. �velis�A� �E�!!..B�t !h� e�t;!: 
:nanging wor d view of a� and mobile human being, one 
:nrever Qc!J2.i!ig into the' .:ey of reil'ille; if"is ratherffi.ere
' :rict�d worl4_vle'!_�l a mai(fil!!!K f,g.I!res�IV[QU[��� 
::nmo�il«LWls�, _ someon�-w!wse moyementa ate. mild.e not in 
·rder betta,to 5.e,jJ.,Bt.guite_ the gpppsjte M m,ms so that he 

:!:on· turn awgx.fr.QW.. �Q:tDotice., . be distriktGd, ':[his world vie� 
:: lled not with real-.!!,fe_!!rl� �ut with verbal references to· litet· 
.:: :r �d im!!8e� is Eolelnically set !8ainst the brute hetero· 
� ! '! �Sla of �l Jr;Yotl.d.aud J2f.in:S�kingly (although jn a dc)i.b· 
. mel¥ pglamisal, and tltete�tangible, way! cleansed of all 
� : ssible associations with crude real life. 

= 
\Representatives of the Second Stylistic Line IRabelais, Cer· 
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vantes and others) parodically reverse this device of avoidance; 
they develop, by means of comparisons, a series of deliberately 
crude associations, which have the effect of dragging what is 
being compared down to the dregs of an everyday gross reality 
congealed in prose, thereby destroying the lofty literary plane 
that had been achieved by polemical abstraction. Here hetero
glossia avenges itself for having been excluded � made abstract 
I�, for instance, the speeches of Sancho Panza).5 
1For the Second Stylistic Line, the respectable anguage of the 

cliivalric romance-with all its polemical abstractness-be
comes only one of the participants in a dialogue of languages, it 
becomes the prosaic image of a language-most profoundly and 
fully instanced in Cervantes-capable of internally dialogic re
sistance to new authorial intentions; it is an image that is agi
tatedly double-voiced\ 

Toward the begim:{ing of the seventeenth century, the First 
Stylistic Line of the novel begins to change somewhat: real-life 
historical forces begin to utilize abstract idealization and abstract 
polemics for the realization of tasks �hat are more concretely po
lemical and forensic. The social disorientation of the abstract ro
mance of chivalry is replaced by the marked social and political 
orientation of the Baroque noveL 

The pastoral novel already experiences its material and orients 
its stylization in a fundamentally different way. It is not only that 
the material is more freely treated; 52 its very functions change. 
Baldly stated, contemporary reality is still not the source for all 
that is incorporated into the alien material of the novel, but reaJ.· 
ity is clothed in that alien material; what is incorporated can 
therefore, express itself in the material. The romance relation .. 

5I.  German literature is characterized by a certain partiality to this devu.c 
bringing high discourses low through a series of degrading comparisons an -'  
associations. Introduced into German literature by Wolfram von Eschenbact 
this device in the fifteenth century determined the style of folk preach�;! ' 
such as Hillary von Kaisersberg, in the sixteenth century Fischart's style. : : :  
the seventeenth century the sermons of Abraham a Santa Clara and in tJ·, .. 
nineteenth century the novels of Hippe! and Jean Paul. 

p .. This fact concerns the most important compositional achievem.-r: : 
the pastoral novel made vis-a-vis the courtly romance: a great concentrac :: 
of action, a greater finished quality to the whole, the development of a iot ·· :  
ized landscape. One should also point out the introduction of mythoL 
(classical mythology) and verse into prose. 
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ship toward material begins to be replaced by something com
pletely different, by a Baroque relationship. A new formula is 
found for relating.m materla-J.,.-a new..mod�for jts arti.atiQ�a
tio� '!hic� .. 'Y�-:-:a�ru..Qsb;-!!,etlu.� \!.§ a  re-clothinei of sur
iol1.ndin&,!�![!ty_ip, aJien.material4akin to enactins a sort othero-
§&.!11!-sg_u� 53 • •  � �r����el\�e ... Qf.§.�.U- b�m�� st]p.ng�r -�.!l, 
more inten§e, Jtpe�s t() u���--� 2jyer�i!Y pf al�en,.m,�!e�!!!.!gr 
purpo�e�.2!....��J!:�Xl!r��s!g!l,. an� §.�lf�I�pr1:$entfWJlu •..• -'l.Jli& . !l�� 
feeling tow.ard.material and.the.ne..w:.mod� of utilizing it.ta.mer�ly 
§!.�e<J.m . .the.;pastoxal llQXel; its scope in such novels is still too 
narrow, the historical forces of the epoch not yet sufficiently con
centrated. There is an aspect of intimate-lyrical self-expression 
dominating these lwhat might be called) "chamber" novels. 

This new mode of utilizing material is developed and realized 
tO -fhem extent in the"'"'fiaro uenovertJiafaeafs�witli''b:�roes 
fromhlst;cy:The �;a--greeciiTY s�eroi.CaiTyCFiarged matenal 
from an ages, countries and cultures; a powerful sense of self is 
felt in thes� attempts to invest itself organically with every con
ceivable_cype of heroically charged material, regardless of its cul
tural-ideological source. Exoticism of every sort was felt to be de
sirable: oriental subjects were no less widespread than ancient or 
medieval subjects. To find oneself, to realize oneself in the alieii; 
to heroizE.,o�s�.J.t@:i.Q..l}e'§�own.....!,_ttu_s8T"�a!!e!i,m�:tu�Jt 
was the peculiar intensity o!._t!Ie !..¥..9.9.Y£JUJ..Yel. The Baroque feel
ing for tliewortd, Wiffiits polarities, with the excessive tension 
of the contradictory unity permeating its historical material, 
squeezed out any trace of internal self-sufficiency, any internal 
resistance the alien cultural world lwhich had created this mate· 
rial) might offer; it transformed the world into an externally styl
:zed shell for its own special content. 54 _J 

The historical significance of the Baroque novel is enormous. 
:\lmost all categories of the modem novel have their origin in one 
•:or another of its aspects. The Baroque novel, heir to the entire 
pteceding development of the novel and utilizing this heritage to 

; 1 ·  Characteristic here is the widespread phenomenon of the "dialogue ol 
: �. ,  dead"-a form that makes it possible to converse on one's own topics 
. · �uemporary and everyday themes) with sages, scholars and heroes of all 
. untries and all eras. 

, -t· There is a literal re-dressing of concrete persons from contemporary 
. :, m !Honore d'Urfe's] L'Astree. 
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the full (the Sophistic novel, Amadis, the pastoral novel), was 
able to unify in itself all those elements-problem, adventure, 
historical, psychological, social-that would later figure sepa
rately as independent categories of novel. The Baroque novel be
came in subsequent times an encyclopedia of source material, a 
source of novelistic motifs, plot positionings and situations. The 
majority of motifs in the modem novel that, from a comparative 
perspective, were derived from ancient or oriental sources found 
their way into the modem novel through the Baroque novel; al
most all genealogical researches lead directly to 'it in the first in
stance and later, through it, to its own medieval and ancient 
sources (and further back, to the Orient itself ).  

We quite properly use the term Prii.fungsroman for the Baroque 
novel. It is this [testing] aspect that makes it a culmination of the 
Sophistic novel, which was also a "novel of trial" (testing the 
fidelity and chastity of separated lovers) .  But in the Baroque novel 
it is the trial of the protagonist's heroism and fidelity, his all
round irreproachability, that serves to unify the novel's grand and 
exceedingly diverse material, and in a much more organic way. 
Everything in it is a touchstone, a: means for testing all the sides 
and qualities of the hero, qualities required by the Baroque ideal 
of heroism. The idea of trial organizes the material throughout, at 
a deep and sustained level. 

We must pause on this idea of trial, and on some of the other 
organizing ideas in the novel as genre. 

The idea of testing the hero, of testing his discourse, may very 
well be the most fundamental organizing idea in the novel, one 
that radically distinguishes it from the epic. From the very begin· 
ning the epic hero has stood on the other side of trial; in the epic 
world, an atmosphere of doubt surrounding the hero's heroism is 
unthinkable. 

The idea of trial permits a complex organization of diverse nov· 
elistic material around the hero. But the very content of the idea 
of trial may change fundamentally in different eras and amollf 
different social groups. In the Sophistic novel this idea, which ha'i 
first coalesced in the rhetorical casuistry of the Second Sophistic 
is expressed in a manner that is crudely formalistic and extemai 
(a psychological or ethical dimension is utterly lacking). Th:i, 
idea underwent a change in early Christian legend, saints' Jiv, , 
and confessional autobiographies, where it was usually unitt:� 
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with the idea of crisis and rebirth (these are embryonic forms of 
the adventure-cum-confession novel of trial) .  The organizing idea 
of trial was given specific content in the enormous hagiographic 
literature of early Christians, and later in medieval lives, on the 
one hand by the Christian idea of martyrdom (trial by suffering 
and death) and on the other by the idea of temptation (trial by se
duction). 55 Another variant on this same idea of trial organizes 
the material of the classical chivalric romance in verse, a variant 
that unites in itself both the features of trial characteristic of 
Greek romance (the testing of lovers' fidelity and valor) 8Jld those 
of Christian legend (trial by suffering and temptations) .  The same 
idea-although weakened and reduced-organizes the chivalric 
romance in prose, but it organizes such novels palely, externally, 
not penetrating to the core of the material. Ultimately in the Ba
roque novel}\ this idea elegantly unifies the most grand and di
verse materfal with extraordinary compositional force. 

As the novel continues to develop, the idea of trial preserves its 
overwhelming organizational significance, filling up with various 
ideological content depending on the era and all the while main
taining its links with tradition-but with now one, now another 
line of development predominating (ancient, hagiographical, Ba
roque). A special variant on the idea of the test, one extremely 
widespread in the ninteenth-century novel, was the testing of a 
hero's faithfulness to his calling, a testing of his genius and his 
"chosenness." Here first place belongs to the particular Romantic 
version of "chosenness" and the tests to which life puts it. A very 
important later vlmation of this "chosenness" motif is embodied 
in the Napoleonic parvenu of the French novel (the heroes of 
Stendhal and Balzac). In Zola the concept of "being singled out" is 
transformed into the concept of fitness for life, !JW1Di1i5il heiqtD 
the adaptability of the individuali material in his novels is orga
nized as a testing (with negative results) of the heroes' biological 
worth. �pther var.iant · . .. -� �!.-� -��term!!!��_.).!'h�tll�!. or 
aot a �liuactrx..ha " nius' (this is often li'iiked with the arallel 
•.est gf a � . ur er variants of the nine
tt!enth-century novel include: the testing of the strong person
Jiity who opposes himself, on one ground or another, to the com-

; s .  Thus the idea of trial organizes, with great elegance and consistency, 
· :.e well-known old French poem "The Life of Alexis": in a similar vein we 
�ave in Russian the "Life" of Theodosius of the Caves. 
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munity, who seeks to attain complete self-sufficiency and a proud 
isolation, or who aspires to the role of a chosen leader; the testing 
otthe moral reformer or amoralist, the trial of the Nietzschean 
man, of the emancipated woman and so forth-these are all very 
widespread organizing ideas in the European novel of the nine
teenth and early twentieth century. 56 A special variant on the 
novel of trial would be the Russian novel testing the fitness and 
worth of an intellectual in society lthe theme of the "superfluous 
man"), which in turn breaks down into a series of subcategories 
!from Pushkin up to the testing of intellectuals in the Revolution). 

The idea of testing also has an enormous significance iii the 
pure adventure novel. External evidence of just how productive 
this idea is may be seen in the fact that it permits one to connect, 
in the novel, a vivid and multi-faceted adventure quality with 
profound dilemmas and complex psychology. Everything depends 
on the ideological depth, the sociohistorical spirit peculiar to a 
given time and the forward movement of the idea of trial that be
comes the content organizing the novel; insofar as the novel de
pends on these qualities, it may achieve its maximal breadth, 
depth and fullness and realize all its generic potential. The novel 
of pure adventure frequendy reduces the potential of the novel as 
a genre to a minimum, but nevertheless a naked plot, brute ad
venture cannot jn itself ever be the organizing force in · a novel. 
On the contrary,\we always uncover in any adventure the traces of 
some idea that had organized it earlier, some idea that had struc
tured the body of the given plot and had animated it, as if it were 
its soul, but that in pure adventure novels has lost its ideological 
force, so the idea continues to flicker but only feebly. More ohen 
than not lbut not always) the adventure plot is organized around 
just such a flickering, fading idea of a hero under tes� 

The modem European adventure novel stems from two funda· 
mentally different sources. One type of adventure novel can hf" 
traced back to the high Baroque novel of trial lthis is the dom.J
nant type of adventure novel), the other back to Gil Blas and even 
further to Lazarillo, that is, it is connected with the "picaresqut 
novel." We find these same two types even in ancient times, rer
resented by the Sophistic novel on the one hand and on the othi;l 

s6.  Those who represent every sort of fashionable idea and tendency UI: 
dergo similar trials, which play a large role in the massive output of secoD( 
rate novelists. 
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by Petronius. The first basic type of adventure novel is organized, 
as in the Baroque novel, by one or another variation on the idea of 
testing, which, as a real ideological force, is flickering out and 
thus tending to extemalization. Nevertheless, a novel of this type 
is more complex and richer than epics, Christian legends or 
Greek romances, for it is not severed completely from a certain 
degree of problematicalness and psychology: a blood kinship with 
the Baroque novel-Amadis, the chivalric romance and others
will always be detected in it. 57 Such is the English and American 
adventure novel (Defoe, Monk Lewis, Radcliffe, Walpole, Cooper, 
London and others); such also are the major categories of the 
French adventure novel and penny-dreadful. One observes fairly 
frequently a mixing of both types, but in such cases the first type 
!the novel of trial) is always the organizing source of the whole, as 
it is the stronger and more dominant. A Baroque piling-on of ad
v_entures in this type of novel is very marked: even in the con
struction of a penny-dreadful of the lowest, most primitive sort, it 
is possible to discern aspects that-via the Baroque novel and 
Amadis-lead us back to forms of early Christian biography, au
tobiography and legends of the Helleno-Roman world. Such a 
novel as the notorious Rocambolle; of Ponson du Terraille is full 
of the most ancient allusions. At the heart of its structure can 
dimly be felt forms of the Helleno-Roman novel of trial, with its 
crisis and rebirth (Apuleius and early Christian legends about the 
transformation of a sinner) .  We find in it a whole series of ele
ments that can be traced back to the Baroque novel, to Amadis 
and further back to the chivalric romance in verse. At the same 
time elemen�s of the second type ( Lazarillo, Gil Blasi are also 
present in its structure, but the Baroque spirit is of course domi
nant in them. 

