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_1. A work of art is most similar tc¢ the system of rules in

logic. Just as a logical system is constituted of rules for usage,
the literary work of art is also formed of a certain syastem of
rules by the help of which we can think about our ontological
existence according to the experience of past, present and

future realities. In this context a literary work of art represeuts
value in so far as it is a frame work of a syastem of rules for

thinking in terms of realities.

At the same time this is the reason why systems of logic
are different from a work of art as a system, that is to say logic
as the science of thinking and the work gf art as an artistic
way of thinking are different. Since any kind of logic system
is given once and for all and is suitable for reaching a certain
level of human thinking. On the other hand a work of art is single
in the sense that from the point of view of the given instance of
reality and in accordance with it we can think over human existance
in general onl} by the help of the given work Qf art as a systen

of rules.

This is due to the fact in art it is not merely truths that

man wants to abserve and learn as in science neither is it the
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general connections of the notion of reality which should be
taken as philosophical forms of truth but in statu nascendi the
qperation of these regularities of reality affecting and determin-

ing the life of man and society.

Thereiore_ian's historical, social and particular existence
is never present in art in its ontological forms but in its
”Enpirical forms as a concrete vehicle for these regularities. This
is the reason for the peculiar sensitivity of art to the prevailing
collective social ideological, political, moral ethical, aesthctical
and cultural manifestations, nnd this fact accounts for the close
connection of art with other foras of culture for its voluntary
contribution to inteliectual trends, styles of age and forms of
cultivation. Being attracted by certain ideals and styles a
particular age bringas to the centre of attention such spheres of
reality as open up a better view for us on the general forms of
human existence. F&r these general forms manifest themselves in
their true reality only by meana of their cultivational forms, as
they can be recorded more exactly‘in their everyday-historical

realization.

In contrast to logic’s absolute rules of usage, mofe exactly
to the form-creating logical operations of thinking, literature as'
a special form of thinking can therefore arrange its own medium
into a system only by the experiencéd reaiity; this makes and at
the same time enables the consciousness of the current epperceiver
to set out and go along that very path’which leads deepest into

the tangle of reality perceptible in the given age. Distinct



- 405 -

from the rules and forms of logic established once and for all,
here again a»d again we have to set up and create these peculiar
ontologically seeming rules of the logic of reality at the expcnse
of conforming to the given work of art as a rule of thinking - -
usage, since not truths but the regularities of man's ontologicli.
historicgl, social reality, acting from the direction of concrete
hgman existence, bec .me eventually cognizable objects, tangible
things. This is the very reason for the éeneral phenomenon that

an artist can go over the regularities of reality recognizable in
his age usually by means of several works of art that is by more
or leas different approaches, systems of thinking, while in the
creation of his life-work he relies on forerunners' and con-
temporaries' achievements in establishing rules and also on his
own achievements just as much as on-hia (biographically) own real
social experiences gained in periods bethen th: writing of the
works. Juaﬁ for this very réason a work of art is not a system

of signs (as for example language is), which would leave and push
meaning (the'discrete sequence’) outside its domain. Neither is

it merely a secondary system of aigna for making models, which
Qould remode)l previously arranged material; if we can speak about a
model at all we can do so only in terms of the model - like'
structure of the system of thinking. But all the time we have to keeb
in mind that the model in question is not a par excellence model
of the world (we should always deny tﬁis cdncept of a model), but
that concrete system of rules, wvhich makes us think indirectly »

about human existence in a definite way.

We must not be deceived by the fact that this ayhten of rules
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presents fictitiously to us nothing but apparently ontological
concrete things. This apparently ontological instance of concrete-
ness is exactly the same as the scientist's example to illustrate
a given regulgrity or ru’e. From this point of view a work of art
is really a certain kind of sequence of illustrations; however

not the illustration of reality but of the empirical regularity of
reglity. Therefore we have to do not with one single illustration
of an example, aithough it is not completely