A few words now about Dostoevsky. His novels are all sharply 
etched novels of trial. Without touching on the essence of the id
iosyncratic idea of testing that lies at the heart of his structure, 

S7.  It is true that this breadth is rarely to its advantage: in most cases the 
problematicalness and psychological material is trivialized. The second type 
,; more precise and pure. 

i. Reference is to the endless series by Ponson du Terraille (r8.7.9-I87r}, 
,uch as Les Exploits de Rocambolle (rBs9}, La ResWTection de Rocambolle 
:ii66} and so forth. 
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we will pause briefly on the historical traditions that have left 
their trace in these novels. Dostoevsky was linked to the Baroque 
novel by four strands: the English "sensational novel11 58 (Monk 
Lewis, Radcliffe, Walpole and others), the French socio-adventure 
novel exploring low life (Eugene Sue), Balzac's novels of trial and 
finally the German Romantics (primarily Hoffmann). But Dos
toevsky was also linked directly with hagiographic literature and 
with Christian legends in their Orthodox forms, with their spe
cific concept of trial. This is what gives organic unity to the ad
ventures, confessions, problematicalness, saints' lives, crises and 
rebirths in his novels, that is, the whole complex that was already 
characteristic of the Helleno-Roman novel of trial (as far as we 
can judge from Apuleius, and from information that has come 
down to us on certain autobiographies and early Christian hagi
ographic legends) .  

A study of the Baroque novel, that form that had absorbed into 
itself such an enormous amount of material reflecting the genre's 
preceding development, has extraordinary significance for under
standing the most important novel-types of the present day. Al
most all lines of development lead back to it in the most immedi
ate way, and, through it, further back into the Middle Ages, the 
Helleno-Roman world and the Orient. 

In the eighteenth century Wieland, Wezel, Blankenburg and 
after them Goethe and the Romantics proclaimed, as a counter· 
weight to the novel of trial, a new idea: the Entwicklungsroman 
and more particularly the Bildungsroman. 

The idea of testing lacks within itself the necessary means to 
deal with a man's "becoming"; in several of its forms it knows 
crisis and rebirth, but it d�s not know development, becoming, a 
man's gradual formation\Testing begins with an already formed 
person and subjects him to a trial in the light of an ideal also al
ready formed. The chivalric romance and in particular the Ba· 
roque novel are typical of this tendency to pos�late directly tht 

inborn and statically inert nobility of its heroes.J 
To this the modern novel opposes the process of a man's k 

coming, a certain duality, a lack of wholeness characteristic or 
living human beings, a mixture within the man of good and evli 
strength and weakness. Life and its events no longer serve as " 
touchstone, a means for testing a ready-made character (or a :  
best, as a factor triggering the development of an already pr' · 

sS .  The term was coined by W. Dibelius. 
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formed and predetermined hero)-now, life and its events, bathed 
in the light of becoming, reveal themselves as the hero's experi
ence, as the school or environment that first forms and formu
lates the hero's character and world view. The idea of becoming 
and Bildung makes it possible to organize material around the 
hero in a new way and to uncover, in this material, completely 
new sides. 

The theme of becoming and Bildung and the theme of testing 
are by no means mutually exclusive within the confines of the 
modem novel: on the contrary, they may enter into a profound 
and organic union. The greatest examples of the European novel 
organically combine in themselves both themes (this is especially 
true in the nineteenth century, when pure examples of the novel 
of trial or the Entwicklungsroman are relatively rare) .  Thus, even 
Paxzival combines in itself the idea of testing (the idea that domi
nates) and the idea of becoming. The same must be said of the 
classic Bildungsroman, Wilhelm Meister: even in it, the idea of 
Bildung (which has already become dominant) is combined with 
the idea of trial. 

The kind of novel created by Fielding and even more so by 
Sterne is likewise characterized by a union of both ideas, and here 
they are present in almost equal proportion. Under the influence 
of Fielding and Sterne, the continental type of Bildungsroman 
was created, represented by Wieland, Wezel, Rippel and Jean 
Paul; here the testing of an idealist .or an eccentric does not result 
in a naked exposure of them as such in the novel, but rather facil
itates their becoming more like real thinking people; in these 
novels life is not only a touchstone, but a school. 

Of the many idiosyncratic variants that combine these two 
types of novel, we might point to Gottfried Keller's Der grii.ne 
Heinrich, which is organized around both themes. And Romain 
Rolland's fean-Christophe is structured in an analogous manner. 

The novel of trial and the Entwicklungsroman do not of course 
exhaust the ways material may be organized by the novel. Suffice 
:t to point out the fundamentally new organizational ideas brought 
about by the structuring of a novel along biographical and auto
�lOgraphical lines. In the course of their development, biography 
•nd autobiography worked out a series of forms determined by 
'Pecifi.c codes of organization-for example, using "valor and vir
: ;<e'' as the base on which to organize biographical material, or 
jeeds and labors," "successes/failures" and so on. 
Let us return to the Baroque novel of trial, from which our pres-
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ent excursus has diverted us. What conditions govern discourse in 
this noveH And how does this discourse relate to heteroglossia? 

Discourse in the Baroque novel is a discourse of pathos. In it a 
peculiarly novelistic pathos, quite unlike that found in poetry, 
was created lor more correctly, reaches its highest development) .  
The Baroque novel was a seminal source for a particular kind of 
pathos, wherever its influence penetrated and wherever its tradi
tions were retained, that is, primarily in the novel of trial land in 
the testing element in novels of the mixed type). 
_:BiX9.QD.� .• pathos. .. is. . .d.et.ermined.� modes of apologiq...._;,w...Q._po

lenrl.c.�.!!.!�..!.R!.osaic pathOS. one tl:}at continuall� senses tbe re
sistance offe ed alie discourses alien oints of view· it is the 

. d of athos a ciated with 'ustifi.cation self-'ustification an 
acc-gsati.s;m. �e heraizillg.idealiza.ti . .in :ijarqque no�s,ls.is 

"not epical, but rather of the kind familiar to chivalric romances: 
abs��a.c.i�.P.�!���!�"J5Y.1iiO"tlffge·fo"apolog1as. 'As dis
tinct from chivalric romances, however, this idealization is deep
ly felt and is reinforced by social and cultural forces that actually 
exist and are self-aware. We must pause for a while on the unique 
nature of this novelistic pathos.  
\.A discourse of pathos is fully sufficient to itself and to its ob

ject. Indeed, the speaker completely immerses himself in such 
a discourse, there is no distance, there are no reservations. A 
discours' of pathos has the appearance of directly intentional 
discourse# 

Such is not always the case with pathos, however. A discourse 
of pathos may also be conditional, and may even be doubled, like 
double-voiced discourse. In the novel it is precisely as double· 
voiced that pathos almost inevitably occurs; in novels it does nm 
have, and cannot have, any basis in reality, it must seek this sup
port in other gemes. Novelistic pathos does not have discourse�< 
that belong to it alone-it must borrow the discourses of otherf; 
When authentic pathos inheres in a subject, it can only be a po· 
etic pathos. 

Novelistic pathos always works in the novel to restore som. 
other geme, gemes that, in their own unmediated and pure forrr: 
have lost their own base in reality. In the novel a discourse of p..: · 
thos is almost always a surrogate for some other genre that is n'  
19.��r avaiia6ie tQ a �ven· tim€? . .  �r"'a givensociru £0r'Ce-SUf r, 
:e�m91! .i& ... the. .. di.acQurs.� of a. _p_r.;:achei w,Po .h!i� !n§!J!ts pulpit J 
��4����e �ho no longer has any judis!�l.9.r P¥i!ive power, .. . ... � 
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the prophet 'V!W.out a .. m!�&.io.n, ...th� J!.Olitici!D-_�i!b-Q!lt :eplitical 
�wer. theJldie..ya withmi.U c.hm:c.h..an£Uo �ort;h:-�:ve:ooY:t!.��
the discourse of pathos is connected with orientations and posi
tions that are unavailable to the author as authentic expression 
for the seriousness and determination of his purpose, but which 
he must, all the same, conditi:;:y reproduce by using his own 
discourse. All the means and fo s of pathos that inhere in lan
guage-lexical, syntactical an compositional-are fused to
gether with specific orientations and positions; they all achieve 
some degree of organizational power and involve a certain defi
nite and well-formulated social representation of speakers. For 
the person writing the novel there is no language to express a 
purely individualized pathos: he must, against his will, mount 
the pulpit, assume the role of preacher, judge, etc. There is no Ea· 
thos without thr · thout rof · o r · · lia 
so o . In pathos-charged speech one cannot take the first step 
without first conferring on oneself some power, rank, position, 
etc. In this lies the "curse" of novelistic pathos when it is ex
pressed directly. Therefore pathos in the novel (and in literature 
in general), if it is authentic, shies away from discourse that is 
openly emotional, not yet separated from its subject. 

The .�Gmm�.p.at]w.s. am! J;.h£ .kiud gf ��tatiao it per
mits �e!.e �,..!lld §};laped io a distanced jmase, :thGJr av; wggpi
�0 �ed ��th a.]J!er�hicalli evaluated conc��t of the past. 
T�e,!w�t\liihOs auo.,� tw!Pttii Gt;;UJru zn elf"Qb;iirif@t 
with..@.!-�ypl5 con,te!QJ?qraneitt;-..§Y,�h,..P!thos �evit!�lY de
stroys zone� pi con�act las it d..9S.,S1 fo:r; iP�tt.illlQ.� .. in GogolJ.. It te.::. 
q�es a hi.ewr;bicallx,.privileged position that is imE9ssible � 
sqsh a zone (if attempted, it can lead to false notes and straining 
for effect) .-
;. The apologetic and polemical pathos of the Baroque novel is 

organically combined with the specific Baroque idea of testing 
the hero, a hero who is em con§li:gt..and inherently irreproach
�bk. In alr :import;llllt.�ts..�.liD .Jjstmce beh"een ba'o 
an<Uu!=ll2,r;� ve:�;b� J.llass of the novel is_�LQ!!Jl_s· e lane 
thus _in al!...!!s as'(!ect� it j.s invo ve m etero oss1a to an e uiil. 

;q. We are speaking, naturally, only about that discourse of pathos that re
-'tes in a polemical and forensic way to another's discourse, but not about 

: !!e pathos of representation itseH, the pathos inherent in the subject and that 
: · itself therefore artistic and in no need of a specific conditioning. 
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d�gr� anJLfails to inco!eo�te this contradiction into its com
��ition� leaWg iJi..�s it were, outside itseU. 

Tli'e Baroque nove Umtes in itself a great diversity of inserted 
genres, It also strives to become an encyclopedia of all the types 
of literary language of the ,epoch, even an encyclopedia of all pos
sible types of knowledge and information (philosophical, histor
ical, political, geographical, etc, ) ,  One could say that the furthest 
limit of the encyclopedia impulse fundamental for the First Styl
istic Line is reached in the Baroque noveL 60 

1\. In their further development, Baroque novels branch in two di
rections (the same two branches of development characterize the 
First Line as a whole) : one branch continues the adventure-heroic 
aspect of the Baroque novel (Lewis, Radcliffe, Walpole and oth
ers), while the other branch, the seventeenth- and eighteenth
century novel that is in large part epistolary (La Fayette, Rous
seau, Richardson and others), is characterized by psychology and 
pathos, We should add a few words about this latter type, since it 
has great stylistic significance for the subsequent history of the 
noveL 

The Sentimental psychological novel is genetically connected 
with the inserted letter of the Baroque novel, with the epistolary 
expression of love, In the Baroque novel this kind of Sentimental 
emotion was only one aspect of a more general polemical and 
apologetic pathos, and a secondary aspect at that, 

I'In Sentimental s cholo ' cal novels, the discourse of pathos 
chaD es: it becomes associated wi m ons an , os-
1 · · al and · storic sco e c aractenstic o ih,e 
Baroque noyel. combiue§ .wi _ a didactic a:eproach to the m_oraJ 
choices_gJ_��wa� lif�..ansl satisfiesjtself witlj tbs�wowl�U!.�· 
sijjjil i�ili}ijlheres of life. Pathos becomes associated_e!·· 
c;,lu§ix_eit wi the kind of privac� foupd in nnC'S OqiO,E!!.l
When this occurs, there i-s a change in the interaction between 
novelistic language and heteroglossia: their interaction become�> 
less mediated, and the purely everyday gemes of the letter, thr 
diary, casual conversations move to the fore, The didactic purpos1: 
behind this Sentimental pathos is tied to more concrete sima· 
tions, descends to the depths of everyday life, its smallest details 
to intimate relations between people and into the internal life f ' !  

�e individual person, 

6o. Especially in the German Baroque, 
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What emerges is  a specific-temporal zone of Sentimental pa
thos associated with the intimacy of ones own room. This is the 
zone of the letter, the diary. Public-square and private-room zones 
of contact and familiarity ( "proximities") are very different, as dif
ferent, from this point of view, as are the palace and the private 
home, the temple (cathedral) and the more house-like Protestant 
church. It is not a matter of scale, but rather of a special organiza
tion of space (here parallels with architecture and painting could 
be drawn). 

The Sentimental novel of pathos wherever it occurs is con
nected with fundamental change in the literary language, in the 
sense that literary language is brought closer to the conversation
al norm. But conversational language in such novels is still or
dered and subjected to norms from the point of view of "literari
ness"i it becomes a unitary language for the direct expression of 
authorial intentions, and not merely one of the heteroglot lan
guages orchestrating these intentions. As a unitary and authentic 
language of literature as well as life, one that is adequate to true 
intentions and true human expression, it is opposed both to the 
unordered and brute heteroglossia of life and to the archaic and 
conventional high literary genres. 

The aspect of opposition to the old literary language and the 
correspondingly high poetic genres it sustained is of crucial im
portance in the Sentimental novel. While setting itself in opposi
tion to the lowly and gross heteroglossia found in life-which is 
subject to being ordered and made respectable by Sentimental
ism-Sentimentalism also opposes the quasi-elevated and false 
heteroglossia found in literary language, which is subject to ex
posure and invalidation by Sentimentalism and its discourse. But 
this orientation toward literary heteroglossia is polemical, the 
'!ltyle and language being opposed is not introduced into the novel, 
but remains as its dialogizing background outside the work. 

The essential aspects of Sentimental style are determined pre
cisely by this opposition to a high heroizing pathos, a pathos that 
idves rise to abstract types. The finely detailed descriptions, the 
•.•ery deliberateness with which petty secondary everyday details 
are foregrounded, the tendency of the representation to present 
ttself as an unmediated impression deriving from the object itself 
.md finally a pathos occasioned by helplessness and weakness 
r.1ther than by heroic strength, the deliberate narrowing-down of 
-:he conceptual horizon and the arena of a man's experience to his 
:nost immediate little micro-world (to his very own room)-all 
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this is accounted for by the polemical opposition to a literary 
style in the process of being rejected. 

In place of one conventionality, however, Sentimentalism cre
ates another-and one similarly abstract, serving to draw atten
tion away from other aspects of reality. A discourse made respect
able by Sentimental pathos, one that attempts to replace the 
brute discourse of life, inevitably ends up in the same hopeless 
dialogic conflict with the actual heteroglossia of life, in the same 
unresolvable dialogized misunderstanding characteristic of the 
"respectable" discourse of Amadis, as present in the situations 
and dialogues of Don Quixote. The one-sided dialogism that is 
present in embedded form in Sentimental novels is made explicit 
in novels of the Second Stylistic Line, where Sentimental pathos, 
as one language among other languages, as one of many sides in 
the dialogue of languages surrounding a man and his world, takes 
on a parodic ring. 61 

Openly pathetic discourse did not, of course, cease to exist with 
the passing of the Baroque novel lwith its pathos of heroism and 
terror) or with the passing of Sentimentalism lthe private emo· 
tions one experiences in one's own room). It continued to live as 
one of the basic subcategories of direct authorial discourse in gen
eral, that is, the kind of discourse that expresses authorial inten· 
tions without refraction, unmediatedly and directly. Openly pa· 
thetic discourse continued to live, but it was never again the 
stylistic base for any of the important novel-types. The nature of 
openly pathetic discourse, wherever it has occurred, has re· 
mained unchanged: the speaker jthe authorJ either assumes the 
conventionalized pose of judge, preacher, teacher and so forth, or 
his discourse makes a polemical appeal based on what is assumed 
to be a direct impression from the object or from life, one unen· 
cumbered by any ideological presuppositions. Thus in Tolstoy, for 
example, direct authorial discourse moves back and forth be· 
tween polemical and unmediated extremes. His discourse is ev· 
erywhere determined by the heteroglossia !literary and real-life' 

61. In one generic fonn or another, in Fielding, Smollett and Sterne; in 
Germany, in Musiius, Wieland, Muller and others. In their artistic han� 01 
the problem of Sentimental pathos (and the didactic approach) in its relation
ship to actual experience, all these authors follow the lead of Don Quixote 
whose influence is decisively important. In Russia, c£. the role of Richard& > 
nian language in the heteroglot orchestration of Evgenij Onegin (Tatiana m 
her country phase, and her mother, Madame Larina). 
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that dialogically-polemically or pedagogically-permeates dis
course; for example, a representation that is direct and "unmedi
ated" turns out to be in fact a highly polemical de-heroization of 
the Caucasus, of war and military exploits, even of nature itself. 

TliOse'(who deny any artistic essence to the novel, who reduce 
novelistic discourse to a kind of rhetorical discourse that is only 
superficially ornamented with pseudo-poetic images, are pri
marily thinking of the First Stylistic Line of the novel, for on the 
surface it does indeed seem to support such a contention. It is 
true that at the outer limits of this line of development, novelistic 
discourse does not realize its unique potential, and often (al
though certainly not always) ends up as empty rhetoric or false 
poeticalness. But even here, in the First Line, novelistic discourse 
is nevertheless profoundly distinctive, radically distinct from the 
discourse of rhetoric and of poetry. This uniqueness is deter
mined by the novel's fundamentally dialogic relationship to het
eroglossia. Social stratification of language in the process of evo
lution is the basis for the stylistic shaping of discourse even in 
this First Line of the novel. The language of the novel is struc
tured in uninterrupted dialogic interaction with the languages 
that surround it. 

Poetry also comes upon language as stratified, language in the 
process of uninterrupted ideological evolution, already frag
mented into "languages." And poetry also sees its own language 
surrounded by other languages, surrounded by literary and extra
literary heteroglossia. {But poetry, striving for maximal purity, 
works in its own language as if that language were unitary, the 
only language, as if there were no heteroglossia outside i� Poetry 
behaves as if it lived in the heartland of its own language territory, 
and does not approach too closely the borders of this language, 
where it would inevitably be brought into dialogic contact with 
heteroglossia;(poet�chooses not to look beyond the boundaries 
of its own languag If, during an epoch of language crises, the 
language of poetry oes change, poetry immediately canonizes 
the new language a;{ne that is unitary and singular, as if no 
;1ther language exi§.t d 

Novelistic prose of e First Stylistic Line stands on the very 
�orderline of its own language and is dialogically implicated in 
the surrounding heteroglossia, resonates with its most essential 
rearures and consequendy participates in an ongoing dialogue of 
:anguages. The mode appropriate to its perception presumes pre-
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cisely a background of heteroglossia, and the artistic meaning 
of prose of this kind can be uncovered only in a dialogic relation 
to it. This discourse is the expression of a language conscious
ness that has been profoundly relativized by heteroglossia and 
polyphony. 

In the novel, literary language possesses an organ for perceiving 
the heterodox nature of its own speech. He��:r�.sJ:�ssta-i;�;;t-itself 
bec'?_!ll;e�!...P the. npvel and th�pJcs to ... the novel, b,.etgog!ossia-for
itsel£: Ian a es are dialo ·call im licated in each other and be-

to e · similar to exchan es m a · ogue . It 
;s preciseJ.x tha11ks tg tll; n�y�l tbat.lau&UA&aat�.i _ � 
n,�c�mu1J.la11y· 1itw;cy: JacgJ.YJ�.b.ecgm�-3. 4jalogue gf 
l�UCltlhat QQ.th know aboqifllld und��acq,2ther. 

Novels of the First Stylistic Line approach heteroglossia from 
above, it is as if they descend onto it (the Sentimental novel oc
cupies a special position here, somewhere between heteroglossia 
and the high gemes) .  NQY!!b_9f_th� Second. . .  :r,Jgl!?t..2!1 the contrll{V, 
approach hetero ossia from below: out of the heteroglot de ths 
tlie · the · est s ere� .2. 1terary JiPjiiige and over: 
whelm them. In both S(.il§es e startiag point i§...tb.e pnjnt gf yjew 
heteroglossia takes toward literariness. 

It is very difficult to speak of a clear-cut genetic distinction be
tween the two lines, especially in the early stages of their devel
opment. We have already pointed out that the classic chivalric 
romance in verse is not completely comprehended by the frame
work of the First Line; von Eschenbach's Parzival, for instance, is 
already in fact a great example of a novel of the Second Line. 

'\. In the subsequent history of European prose, double-voiced di&· 
course is worked out (as had been the case in ancient times) in the 
minor epic gemes lfabliaux, Schwii.nke, minor parodic genres) .  
out of the mainstream of the great chivalric romance. In such 
contexts are those basic types and subgemes of double-voiced dis· 
course developed that later begin to determine style in great nm; . . 
els of the Second Type: the style of parodic discourse-ironk 
comic skaz and so on-in all its degrees �d nuances. 

It is precisely here, on a small scale-in the minor low geme::
on the itinerant stage, in public squares on market day, in stree: 
songs and jokes-that devices were first worked out for con · 
structing images of a language, devices for coupling discour::.e 
with the image of a particular kind of speaker, devices for an oh· 
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jective exhibiting of discourse together with a specific kind of 
person and not as an expression in some depersonalized language 
understood by all in the same way: instead, we have exhibited a 
discourse characteristic or socially typical for a specific given 
kind of person-the language of a priest, a knight, a merchant, a 
peasant, a jurist and so on. Every discourse has its own selfis� ae 
biased proprietm; there are no words with meapjpis SharPJb.i 
all, no words "belppgipg tg f.l'U>!lS.·�This expresses what might 
be called the "philosophy of discourse" inherent in the satiric
realistic folk novella and other low parodic genres associated 
with jokesters. �ort;?._yer, the tc;;eiing for ,la,p,..&!ag�l!t.!P.S bwrrt of 
these genr� s:{io� tltrough witli i iicilQ'iiiiS(ciistrust of human 
discourse as such. -yvhen we seek to understand a w.oz:dp..w.hat 
matters lS not tfie direct meaning the_ .. �or�.�ves t.,o object.s. an.d 
emotions-this fs .. the f�lse fron1;, oi f:he..;,wgrJ!s what miW£pj i§ 
ra#le�. thy ��tY,�l and alwaYS �Jf-jpterested use tp which thi§. 
�ing iae6!:;md the way jt is expressed w the $1leaker a u� 
t!etermine y the speaks's posjtiQJ:L..I,gmfessjpn, sgcjal class, �.J��d b\tge CQn,cLe� situatioQ. lfllo sgegls§ apd -��der.wh�t 
conditions e spe.!l$s:. 'this is what determines the word's �al 
¥e� All direct meanings and direct expressions are false, 
and this is especially true of.emo.tiUDa] meanings and expressions. 

We see the ground being prepared here for a radical scepticism 
toward any unmediated discourse and any straightforward se
riousness, a scepticism bordering on rejection of the very pos
sibility of having a straightforward discourse at all that would not 
be false. This finds its profoundest expression in works by (among 
others) Villon, Rabelais, Sorel and Scarron. Here too the ground is 
being prepared for that new dialogical category, verbal and effec
tual response to the lie of pathos, that has played such an ex
tremely important role in the history of the European novel land 
not only the novel)-the category of gay deception . Opposed to 
the lie of pathos accumulated in the language of all recognized 
:md structured professions, social groups and classes, there is not 
'traightforward truth (pathos of the same kind) but rather a gay 
md intelligent deception, a lie justified because it is directed pre
·. isely to liars. Opposed to the language of priests and monks, 
�mgs and seigneurs, knights and wealthy urban types, scholars 
md jurists-to the languages of all who hold power and who are 
·.·. ell set up in life-there is the language of the merry rogue, 
.·.-herever necessary parodically re-processing any pathos but al-
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ways in such a way as to rob it of its power to harm, "distance it 
from the mouth" as it were, by means of a smile or a deception, 
mock its falsity and thus turn what was a lie into gay deception. 
Falsehood is illuminated by ironic consciousness and in the 
mouth of the happy rogue parodies itself. 

Preceding and preparing the ground for the great novel forms of 
the Second Line is the unique cyclicity found in satiric and pa
rodic novellas. We cannot here take up the problem of the cycli
city of such novelistic prose, its fundamental difference from 
cyclicity in the epic, the various ways for unifying novellas and 
other such aspects-all of which exceed the limits of stylistics. 

\ Together with the image of the rogue (and often fusing with 
him) there appears the image of the fool-either of an actual sim
pleton or the image of the mask of a rogue. The naivete of a sim
pleton who does not understand pathos (or who understands it in 
a distorted way, wrong side out), is counterposed to a false pathos, 
which together with gay deception has the effect of "making 
strange" any pretensions to lofty reality a discourse of pathos 
might have. This prosaic "estrangement" of the discourse of con
ventional pathos by means of an uncomprehending stupidity 
(simplicity, naivete) had an enormous significance for the entire 
subsequent history of the novel. Even if the image of the fool (and 
the image of the rogue as well) loses its fundamental organizing 
role in the subsequent development of novelistic prose, neverthe
less the very aspect of not grasping the conventions of society 
(the degree of society's conventionality), not understanding lofty 
pathos-charged labels, things and events-'-such incomprehension 
remains almost everywhere an essential ingredient of prose style. 
Either the prose writer represents a world through the words of a 
narrator who does not understand this world, does not acknowl 
edge its poetic, scholarly or otherwise lofty and significant labels; 
or else the prose writer introduces a character who does not un
derstand; or, finally, the direct style of the author himself in
volves a deliberate (polemical) failure to understand the habitual 
way of conceiving the world (this happens, for example, in Tol
stoy) . It is possible, of course, to make simultaneous use at all 
three levels of such failures to understand, such prosaic forms of 
stupidity. 

Occasionally this failure to understand assumes a radical char
acter and becomes the basic style-shaping factor of the novel (for 
example in Voltaire's Candide, in Stendhal, in Tolstoy)-but fre· 
quently an inability to grasp the conventional sense of the world 
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is limited to specific languages or only to certain specific sides of 
life. This is the case, for instance, with Belkin as storyteller: the 
prosaic quality of his style is determined by his failure to under
stand the poetic weight of one or another aspect of the events he 
narrates: it is as if he lets slip all poetic potential and poetic 
effects; all the richest poetic aspects he recounts drily and tersely 
(deliberately so). Grinev is also just such a bad poet lit is not by 
accident that he writes bad poems). In Maxim Maximych's tale 
lA Hero of Our Time) it is Maximych's failure to understand By
ronic language and Byronic pathos that is foregrounded . 

The coupling of incomprehension with comprehension, of stu
pidity, simplicity and naivete with intellect, is ·a widespread and 
highly typical phenomenon in novelistic prose. One . could say 
that the aspect of incomprehension and of a specific sort of stu
pidity Ia deliberate stupidity) is almost always, in one degree or 
another, a determining factor for novelistic prose of the Second 
Stylistic Line. 

Stu idit incomprehension in the novel is alwa s ole�: 
it interacts di osic � with � intelli ence a oft seudo intel
ligence) with which it polemj�zes md .se mask it tears awa� 
Stupidity, Hke gay deception and other novelistic categories, is a 
dialogic category, one that follows from the specific dialogism of 
novelistic discourse. £..or this rea�on l},.tupj.!!i�prehension I 
in the novd..is..;Jlw�s..ilnullca�eq in la.ngy!!S,c;,..jn. ;tb.ue -w.ord: at it� 
heart always lies a polemical failure to understand someone 
�iSe's discoiirse, someone eT8eispa�os-c�g�-�.l!e that.�� apprQ.� 
priated the world and aspirf:S to conc.eptu,.�ize it, a pnlemjca1 
faiiii'Ie tOiii'ia�r�tand &ener�ccwc;d capo�ed, inveteratelY 
false languages wi$ __ t�eir J��bels for · s and events: 

oeti an a sc o · o i -
i u c1 an so forth Such is the source of a multi
mde of different novelistic-dialogic situations or dialogic opposi
tions: the fool and the poet, the fool and the scholar-pedant, the 
fool and the moralist, the fool and the priest, the fool and the holy 
man, the fool and the representative of the law !the fool, he-who
fails-to-understand, in court, in the theater, at a scholarly con
ference, etc.), the fool and the politician and so for� These man
ifold different situations are made broad use of in bon Quixote 
!especially the episode of Sancho's governorship, receptive ground 
for developing such situations); or-despite all the differences in 
style-in Tolstoy (the-man-who-fails-to-understand in various 
situations and institutions, such as Pierre on the battlefield, 
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Levin at the Elections of the Nobility, at the session of the City 
Duma, during Koznyshev's conversation with the philosophy pro
fessor, during the conversation with the economist and so forth; 
Nekhliudov at court, in the Senate and so on)-in all these, Tol
stoy is reproducing time-honored traditional novelistic situations. 

A fool introduced by the author for purposes of "making 
strange" the world of conventional pathos may himself,· as a fool, 
be the object of the author's scorn. The author need not neces
sarily express a complete solidarity with such. a character. Mock
ing these figures as fools may even become paramount. But the 
author needs the fool: by his very uncomprehending P!esence he 
makes strange the woi!,(j_gf social "-omiCiiiianaEfi.Jly represent
�g s..t.l,l,pidity,"':tlie novel teaches..prose.intelligence,,pJ:Q§� V{is�om. 
Regarding fools or regarding the world through the eyes of a fool, 
the ·n.ovellst's'"eye"is taught a· sox:t of prose vision, the visiqg,_Qf a 
world cotifusecl by conventions of pathos and by falsity. A failure 
to understand · languages that are otherwise generally accepted 
and that have the appearance of being universal teaches the nov
elist how to perceive them physically as objects, to st(x.,lhe:\1 re}!l
tix.ity, to externalize them, to feel out their boundaries, that is, 
it teaches him how to expose and structure images of social 
languages. 

We will not deal here with the manifold and various types of 
fools and failures to understand that have been worked out in the 
process of the novel's historical development. Each novel, each 
artistic trend will feature one or another aspect of.,ttupjdity or in
<;p.mprebens.i.Qn and, depending on which aspect, will structure 
its image of th�p.Ql accordingly lfor example, the cult of th�hild 
in Romantic hterature, the eccentrics in Jean Paul) .  Tlie es
tranged languages that accompany this stupidity and failure tO 
understand are many and varied. Many and varied as well are the 
functions fulfilled by stupi!fity and failure to understand in the 
novel as a whole. The study of stupidity and incomprehension as 
well as the stylistic and compositional variations associated with 
them in their historical development constitute a basic land ex· 
tremely interesting) problem in the history of the novel. 

Prose offers two responses to high pathos and to seriousnes� 
and conventionality of any sort: the gay deception of the rogue

a.!..lie iustified becaqse�cte�s-an�.�tupi�t_y-also jU."lti:: 
��clt ... as.iti:;� t:l:J£.f�_t.Q.,..."QD.d�rstandati.s. Between the rogue and 
the fool there emerges, as a unique coupling of the two, the imag.: 
of the clown. He is a rogue who dons the mask of a fool in order L• · 
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motivate distortions and ;Jhufflings of languages and labels-!!!� 
unmasking th�Jlx..!lot underste11&.!.1iem;, fhe clown is one of 
the most ancient of literature's images, and the clown's speech, 
determined by his specific social orientation (by his privileges as 
a clown) is one of the most ancient artistic forms of human dis
course. In the novel, the stylistic functions of the clown, like 
those of the rogue and the fool, are completely determined by his 
relationship to heteroglossia (more precisely to its higher levels) :  
�e clown is tbe one who has the rhtht to §peak jp otberwise un_
acce table 1 a es and the ri t to malicious! distort lan-

es that are acce t 1 us _ ... uo�� d.��gp� �..9.4!-es high languages1 the 
clown's malicious distortion of them,lllJ.s turning them inside 
outaii�}j.ilaiiy the fooPs naive in.comp�ehension ·of them-these 
thr��-.di�ggj,_g cat�gQp.e�··thatliaci orga.Dize'd het�ro&J.ossia 'Iil the 
n�.,at.the.daWl:l-.o£.its historx_,�mer�� �.�odern time���th ex
�ordinm surfa<lt:;.£�i!P.ty and ar(! emboated iJ::t di,� . .  �YJllb�lic im
ages of the ��- tb.,s._!;lpwn ru.:td tJ:lf?_ !_��1. In their further develop
ment these categories are refined, differentiated, cut loose from 
their external and symbolically static images, btft they continue 
to preserve their importance for organizing n:ovel style. The dis
tinctiveness of novelistic dialogues is determined by these cate
gories, for the roots of such dialogues always reach deep down 
into the internal dialogic essence of language itself, that is, into 
the failure on the part of those speaking different languages to un
derstand each other. For the organization of dzamatic dialogues, 
on the contrary, these categories have only a secondary impor
tance, for they lack the potential for being dramatically resolved. 
The rogue, the clown and the fool are the heroes of a series of epi
sodes and adventures that is never resolved, and of dialogic op
positions that are unresolved as well. The prose cyclicitY of no
vellas built around such images thus becomes possible.(Butlt is 
precisely for this reason that drama cannot use such images. f.ure 
drama strives toward a unitary language, one that is individu
alized merely through dramatic personae who speak it. Dramatic 
dialogue is determined by a collision between individuals who 
exist �hin the limits of a single world and a single unitary lan
guage.)To a certain extent comedy is an exception to this. Nev-

62. We are speaking, to be sure, of pure classical drama as expressing the 
tdeal extreme of the genre. Contemporary realistic social drama may, of 
;.JUISe, be heteroglot and multi-languaged. 
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ertheless it is significant that picaresque comedy has achieved 
nowhere near the same state of development as has the pica
resque novel. The figure of Figaro is essentially the only great im
age produced by this type of comedy. 63 

The three categories we have oydined are of primary impor
tance in understanding novel style� The rogue, the clown and the 
fooliere first present in the very cradle of the modern European 
nove and there left behind their foolscap and bells among the 
swa (lling clothes. Our three categories are no less significant for 
understanding the prehistoric roots of prose thought, for grasping 
its links with folklore. 

The image of the rogue determines the first powerful novel
form of the Second Line-the picaresque adventure novel. 

This novel's hero and his discourse can be understood in all its 
uniqueness only against the background of the high chivalric 
novel of trial, extraliterary rhetorical genres (biographical, con
fessional, sermon gemes and others), and against the later back
ground of the Baroque novel. The radical novelty and conceptual 
depth of the picaresque novel's hero (and the discourse peculiar to 
him) can be oudined with the necessary clarity only against this 
background. 

The hero of such novels, the agent of gay deception, is located 
on the far side of any pathos-heroic or Sentimental-and lo
cated there deliberately and emphatically; his contra-pathetic na
ture is everywhere in evidence, beginning with his comic seH
introduction and self-recommendation to the public (providing 
the·tone of the entire subsequent story) and ending with the fi· 
nale. The hero is located beyond all these basically rhetorical cat
egories that are at the heart of a hero's image in novels of trial: he 
is on the far side of any judgment, any defense or accusation, am· 
self-justification or repentance. A radically new tone is given here 
to discourse about human beings, a tone alien to any pathos· 
charged seriousness. 

As we said earlier, these pathos-charged categories wholely de· 
termine the hero's image in a novel of trial and the image or 

63.  We will not here take up the problem of comedy's influence on th, 
novel, or the possible comedic origin of several variants on the rogue. th 
clown and the fool. Whatever the origin of these variants, in the novel thc 1 : 
functions change, and under novelistic conditions completely new ro• 
sibilities unfold for these images. 



D I S C O URSE IN THE NOVEL [407] 

human beings in the majority of rhetorical genres : in biographies 
!glorification, apologia) ; in autobiographies !self-glorification, 
self-justification); in confessions !repentance) ;  in judicial and po
litical rhetoric I defense and accusation);  in rhetorical satire Ia pa
thos-charged exposure) and many others. The hero's defense, his 
apologia, his glorification or jon the contrary) the accusation 
against him, his exposure and so forth are the sole processes 
determining the way the hero's image is organized, how his fea
tures are selected, how they are linked, how the hero's image is 
brought into relation to actions and events. Such conceptions of 
the hero have at their heart a normative and static idea of human 
beings; it is a conception that excludes any hint, however slight, 
of essential becoming. Thus the hero can be evaluated only as ex
clusively positive or exclusively negative. Rhetorical-judicial cat
egories predominate in the conception of human beings, which 
was definitive for the heroes of Sophistic novels, ancient biogra
phy and autobiography and later in chivalric romances, novels of 
trial and analogous rhetorical genies. The unity of a man and the 
coherence of his acts jhis deeds) are of a rhetorical and legal char
acter and therefore, viewed from a later psychological concept of 
the human personality, they appear external and merely formal. It 
ls no accident that the Sophistic novel was hom out of a utopian 
fantasy of . the law having nothing to do with the actual legal and 
political life of rhetoricians. Rhetorical analyses and representa
tions of "come," "services rendered," "exploits," "political recti
rude" and so forth provided the scheme for analyzing and repre
senting human acts in the novel. This scheme was defined by the 
unity of the act and its categorical qualification. Such schemes 
were also at the heart of the representation of personality. Adven
ture, erotic and !primitively) psychological material was already 
Qthmng around this rhetorical-legal nucleus. 

lt is true that alongside this externally rhetorical approach to 
tb.e unity of a human personality and its acts there existed as well 
;; confessional, "repentant" approach to one's own self, an ap
�roach with its own scheme for structuring the image of a man 
dnd his acts I since the time of Augustine)-but this confessional 
:,lea of the interior man land the corresponding structuring of his 
: :nage) did not deeply influence chivalric romances or Baroque 
:JGvels; it became significant only in modem times. 

Against such a background what emerges first and most clearly 
: ' the negating work of the picaresque novel: the destruction of 



(408) D I S C OURSE IN THE N OVEL 

the rhetoricalunity of personality, act and event. What is a "pi
caro"-Lazarillo, Gil Blas and the others? A criminal or an hon
est man, evil or good, cowardly or brave? Can one even talk about 
services rendered, about crimes, about exploits that create and 
define his profile? He stands beyond defense and accusation, 
beyond glorification or exposure, he knows neither repentance 
nor self-justification, he is not implicated in any norm, require
ment, ideal; he is not all of one piece and is not consistent, if 
measured against the rhetorical unities of personality that were 
available. A human being is, as it were, emancipated here from all 
the entanglements of such conventional unities, he is neither de
fined nor comprehended by them; in fact, he can even laugh at 
them. 

All the old links between a man and his act, between an event 
and those who participate in it, fall apart. A sharp gap now opens 
between a man and the external position he occupies-his rank, 
his public worth, his social class. All the high positions and sym
bols, spiritual as well as profane, with which men adorn them
selves with such importance and hypocritical falsity are trans
formed into masks in the presence of the rogue, into costumes for 
a masquerade, into buffoonery. A reformulation and loosening-up 
of all these high symbols and positions, their radical re-accentua
tion, takes place in an atmosphere of gay deception. 

The high languages, fused with specific occupations, are also 
subject to the same radical re-accentuation, as we have already 
pointed out. 

The novel's discourse-like its hero-does not tie itself down 
to only one form among the "accentuating" unities available; it 
does not surrender itself to only one evaluating and accentuating 
system. Even in those places where novelistic discourse does not 
parody or laugh, it prefers to give the impression of a completely 
unaccented, dry, informative discourse. 

As opposed to the hero of novels of trial and temptation, tht' 
hero of picaresque novels is faithful to nothing, he betrays every· 
thing-but he is nevertheless true to himself, to his own orienta· 
tion, which scorns pathos and is full of scepticism. A new con· 
cept of human personality comes to fruition, one that is nvr 
rhetorical but not confessional either, still groping for a discours'' 
of its own and preparing the ground for it. The picaresque novt: i 
does not yet orchestrate its own intentions in the precise sense { • :  
the word, but it does make essential preparations for this 0r ·  
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chestration, freeing discourse from the heavy pathos that had op
pressed it, from all moribund and false accents, and thus lighten
ing up and to a certain extent emptying discourse. In this lies the 
significance of the type, one it shares with picaresque satiric and 
parodic novellas, and with the parodic epic and the corresponding 
cycles of novels built around the image of the clown and the fool. 

All this prepared the way for the great exemplars of the novel of 
the Second Line-such as, for example, Don Quixote. In these 
great and seminal works the novelistic genre becomes what it 
really is, it unfolds in its fullest potential. In such works authen
tic double-voiced novelistic images fully ripen, now profoundly 
differentiated from poetic symbols, and become the unique thing 
they ultimately are. If in picaresque or comic parodic prose lin an 
atmosphere of gay liberating deception) a face distorted by false 
pathos is transformed into a half-mask, egregiously "artistic," 
then in these works, in the great novels of the Second Line, this 
half-mask is replaced by an authentic prose image, in art, of the 
face itself. Languages cease to be merely the object of a purely po
lemical or autotelic parodying: without losing their parodic color
ation completely, they begin to assume the function of artistic 
representation, of a representation with value in its own right. 
The novel begins to make use of these languages, manners, · 
genres; it forces all exhausted and used-up, all socially and ideo
logically alien and distant worlds to speak about themselves in 
their own language and in their own style-but the author builds 
a superstructure over these languages made up of his own inten
tions and accents, which then becomes dialogically linked with 
them. The author encases his own thought in the image of an
other's language without doing violence to the freedom of that 
language or to its own distinctive uniqueness. The hero's dis
course about himself and about his world fuses organically, from 
the outside, with the author's discourse about him and his world. 
With such an internal fusion of two points of view, two intentions 
and two expressions in one discourse, the parodic essence of such 
a discourse takes on a peculiar character: the parodied language 
: Jifers a living dialogic resistance to the parodying intentions of 
tbe other; an unresolved conversation begins to sound in the im
d�e itself; the image becomes an open, living, mutual interaction 
:-etween worlds, points of view, accents. This makes it possible to 
:e·accentuate the image, to adopt various attitudes toward the ar
•lliD.ent sounding within the image, to take various positions in 
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this argument and, consequendy, to vary the interpretations of 
the image itself. The image becomes polysemic, like a symbol. 
Thus are created the immortal novelistic images that live dif
ferent lives in different epochs. The image of Don Quixote has 
been thus re-accentuated in a variety of ways in the later history 
of the novel and interpreted in different ways, for these re-accen
tuations and interpretations were an inevitable and organic fur
ther development of the image, a continuation of the unresolved 
argument embedded in it. 

The internal dialogic quality of such images is connected with 
the general dialogic quality of all heteroglossia in the classic ex
emplars of the novel of the Second Stylistic Line. Here the di
alogic nature of heteroglossia is revealed and actualized; lan
guages become implicated in each other and mutually animate 
each other.64 All fundamental authorial intentions are orches
trated, refracted at different angles through the heteroglot lan
guages available in a given era. Only secondary, purely infor
mative "stage-direction" aspects are given in direct authorial 
discourse. The language of the novel becomes an artistically 
organized system of languages. 

In order to further and refine these distinctions between the 
First and Second Stylistic Lines, we will pause on two aspects 
that highlight their differing relationships to heteroglossia. 

Novels of the First Line, as we have seen, incorporate a multi
tude of different semiliterary genres drawn from everyday life, 
and proceed to eliminate their brute heteroglossia, replacing it 
everywhere with a single-imaged, "ennobled11 language. Such a 
novel was an encyclopedia not of languages, but of genres. It i!l 
true that all these genres were given together with a background 
of the appropriate heteroglot languages that served to dialogizr 
them, the genres themselves being polemically rejected or pu· 
ri.fied in the process, but the heteroglot background itself re· 
mained outside the novel. 

In the Second Stylistic Line we notice the same striving for J 
generic, encyclopedic comprehensiveness !although not in th� 
same degree) .  It is enough to mention Don Quixote, so rich in in -

64. We have already said that i t  is here that the potential dialogism : 
ennobled language of the First Line is actualized, its polemic with bn: : :  
heteroglossia. 
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serted genres. However, the function of inserted genres in novels 
of the Second Line undergoes a sharp change. They serve the 
basic purpose of introducing heteroglossia into the novel, of in
troducing an era's many and diverse languages. Extraliterary 
genres !the everyday genres, for example) are incorporated into 
the novel not in order to "ennoble" them, to "literalize" them, 
but for the sake of their very extraliterariness, for the sake of their 
potential for introducing nonliterary language lor even dialects) 
into the novel. It is precisely this very multiplicity of the era's 
languages that must be represented in the novel. 

In novels of the Second Line there emerges the following im
perative, one that was later often hailed as constitutive for the 
novel as a genre lin contrast to other epic genres) and usually for
mulated as: "the novel must be a full and comprehensive reflec
tion of its era." 

The imperative should be formulated differently: the novel 
must represent all the social and ideological voices of its era, that 
is, all the era's languages that have any claim to being significant; 
the novel must be a microcosm of heteroglossia. 

Formulated in such a way, this imperative is in fact immanent 
to that conception of the novel motivating the creative develop
ment of the most important major modern novel types, beginning 
with Don Quixote. The imperative takes on new importance in 
the Bildungsroman, where the very idea of a man's becoming and 
developing-based on his own choices-makes necessary a gen
erous and full representation of the social worlds, voices, lan
guages of the era, among which the hero's becoming-the result 
of his testing and his choices-is accomplished. But it is not of 
course only the Bildungsroman that so radically needs this plen
riful lalmost exhaustive) supply of social languages. This require
ment may be organically coupled with the most diverse orienta
tions. For example, the novels of Eugene Sue strive to represent as 
fully as possible all social worlds. 

At the heart of the novel's demand for an abundance of the so
cial languages of its era, there lies a correctly perceived recogni
tion of the essence of novelistic heteroglossia. A language is re
q;aled in all its distinctiveness only when it is brought into 
:dationship with other languages, entering with them into one 
'mgle heteroglot unity of societal becoming. Every language in 
� he novel is a point of view, a socio-ideological conceptual system 
'I teal social groups and their embodied representatives. Insofar 
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as language is not perceived as a unique socio-ideological system 
it cannot be material for orchestration, it cannot become the im
age of a language. On the other hand, any point of view on the 
world fundamental to the novel must be a concrete, socially em
bodied point of view, not an abstract, purely semantic position; it 
must, consequently, have its own language with which it is 
organically united. A novel is constructed not on abstract dif
ferences in meaning nor on merely narrative collisions, but on 
concrete social speech diversity. Therefore even that abundance 
of embodied points of view to which the novel aspires is not a log
ical, systematic, purely semantic fullness with every possible 
-point of view represented; no, it is a historical and concrete pleni-

. tude of actual social-historical languages that in a given era have 
entered into interaction, and belong to a single evolving contra
dictory unity. Against the dialogizing background of other lan
guages of the era and in direct dialogic interaction with them lin 
direct dialogues) each language begins to sound differently than it 
would have sounded "on its own," as it were !without relating to 
others) .  Individual languages, their roles and their actual histor
ical meaning are fully disclosed only within the totality of an 
era's heteroglossia, just as the definitive and final sense of an in
dividual exchange in a dialogue is disclosed only when that di
alogue is ended, when everyone has had his say, only, that is, in 
the context of the entire resolved conversation. Thus the lan
guage of Amadis in the mouth of Don Quixote fully reveals itseli 
and the full complex of its historical meaning only within the 

whole dialogue of languages found in Cervantes' era. 
Let us pass on to the second aspect, which also elucidates the 

difference between the First and the Second Line of development. 
As a counterweight to "literariness," novels of the Second Line 

foreground a critique of literary discourse as such, and primarill 
novelistic discourse. This auto-criticism of discourse is one of 
the primary distinguishing features of the novel as a genre. Dis
course is criticized in its relationship to reality: its attempt tr 
faithfully reflect reality, to manage reality and to transpose it (tht: 
utopian pretenses of discourse), even to replace reality as a sw·· 
rogate for it I the dream and the fantasy that replace life) .  Alread·. 
in Don Quixote we have a literary, novelistic discourse heiDI! 
tested by life, by reality. And in its further development, tht 
novel of the Second Line remains in large measure a novel mat 
tests literary discourse. Such testing is divided into two types. 
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The first type concentrates the critique and trial of literary dis
course around the hero-a "literary man," who looks at life 
through the eyes of literature and who tries to live 11 according 
to .literature." Don Quixote and Madame Bovaxy are the best
known exemplars of this type, but the "literary man" and the 
testing of that literary discourse connected with him can be 
found in almost every major novel Ito a greater or lesser extent 
these are the characters in Balzac, Dostoevsky, Turgenev, etc. ) i  
they differ from each other only in the relative weight accorded 
this feature in the novel as a whole. 

The second type of testing introduces an author who is in the 
process of writing the novel la "laying bare of the device," in the 
terminology of the Formalists), not however in the capacity of 
a character, but rather as the real author of the given work. 
Alongside the apparent novel there are fragments of a "novel 
about the novel" !the classic exemplar is, of course, Tristram 
Shandy). 

Both these types of testing literary discourse may, moreover, be 
blended into one. Thus as early as Don Quixote we already have 
elements of a novel about a novel lthe polemic of the author 
against the author of the projected second part) .  And the forms of 
testing literary discourse may be highly diverse !variations on the 
second type are especially numerous) .  Finally, we must empha
size in particular the varying degrees of parodying to which liter
ary discoutse is subjected. As a rule, the testing of discourse is 
coupled with its being parodied-but the degree of parody, as well 
as the degree of dialogic resistance of the parodied discourse, may 
be highly varied: from external and crude literary parody (where 
nothing more than parody is intended) to an almost complete sol
idarity with the parodied discourse ("romantic irony"h midway 
between these two extremes, that is, somewhere between literary 
parody and "romantic irony," stands Don Quixote, with its pro
found but cunningly balanced dialogism of parodying discourse. 
As an exception, we do find testing of literary discourse in the 
novel that completely lacks this parodying intention. An interest
ing recent example is M. Prishvin's In the Land of Unfrightened 
Bitds.1 In this novel the self-critique of literary discourse-a 

i. Reference here is to iuzavlinaja rodina (1905 ), one of Mikhail Prishvin's 
11!73-1954) many celebrations of unspoiled nature. The title (literally, 
Motherland of the Cranes") is also sometimes translated as Among Friendly 

3uds. 
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novel about a novel-develops into a philosophical novel devoid 
of parody on the topic of the creative process itself. 

Thus the category of literariness characteristic of the First 
Line, with its dogmatic pretensions to lead a real _life, is replaced, 
in novels of the Second Line, by a trial and self-critique of novelis
tic discourse. 

Toward the beginning of the nineteenth century this sharp op
position between two stylistic lines of the novel comes to an end: 
the opposition between Amadis on the one hand and Gargantua 
and Pantagruel and Don Quixote on the other; between the high 
Baroque novel and Simplicissimus, the novels of Sorel, Scarron; 
between the chivalric romance on the one hand and the parodic 
epic, the satire novella, the picaresque novel on the other; be
tween, finally, Rousseau and Richardson, and Fielding, Sterne, 
Jean Paul. It is of course possible to trace up to the present day a 
more-or-less pure development for both lines, but only off to the 
side of the mainstream of the modern novel. Any novel of any sig
nificance in the nineteenth and twentieth centuries is of a mixed 
character, although of course the Second Line dominates. It is 
characteristic that even in the pure novel of trial in the nine
teenth century the Second Line dominates stylistically, even 
though aspects of the First Line are relatively strong in it. It could 
even be said that in the nineteenth century the distinctive fea
tures of the Second Line become the basic constitutive features 
for the novelistic geme as a whole. It was in the Second Line that 
novelistic discourse developed all its specific stylistic potential, 
unique to it alone. The Second Line opened up once and for aD 
the possibilities embedded in the novel as a geme; in it the novel 
became what it in fact is. 

What are the sociological presuppositions of novelistic dis· 
course in the Second Stylistic Line? It was formed at a time when 
optimal conditions existed for the interaction and interanimatior� 
of languages, for the transmission of heteroglossia out of a state 01 
"being in itself" (when languages do not acknowledge each other 
or are capable of ignoring each other) to a state of "being for it · 
self" (when heteroglot languages mutually reveal each other ' 
presence and begin to function for each other as dialogizing back · 
grounds) .  Languages of heteroglossia, like mirrors that face eaci: 
other, each reflecting in its own way a piece, a tiny corner of the 
world, force us to guess at and grasp for a world behind their m1- · 



D I S C O URSE IN THE N OVEL (415 )  

tually reflecting aspects that is  broader, more multi-leveled, con
taining more and varied horizons than would be available to a sin
gle language or a single mirror. 

The era of the Renaissance and Protestantism, which destroyed 
.t!;te verba] anij_ipi.OlQgj.�;i} cmf!!hz!tio� of tJ!.LIVW!��-�s, was 
an era of great astronomical, mathematical and geographicarais--- · · -·th.--ci·-··--··ifJli-s:·-·· -a-·-cr;;--·r-- - · au covenes, !!!-��� .... JJ.t .J�§P"Qye_... �dlJtJ.Le an nc DBca .. JlY. ..... ty 
ojlli'e�v�&�J�eJinitude..of mathematic.aJ ..quantit}r,. which 
�#.�4. tile bp�2-���s g,(�� old g�olP.=�P_IJ.ical world-such an era 
�!�.fut.9-_!!Q�'?9..�at�.�1m!�-S.��QXl-onlY tb.tougll7a.Gil,ilemf!�age 
consciousness of the kind embodied_in U�I¥d.imc discourse of the � ........ . ·-�···-·--· . . ... ...-.. . ..-. � . � . . . ··- . . ... -
�Qqd �tylis!!� Line. 

In conclusion, some methodological observations. 
Traditional stylistics, acknowledging only a Ptolemaic lan

guage consciousness, is helpless when confronted with the au
thentic uniqueness of novelistic prose. Traditional stylistic cate
gories cannot be applied to this prose, for they rely on the unity of 
language and on its unmediated equivalence of intentionality 
throughout. Thus the powerful style-shaping significance of an
other's discourse, of a mode of indirect, "q�alifled" speaking, has 
been neglected. This has led to a situation in which stylistic anal
ysis of novel prose is replaced by linguistic description, usually 
neutral, of �he language of a given work, or (even worse) of a given 
author. 

But such a description of language taken by itself can offer 
nothing that will help understand novel style. Moreover, it is-as 
i.s the linguistic description of language in general-methodo
logically flawed, for in the novel there is no single language; there 
are rather languages, linked up with each other in a purely stylis
tic unity-not at all the same thing as a linguistic unity (the kind 
of situation where different dialects, coming together, shape a 
new dialectological unity) .  

The language of novels of the Second Line is not one language 
iorm.ed genetically out of the mixing of languages, but, as we 
have emphasized many times, is rather a unique artistic system 
•)i languages, all of which do not lie on the same plane. Even 
when we exclude character speech and inserted gemes, authorial 
ianguage itself still remains a stylistic system of languages: large 
iDrtions of this speech will take their style (directly, parodically 
. •r ironically) from the languages of others, and this stylistic sys-
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tem is sprinkled with others' words, words not enclosed in quota
tion marks, formally belonging to authorial speech but clearly 
distanced from the mouth of the author by ironic, parodic, polem
ical or some other pre-existing "qualified" intonation. To relegate 
all these orchestrating and distancing discourses to. the unitary 
vocabulary of a given author, to relegate the semantic and syntac
tic peculiarities of these orchestrating words and forms to the 
specific semantics and syntax of an author, that is, to perceive 
and describe everything as linguistic features belonging to some 
unitary authorial language, is just as absurd as blaming the lan
guage of the author for the grammatical mistakes he has em
ployed to flesh out one of his characters. An authorial emphasis is 
present, of course, in all these orchestrating and distanced ele
ments of language, and in the final analysis all these elements are 
determined by the author's artistic will-they are totally the au
thor's artistic responsibility-but they do not belong to the au
thor's language, nor do they occupy the same plane. From the 
point of view of methodology, it makes no sense to describe "the 
language of the novel"-because the very o�ect of such a descrip
tion, the novel's unitary language, simply does not exist. 

What is present in the novel is an artistic system of languages, 
or more accurately a system of images of languages, and the real 
task of stylistic analysis consists in uncovering all the available 
orchestrating languages in the composition of the novel, grasping 
the precise degree of distancing that separates each language from 
its most immediate semantic instantiation in the work as a 
whole, and the varying angles of refraction of intentions within 
it, understanding their dialogic interrelationships and-finally
if there is direct authorial discourse, determining the heteroglm 
background outside the work that dialogizes it jfor novels of the 
First Line, this final task is the priiilary one).  

A resolution of these stylistic tasks necessitates first and fore· 
most profound artistic and ideological penetration into the nov· 
el. 65 Only by such a penetration I reinforced, of course, by factual 
knowledge) can the artistic meaning of the whole be mastered 
and can we begin to sense how that artistic meaning is the source 
from which everything flows : the tiniest differences in distance 
between individual aspects of language and their most immediatf' 

6 s .  Such insight also involves a value judgment on the novel, one not onh 
artistic in the narrow sense but also ideological-for there is no artistic un· 
derstanding without evaluation. 



D I S C O URSE IN THE NOVEL [417] 

semantic instantiation in the work, the most subtle nuances in 
the way an author accents various languages and their different 
aspects. No purely linguistic observations, however subtle, can 
ever uncover this movement and play of authorial intentions as 
they are at work among different languages and aspects of lan
guages. Artistic and ideological penetration into the whole of the 
novel must at all times be guided by stylistic analysis. One must 
not forget during this process that the languages introduced into 
the novel are shaped into artistic images of languages !they are 
not raw linguistic data), and this shaping may be more or less ar
tistic and successful, may more or less respond to the spirit and 
power of the languages that are being represented. 

But, of course, artistic penetration by itself is ·not enough. Sty
listic analysis encounters a whole series of difficulties, especially 
when it deals with works from distant times and alien languages, 
where our artistic perception cannot rely for support on a living 
feel for a language. In such a case !figuratively speaking) the entire 
language-as a consequence of our distance from it-seems to lie 
on one and the same planei we cannot sense in it any three-di
mensionality or -any distinction between levels and distances. 
Here historico-linguistic research into the language systems and 
styles available to a given era !social, professional, generic, ten
dentious) will aid powerfully in re-creating a third dimension for 
the language of the novel, will help us to differentiate and find the 
proper distances within that language. But linguistic analysis is, 
of course, an indispensable support even when studying contem
porary works. 

But even this is not enough. A stylistic analysis of the novel 
cannot be productive outside a profound understanding of hetero
glossia, an understanding of the dialogue of languages as it exists 
in a given era. But in order to understand such dialogue, or even to 
become aware initially that a dialogue is going on at all, mere 
knowledge of the linguistic and stylistic profile of the languages 
involved will be insufficient: what is needed is a profound under
standing of each language's socio-ideological meaning and an ex
act knowledge of the social distribution and ordering of all the 
other ideological voices of the era. 

An analysis of novel style confronts a unique difficulty in the 
fact that the processes of transformation Ito which every lan
guage phenomenon is subject) occur at a very rapid rate of change: 
the process of canonization, and the process of xe-accentuation. 

When certain aspects of heteroglossia are incorporated into the 
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language of a novel-for example, provincialism, characteristic 
professional and technical expressions and so forth-they may 
serve to orchestrate authorial intentions !consequently they are 
always distanced, "qualified"). But other aspects of heteroglossia, 
analogous to the first, may, at the given moment, already have 
lost their flavor of "belonging to another language"; they may al
ready have been canonized by literary language, and are con
sequently sensed by the author as no longer within the system of 
provincial patois or professional jargon but as belonging rather to 
the system of literary language. It would be a gross mistake to as
cribe to such aspects an orchestrating function: they either al
ready lie on the same plane as the author's language or, in those 
cases where the author is not at one with contemporary literary 
language, they exist within a different orchestrating language Ia 
literary, not provincial, language) .  In other instances it even be
comes very difficult to decide what, for the author, has become an 
already canonized element of the literary language and in what he 
still senses heteroglossia. The more distant the work to be ana
lyzed is from contemporary consciousness, the more serious this 
difficulty becomes. It is precisely in the most sharply heteroglot 
eras, when the collision and interaction of languages is especially 
intense and powerful, when heteroglossia washes over literary 
language from all sides I that is, in precisely those eras that most 
conduce to the novel) that aspects of heteroglossia are canonized 
with great ease and rapidly pass from one language system to an
other: from everyday life into literary language, from literary lan
guage into the language of everyday, from professional jargon into 
more general use, from one geme to another and so forth. In this 
intense struggle, boundaries are drawn with new sharpness and 
simultaneously erased with new ease; it is sometimes impossible 
to establish precisely where they have been erased or where cer· 
tain of the warring parties have already crossed over into alien 
terri�ry. All this gives rise to enormous difficulties for the ana· 
lyst.\ln more stable eras languages are more conservative; can ·  
onization is accomplished mort slowly, with more difficult' 
and thus it can be easily tracedi We should add, however, that 
the speed with which canonization is  act;_omplished creates diffi·· 
culties only in trivial matters, in the details of stylistic analY· 
sis jprimarily in analyzing others' words scattered sporadicalh 
throughout authorial speech). For anyone who grasps the basic or· 
chestrating languages and the basic lines of movement and pla ·. 
of intentions, canonization is no obstacle. 
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The second process-re-accentuation-is considerably more 
complicated and may fundamentally distort the way novel style 
is understood. This process has to do with the ufeel" we have for 
distancing, and involves the tact with which an author assigns 
his accents, sometimes smudging and often completely destroy
ing for us their finer nuances. We have already had occasion to 
point out that several types and variants of double-voiced dis
course can, when being perceived, very easily lose their second 
voice and fuse with single-voiced direct speech. Thus a parodic 
quality (in those situations where it is not an end in itself, but is 
�ted with a representing function) may under certain circum
stances be easily and quickly lost to perception, or be signifi
cantly weakened. We have already shown how parodied dis
course, in an authentic prose image, can offer internal dialogic 
resistance to the parodying intentions. For the word is, after all, 
not a gead material object in the hands of an artist equipped with 
it; it is a living word and is therefore in all things true to itself; it 
may become anachronous and comic, it may reveal its narrow
ness and one-sidedness, but its meaning-once realized-can 
never be completely extinguished. And under changed conditions 
this meaning may emit bright new rays, burning away the reify
ing crust that had grown up around it and thus removing any real 
ground for a parodic accentuation, dimming or completely ex
tinguis:J;rlng such re-accentuation. ln this process we must keep in 
mind the following peculiarity of every true prosaic image: au
thorial intentions move through it as if along a curve; the dis
tances between discourse and intentions are always changing (in 
other words, the angle of refraction is always changing);  a com
plete solidarity between the author and his discourse, a fusion of 
their voices, is only possible at the apexes of the curve. At the 
nadirs of the curve the opposite occurs : it is possible to have a full 
reiftcation of the image (and consequently a gross parody on it), 
that is, it becomes possible to have an image deprived of any real 
Jialogicality. A fusion of authorial intentions with the image may 
alternate abruptly with complete reiftcation of an image, and this 
within the space of a short section of the work (in Pushkin, for 
mstance, this can be seen in the author's relationship to Onegin's 
unage and occasionally to Lensky's) .  The curve tracing the move
rnent of authorial intentions may be more or less sharp, the prose 
unage may be both less fraught and better balanced. Under 
�hanged conditions for perceiving an image, the curve may be
dme less sharp and may even be stretched out into a straight 
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line: the image then either becomes entirely or directly i_p.ten
tional, or (on the contrary) it may become purely reifte9) and 
C!f.�ely parodic. -

\�nat conditions this re-accentuation of images and languages 
in the noveU It is a change in the background animating dialogue, 
that is, changes in the composition of heteroglossia\ In an era 
when the dialogue of languages has experienced great thange, the 
language of an image begins to sound in a different way, or is 
bathed in a different light, or is perceived against a different di
alogizing background. In this new dialogue, a proper, direct inten
tionality in both the image and its discourse may be strengthened 
and deepened, or (on the contrary) may become completely re
ifted (a comic image may become tragic, the one who had been 
unmasked may become the one who strips away mask and so on). 

In re-accentuations of this kind there is no crude violation of 
the author's will. It can even be said that this process takes place 
within the image itself, i.e., not only in the changed conditions of 
perception. Such conditions merely actualize in an image a po
tential already available to it (it is true that while these condi
tions strengthen some possibilities, they weaken others) .  We 
could say with justification that in one respect the image has be
come better understood and better "heard" than ever before. In 
any case, a certain degree of incomprehension has been coupled 
here with a new and more profound comprehension. 

Within certain limits the process of re-accentuation is un
avoidable, legitimate and even productive. But these limits may 
easily be crossed when a w�rk is distant from us and when we 
begin to perceive it against a background completely foreign to it. 
Perceived in such a way, it may be subjected to a re-accentuation 
that radically distorts it. Such has been the fate of many novels 
from previous eras. Especially dangerous is any vulgarizing that 
oversimplifies re-accentuation (which is cruder in all respects 
than that of the author and his time) and that turns a two-voiced 
image into one that is flat, single-voiced-into a stilted heroic 
image, a Sentimental and pathos-charged one, or ( at the other ex· 
treme) into a primitively comic one. Such, for instance, is the 
primitive and philistine habit of taking "seriously" Lensky's im· 
age, or his parodic poem "Where, 0 where have you gone . . . .  "; oi 
such a sort would be a purely heroic interpretation (in the style oJ 
Marlinsky's heroes) of, for example, Pechorin. 

The process of re-accentuation is enormously significant in thr. 
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history of literature.(Every age re·Bfcentuates in its own way the 
works of its most immediate pa� The historical life of classic 
worksis in fact the uninterrupted process of their social and ideo
logical re-accentuation. Thanks to the intentional potential em
bedded in them, such works have proved capable of uncovering in 
each era and against ever new dialogizing backgrounds ever 
newer aspects of meaning; their semantic content literally con
tinues to grow, to further create out of itself. Likewise their influ
ence on subsequent creative works inevitably includes re-accen
tuation. New images in literature are very often created throqgh a 
re-accentuating of old images, by translating them from one ac
centual register to another (from the comic plane to the tragic, for 
instance, or the other way around) .  

Dibelius, in his books, offers interesting examples of just such a 
creation of new images by means of a re-accentuation of old ones. 
Professional and social-class types in the English novel-doctors, 
jurists, landowners-originally appeared in the comic genres, 
then later moved over into secondary comic planes of the novel as 
secondary reified characters, and only from there moved up into 
the higher levels where they were able to become the novel's ma
jor heroes. A basic method for transferring a character from the 
comic to a higher plane is to represent him in misfortune and suf
fering: sufferings serve to translate comic characters into another, 
higher register. Thus the traditionally comic image of the miser 
helps to ; establish hegemony for the new image of the capitalist, 
which is then raised to the tragic image of Dombey. 

Of special importance is the re-accentuation of poetic images 
into prosaic ones, and vice-versa. In this way the parodic epic 
emerged during the Middle Ages, which played such a crucial role 
in preparing the way for the novel of the Second Stylistic Line (its 
parallel classical expression was Ariosto) .  Of great importance as 
well is the re-accentuation of images during their translation out 
of literature and into other art forms-into drama, opera, paint
ing. The classic example is Tchaikovsky's rather considerable re
accentuation of Evgenij Onegin: it has had a powerful influence on the philistine perception of this novel's images, greatly weak
ening the quality of parody in them. 66 

66. This problem of double-voiced parodic and ironic discourse !more ac
;:urately, its analogues) in opera, in music, in choreography (parodic dances) is 
;memely interesting. 
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Such is the process of re-accentuation. We should recognize its 
great and seminal importance for the history of literature. In any 
objective stylistic study of novels from distant epochs it is neces
sary to take this process continually into consideration, and to 
rigorously coordinate the style under consideration with the 
background of heteroglossia, appropriate to the era, that dialo
gizes it. When this is done, the list of all subsequent re-accentu
ations of images in a given novel-say, the image of Don Qui
xote-takes on an enormous heuristic significance, deepening 
and broadening our artistic and ideological understanding of 
them. For, we repeat, great novelistic images continue to gr�w 
and develop even after the moment of their creation; they are ca
pable of being creatively transformed in different eras, far distant 
from the day and hour of their original birth. 

1934-1935 
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Bakhtin's technical vocabulary presents certain difficulties; while 
he does not use jargon, he does invest everyday words with spe
cial content. In the interests of a smooth translation we have ren
dered these words in a variety of ways; here we collect and sum
marize the terms most central to his theory. 

The page numbers indicate where in the text useful illustra
tions or discussions of the concept occur. 
ACCENT ( akcent) (p. 5 )  
accentuation [ akcencuacija] 
accentuating system [ akcentnaja sistema] 
reaccentuation (pereakcentuacija) 

An accent, stress or emphasis. Every language or discourse sys
tem accents-highlights and evaluates-its material in its own 
way, and this changes through time. The parallel with a lan
guage's -stress system is not accidental, but it might be noted that 
as a rule Russian words have only one stress per word, and this is 
highly marked, so changes in stress can substantially alter the 
sound of a word in context. 
ALIEN, other, another, someone else's [ cuioj) (p. 43) 

Cui.oj is the opposite of svoj [one's own] and implies other
ness-of place, point of view, possession or person. It does not (as 
does "alien" in English) imply any necessary estrangement or ex
oticism; it is simply that which someone has made his own, seen 
!or heard) from the point of view of an outsider. In Bakhtin's sys
tem, we are all cuioj to one another by definition: each of us has 
his or her own [ svoj] language, point of view, conceptual system 
that to all others is cuioj. Being cuioj makes dialogue possible. 
The novel is that literary art form most indebted to cuidost' 
!otherness]. 
ARTISTIC GENRES [xudoiestvennye ianry] 
artistic-prose discourse [xudozestvenno-prozaiceskoe slovo] 
lpp. 260-261]  
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artistic craftsmanship in prose 
The opposite of "artistic" here is either extra-artistic [ vnex

udoiestvennyj) or bytovoj [everyday, casual, ordinary] . "Artistic" 
genres are those that are reworked to aesthetic purpose and can 
therefore be re-contextualized (a sonnet, a portrait, an art song); 
an "everyday genre" is a mode of expression that involves con· 
ventions (a personal letter, table talk, a chat over the back fence, 
throwing rice at weddings) but is of the byt [ordinary everyday 
life] and rooted in specific contexts. The project in "Discourse in 
the Novel" is precisely to establish a legitimate place for the 
novel in the artistic genres; novel theory, Bakhtin laments, too 
often presumes novel language to be a neutral medium, unre
worked, or openly polemical, as in rhetoric. 
ASSIMILATING during transmission [usvojajusaja peredaca] 
[p. 341]  
also, "simultaneous appropriation and transmission" 

We communicate by crossing barriers : leaving our svoj, or 
making another's cuioj our own. Transmission a( information is 
therefore always simultaneously an appropriation (or assimila· 
tion) of it. But there is always a gap between our own intentions 
and the words-which are always someone else's words-we 
speak to articulate them. The gap may be greater or smaller, how
ever, depending on the "fit" between what we believe and what 
we are saying. If I am a believing Christian, how I recite the 
Lord's Prayer will indicate my closeness to the world view of the 
text. I assimilate its ideology while transmitting it. If I were a mil
itant atheist, I would, in the ways I chose to speak it, indicate my 
distance from the prayer. I would dramatize nonassimilation of 
its "message" in my transmission. 
AUTHORITATIVE DISCOURSE ( avtOiitetnoe slovo) (pp. 342ff.) 

This is privileged language that approaches us from without; it 
is distanced, taboo, and permits no play with its framing context 
!Sacred Writ, for example) .  We recite it. It has great power over us, 
but only while in power; if ever dethroned it immediately be
comes a dead thing, a relic. Opposed to it is internally-persuasive 
discourse [ vnutrenne-ubeditel'noe slovo], which is more akin to 
retelling a text in one's own words, with one's own accents, ges
tures, modifications. Human coming-to-consciousness, in Bakh
tin's view, is a constant struggle between these two types of dis
course: an attempt to assimilate more into one's own system, and 
the simultaneous freeing of one's own discourse from the au-
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thoritative word, or from previous earlier persuasive words that 
have ceased to mean. 
BELmF SYSTEM [krugozor] [pp. 3 � 5 - 386] 
also, conceptual system, 
conceptual horizon 

Literally in Russian "the circle of one's vision." Primary here is 
the fact that krugozory are all always highly specific, and the vi
sual metaphor emphasizes this : what I see can never be what you 
see, if only las Bakhtin put it in an early essay) because I can see 
what is behind your head. Every cuioj thus has its own krugozor. 
When the term is used on a global or societal scale we have ren
dered it as "belief system"; when it refers to the local vantage 
point of an individual, as "conceptual horizon." 
CANONIZATION (kanonizacija] 
canonic quality (kanonicnost'] 

The tendency in every form to harden its generic skeleton and 
elevate the existing norms to a model that resists change. At the 
end of "Discourse in the Novel" IPP· 417ff. ) Bakhtin discusses a 
special dif:ficulty in novel theory, how to read properly the rapid 
transforming processes of canonization and of xe-accentuation. 
Canonization is that process that blurs heteroglossia, that is, that 
facilitates a naive, single-voiced reading. It is no accident that the 
novel-that heteroglot genre-has no canon; it is, however, like 
all artistic genres subject to the pressures of canonization, which 
on a primitive level is merely the compulsion to repeat. 
CENTRIPETAL-CENTRIFUGAL ( centxostxemiteJ'nyj-centxo
beinyjJ [pp. 272-273] 

These are respectively the centralizing and decentralizing I or 
decentering) forces in any language or culture. The rulers and the 
high poetic genres of any era exercise a centripetal-a homoge
nizing and hierarchicizing-influence; the centrifugal ldecrown
ing, dispersing) forces of the clown, mimic and rogue create alter
native "degraded" genres down below. The novel, Bakhtin argues, 
is a de-normatizing and therefore centrifugal force. 
CHRONOTOPE (xronotop] 

Literally, "time-space." A unit of analysis for studying texts ac
cording to the ratio and nature of the temporal and spatial catego
ries represented. The distinctiveness of this concept as opposed to 
most other uses of time and space in literary analysis lies in the 
fact that neither category is privileged; they are utterly interde
pendent. The chronotope is an optic for reading texts as x-rays of 
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the forces at work in the culture system from which they spring. 
coMPLETED-finished, closed-off, finalized [zaversen] 
and its noun zaver8ennost' [completedness, finalization] 
its antonym nezaversennost' [inconclusiveness, openendedness] 

This implies not just completed, but capable of definitive final
ization. Dialogue, for example, can be zaver8en (as in a dramatic 
dialogue)-it can be laid out in all its speaking parts, framed by an 
opening and a close. A dialogized word, on the other hand, can 
never be zaver8eno: the resonance or oscillation of possible mean
ings within it is not only not resolved, but must increase in com
plexity as it continues to live. Epic time is zaverseno; novel-time, 
the present oriented toward the future, is always nezaver8eno. 
CONTEMPORANEITY, contemporary life [sovremennost'] [pp. 
r 8ff.] 
also, contemporary reality 

The Russian word implies a simultaneity of times-in past, 
present or future; for Bakhtin the concept is most productive 
when the two temporal simultaneities are that of author and cre
ated character, or of author and event. Epic occurs in an absolute 
past that could never have been sovremennyj to its author-bard or 
to its audience, regardless of when the related events had oc
curred in "real" historical time. The novel, in contrast, permits 
authorial- and reader-access to the artistically represented world. 
DIALOGISM [ dialogizm j 

Dialogism is the characteristic epistemological mode of a 
world dominated by heteroglossia. Everything means, is under
stood, as a part of a greater whole-there is a constant interaction 
between meanings, all of which have the potential of condition
ing others. Which will affect the other, how it will do so and in 
what degree is what is actually settled at the moment of utter
ance. This dialogic imperative, mandated by the pre-existence oi· 
the language world relative to any of its current inhabitants, in
sures that there can be no actual monologue. One may, like a 
primitive tribe that knows only its own limits, be deluded intfl 
thinking there is one language, or one may, as grammarians. 
certain political :figures and normative framers of "literary lan
guages" do, seek in a sophisticated way to achieve a unitary Ian· 
guage. In both cases the unitariness is relative to the overpower· 
ing force of heteroglossia, and thus dialogism. 
DIALOGUE [dialog] [pp. 41 Iff.] 
dialogizing [ dialogujuscij] 
dialogized [ dialogizovannij] 
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Dialogue and its various processes are central to Bakhtin's the

ory, and it is precisely as verbal process (participial modifiers) that 
their force is most accurately sensed. A word, discourse, language 
or culture undergoes "dialogization" when it becomes relativized, 
de-privileged, aware of competing definitions for the same things. 
Undialogized language is authoritative or absolute. 

Dialogue may be external (between two different people) or in
ternal (between an earlier and a later self ) .  Jurij Lotman {in The 
Structuxe of the Artistic Text, tr. R. Vroon [Ann Arbor, 1977]), dis
tinguishes these two types of dialogue as respectively spatial 
(A-B) and temporal (A-A' ) communication acts [p. 9]. 
DISCOURSE, word ( sJovo) 

The Russian word slovo covers much more territory than its 
English equivalent, signifying both an individual word and a 
method of using words [cf. the Greek logos] that presumes a type 
of authority. Thus the title of our final essay, "Discourse in the 
Novel," might also have been rendered "The Word in the Novel." 
We have opted for the broader term, because what interests 
Bakhtin is the sort of talk novelistic environments make possi
ble, and how this type of talking threatens other more closed sys
tems. Bakhtin at times uses discourse as it is sometimes used in 
the West-as a way to refer to the subdivisions determined by so
cial and ideological differences within a single language {i.e., the 
discourse of American plumbers vs. that of American academics) .  
But it is  more often than not his more diffuse way of insisting on 
the primacy of speech, utterance, all in praesentia aspects of 
language. 
DISPLAYED, exhibited (pokazannyj] (p. 322) 

A word "displayed as a thing," reined, a word maximally de
prived of authorial intention. It involves a manipulation of con
text in such a way that the word is stripped of those overtones 
that enable it to be perceived as natural. A word is pokazano 
when it is put in quotation marks, for instance. 
11

ENNOBLED DISCOURSE
" 

or "discourse made respectable" [ oblagoroiennoe slovo] [pp. 
\8 1-384) 

A category of value located on the border between criteria for 
style and criteria for language. When discourse is "ennobled" it is 
elevated, made less accessible, more literary and better ordered. 
"Ennobled language" always presumes some privilege and exer
cises some social control. 
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EVALUATIVE, judgmental, valorized, axiological, value- [ cen
nostnyj] 

Evaluation never takes place in a void; to assign value means to 
assess and rank. Thus when Bakhtin (in "Epic and Novel") speaks 
of the epic past as a cennostno-vremmenoj [temporally valorized, 
or time-and-value] cateogory, he means to emphasize the fact that 
time, like all other sequences, is hierarchical along a good/bad 
axis as well as a before/after; the epic past is not only past, but 
good because it is past. 
EVERYDAY LIFE ( byt) 
everyday genre [ bytovoj .ianr] 

This is what ordinary people live, and their means for commu
nicating with each other [ bytovye .ianry]-the private letter, the 
laundry note-are not considered artistic. They are, however, 
both conventionalized and canonized; indeed, all communication 
must take place against a certain minimum background of shared 
generic expectations. 
GENRE (zanr) 

In the most general terms, a horizon of expectations brought to 
bear on a certain class of text types. It is therefore a concept larger 
than literary genre (examples of everyday genres [ bytovye .ianry] 
would be the shopping list or telephone conventions) .  A genre 
both unifies and stratifies language [p. 288] .  In these essays, how
ever, the term is most frequently invoked to define the kind of 
formulae that have tended to limit literary discourse. The novel 
is seen as having a different relationship to genre, defining itself 
precisely by the degree to which it cannot be framed by pre-exist
ing categories. 
HETEROGLOSSIA [raznorecie, raznorecivost'] (p. 263 ]  

The base condition governing the operation of meaning in any 
utterance. It is that which insures the primacy of context over 
text. At any given time, in any given place, there will be a set oi 
conditions-social, historical, meteorological, physiological
that will insure that a word uttered in that place and at that time 
will have a meaning different than it would have under any othet 
conditions; all utterances are heteroglot in that they are func
tions of a matrix of forces practically impossible to recoup, and 
therefore impossible to resolve. Heteroglossia is as close a con
ceptualization as is possible of that locus where centripetal and 
centrifugal forces collide; as such, it is that wl;rich a systematic 
linguistics must always suppress. 
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hybridization (gibridizacija) [pp. 3 5 8££. ] 

GLOSSARY [429] 

The mixing, within a single concrete utterance, of two or more 
different linguistic consciousnesses, often widely separated in 
time and social space. Along with dialogization of languages and 
pure dialogues, this is a major device for creating language-im
ages in the novel. Novelistic hybrids are intentional (nameren
nyi] !unlike, say, naive mixing in everyday speech); their double
voicedness [ dvugolosnost'] is not meant to resolve. Since hybrids 
can be read as belonging simultaneously to two or more systems, 
they cannot be isolated by formal grammatical means, by quota
tion marks !Bakhtin analyzes the hybrid constructions in Dick
ens' Little Dorrit [pp. 302££. ]). Hybridization is the peculiar mark 
of prose; poetry, and in particular poetic rhythm, tends to regiment 
and reduce multiple voices to a single voice [p. 298] . Double
voicedness in poetry, when it occurs, is of an essentially different 
sort [pp. 327-329] .  
IDEOLOGY (ideoJogija) (pp. 3 3 3 -3 3 5 ) 
ideologue (ideolog] 
ideologeme (ideologim] 

This is not to be confused with its politically oriented English 
cognate. "Ideology" in Russian is simply an idea-system. But it is 
semiotic in the sense that it involves the concrete exchange of 
signs in society and in history. Every word/discourse betrays the 
ideology of its speaker; great novelistic heroes are those with the 
most coherent and individuated ideologies. Every speaker, there
fore, is an ideologue and every utterance an ideologeme. 
IMAGE OF A LANGUAGE ( obraz jazyka) (p. 300) 

A central concept, but one difficult to conceptualize because 
few of the associations that cluster around either "image" or "lan
guage" are helpful in graspilig what Bakhtin means in bringing 
them together. Images are what literature-preeminently the 
novel-uses; in selecting what is to be said, the overriding con
cern should be to highlight the ideological impulses behind an 
utterance rather than any local meaning an utterance might have 
when conceived as a mere linguistic expression. 
'INTERNALLY PERSUASIVE DISCOURSE (vnutrenne-ubiditeJ 'nOB 
slovo) 

cf. AliTHORITATIVE DISCOURSE, above. 
INTERILLUMINATION, interanimation, mutual illumination 
\vzaimnoosvescenie] 



(430) GLOSSARY 

The major relativizing force in de-privileging languages. When 
cultures are closed and deaf [gluxoj] to one another, each consid
ers itself absolute; when one language sees itself in the light of 
another, "novelness" has arrived. With novelness, "two myths 
perish simultaneously: the myth of a language that presumes to 
be the only language, and the myth of a language that presumes 
to be completely unified" [p. 68] .  

We see here Bakhtin's fondness for vision metaphors (cf. "re
fraction," krugozor) as well as play with the Russian word pros
ve8cenie [education, enlightenment], which comes about only in 
the light of another. 

· 
LANGUAGE (jazyk) 

Bakhtin seems to endorse that broad definition of language of
fered by Jurij Lotman in The Structure of the Artistic Text, "any 
communication system employing signs that are ordered in a par
ticular manner" [p. 8] .  With this in mind, Bakhtin differentiates 
between 

ALIEN/OTHER/ANOTHER'S LANGUAGE ( cuzoj jazyk) : a language 
not one's own, at any level. 

soCIAL LANGUAGE (social'nyj jazyk]: a discourse peculiar to a 
specific stratum of society (professional, age group, etc. )  within a 
given social system at a given time. 

NATIONAL LANGUAGE (nacional'nyj jazyk]: the traditional lin
guistic unities (English, Russian, French, etc. )  with their coherent 
grammatical and semantic systems. 
Jazyk is incorporated into compound nouns with the following 
equivalen.ts: 

HETEROGLossiA (raznoreCie, raznojazycie] 
OTHER-LANGUAGEDNESS (inojazycie) 
POLYGLOSSIA (mnogojazycie) 
MONOGLOSSIA ( odnojazycie) 

The distinction between razno- [hetero-] and mnogo [poly-] is the 
difference between type and quantity, but the two attributes are 
often used together. 

ORCHESTRATION ( orkestrovka) 
Bakhtin's most famous borrowing from musical terminology 

is the "polyphonic" novel, but orchestration is the means for 
achieving it. Music is the metaphor for moving from seeing (such 
as in "the noveJ is the encyclopedia of the life of the era") to hear
ing (as Bakhtin prefers to recast the definition, "the novel is the 
maximally complete register of all social voices of the era"). For 
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Bakhtin this is a crucial shift. In oral/aural arts, the "overtones" 
of a communication act individualize it. Within a novel perceived 
as a musical score, a single "horizontal" message !melody) can be 
harmonized vertically in a number of ways, and each of these 
scores with its fixed pitches can be further altered by giving the 
notes to different instruments. The possibilities of orchestration 
make any segment of text almost infinitely variable. The literary 
CHRONOTOPE I see above), with its great sensitivity to time (p. 86], 
finds a natural kinship with the overwhelmingly temporal art of 
music. 
PENETRATION, insight [proniknovenie] [pp. 416-417 ]  

Such blunt, often crudely material expressions are character
istic of Bakhtin's somewhat militarized language. Ideologies 
"batde it out in the arena of the utterance." Novelness "invades" 
privileged discourse. Boundaries between svoj and cuioj are "vio
lated." Behind this aggressive talk is Bakhtin's concern that the 
reader feel the forces involved here as bodies, in concrete compe
tition for limited supplies of authority and territory. A true "pen
etration" into the novel is more than a mere scholarly investiga
tion of it: it is a sortie onto a battlefield, where victory belongs 
lbut never for long) to the one who can best map the movement of 
hostile forces. These essays, written in the mid-193os and early 
1940s, perhaps reflect the general militarization of Soviet life and 
language during the prewar and war years. But such rhetoric is of 
course also impeccably Marxist-although Bakhtin, as it were, 
recoups the class struggle for epistemology. 
PHILOSOPHEME (fllosoflm ] ·  

Any concept that is recognizably a unit of a philosophical sys
tem jcf. IDEOLOGEME ) . 

POLYGLOSSIA (mnogojazycie] 
The simultaneous presence of two or more national languages 

interacting within a single cultural system IBakhtin's two histor
ical models are ancient Rome and the Renaissance).  
PRECONDITIONED, qualified, "with reservations" [ ogovorennyi] 
(p. 3 3 1 ]  

cf. its noun ogovorennost' !"already bespoke quality") 
ogovorka, a reservation (pp. 8-9] 
The only un-preconditioned world was Eden, and since its Fall 

we have all spoken about the world in someone else's [ cuiie] 
words. The world of objects and meanings [predmetno-smyslovoj 
mir] in which we live is therefore highly relativized; Bakhtin's 
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use of the term merely alludes to the encrustation of meanings 
bonded to any word or object. 
PRINCIPLED, systematic, rigorous, regular [principial'nyj) 

The Russian has no moral overtones as does its English equiv
alent, and bears some resemblance to what is meant today by 
structure: a "principled" solution is one that relates to a larger 
system, that presumes certain regularities or norms for itseH. 
When Bakhtin complains that there has been no principial'nyj 
approach to the novel, he is referring not to the absence of 
a canon but to the absence of a minimal list of constitutive 
features. 
REFRACTION (pereJom) [pp. 299- 300; 419££.) 

C£. the verb prelomljat'sja, to be refracted 
In Bakhtin's ideal case, the poet writes in a directly intentional 

language, one that means what he wants it to mean, while the 
prose writer's intentions are of necessity "refracted" at various 
angles through already claimed territory. Authorial refraction is 
central to the light-ray metaphor Bakhtin uses to illustrate the 
complexity in reading a prose communication. Every word is like 
a ray of light on a trajectory to both an object and a receiver. Both 
paths are strewn with previous claims that slow up, distort, re
fract the intention of the word. A semantic "spectral dispersion" 
occurs, but not within the object (as would be the case with sell
enclosed poetic tropes) but before the word reaches the object, in 
the "occupied territory" surrounding the object. In any novelistic 
prose one can trace-as Bakhtin does at length for Little Dorrit 
[pp. 302 - 307 ]-the "angle of refraction" of authorial discourse as 
it passes through various other voices, or voice- 1 and character
zones. But there are other refracting media as well, including that 
mass of alien words present not j.n the object but in the con
sciousness of the listener. 
REIFICATION, brute materiality [ob"jektnost', ob"jektiflkacija] 

cf. adj . ob"jektnyj, objectified, reified, "turned into a thing" 
The process (rhetorically intended or historically caused) of 

stripping a word [slovo] of its "normal" contexts . This happens 
when a word is pokazano [exhibited] . 
SPEECH [rec') 

Character speech [reci geroev] : this refers not to the speeches of 
a character but to a manner of speaking specific to him. 

Between the two traditional grammatical categories of DmEcr 

SPEECH [prjamaja rec'] and INDIRECT SPEECH [kosvennaja ret'] 
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Bakhtin posits an intermediate term, QUASI-DIRECT SPEECH [ne
sobstevenno-prjam.aja rec'] . (This category is given very detailed 
treatment in chapter 4 of V. N. Volosinov's Marxism and the Phi
losophy of Language [tr. Matejka and Titunik, New York, 1973), 
pp. 141.-159 . )  Quasi-direct speech involves discourse that is for
mally authorial, but that belongs in its "emotional structure" to a 
represented character, his "inner speech transmitted and regu
lated by the author" (p. 3 1 9, where the passage cited is an internal 
monologue of Nezhdanov's from Turgenev's Virgin Soil]. 

Quasi-direct speech is a threshold phenomenon, where au
thorial and character intentions are combined in a single inten
tional hybrid. Measuring the relative strength of these competing_ 
intentions is a major task of novel stylistics. 
STRATIFICATION (rassJoenie) (p. 289] 

For Bakhtin this is a process, not a state. Languages are con
tinually stratifying under pressure of the centrifugal force, whose 
project everywhere is to challenge fixed definitions. Represented 
characters in a novel exist in order to find, reject, redefine a stra
tum of their own; formal authors exist to coordinate these strat
ifying impulses. 

Stratification destroys unit� but-as with our military meta
phors discussed above (PENETRATION)-this is not a negative 
or negating process. It is cheerful war, the Tower of Babel as may
pole. To create new strata is the express purpose of art, or as Lot
man happily put it, "art is a magnificently organized generator of 
languages" ( Structure of the Artistic Text, p. 4) .  
TENDENTious, period-bound, belonging to a certain school or 
trend [napravlenceskij) 

Tendentious language is a type of social language heavily influ
enced by the norms of a given literary school or period, i.e., the 
vocabulary and presuppositions shared at any given time by Nat
uralists, Neoclassicists and so forth. 
UTTERANCE [ vyskazivanie] 

Bakhtin's extension of what Saussure called the parole aspect 
of language (the speech act/utterance), but where utterance is 
made specifically social, historical, concrete and dialogized. See 
the numerous and excellent discussions of this in V. N. Vol
osinov, Marxism and the Philosophy of Language, as on pp. 
40-41: "In the verbal medium, in each utterance, however trivial 
it may be, [a] living dialectical synthesis is constantly taking 
place between the psyche and ideolo� between the inner and 
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outer. In each speech act, subjective experience perishes in the 
objective fact of the enunciated word-utterance, and the enunci
ated word is subjectified in the act of responsive understanding in 
order to generate, sooner or later, a counterstatement." 
VOICE [golos, -glas] 

This is the speaking personality, the speaking consciousness. A 
voice always has a will or desire behind it, its own timbre and 
overtones. siNGLE-VOICED DiscouRSE [edinogolosnoe slovo] is the 
dream of poetS; DOUBLE-VOICED DISCOURSE [dvugolosnoe sJovo) 
the realm of the novel. At several points Bakhtin illustrates the 
difference between these categories by moving language-units 
from one plane to the other-for example, shifting a trope from 
the plane of poetry to the plane of prose [pp. 327££. ] :  both poetic 
and prose tropes are ambiguous [in Russian, dvusmyslenn.yj, lit
erally "double-meaninged"] but a poetic trope, while meaning 
more than one thing, is always only single-voiced. Prose tropes by 
contrast always contain more than one voice, and are therefore 
dialogized. 
zoNE [zona] 
character zones [zony geroev] 
speech zones [ recivye zony] 

Zones are both a territory and a sphere of influence. Intentions 
must pass through "zones" dominated by other [ cuioj] charac
ters, and are therefore refracted. A character's zone need not be
gin with his directly quoted speech but can begin far back in the 
text; the author can prepare the way for an autonomous voice by 
manipulating words ostensibly belonging to "neutral" authorial 
speech. This is a major device of comic style {see Bakhtin's analy
sis of Little Dorrit [pp. 302 - 307] ) .  

In Bakhtin's view there are no zones belonging to no one, no 
"no-man's land." There are disputed zones, but never empty ones. 
A zone is the locus for hearing a voice; it is brought about by the 
voice. 
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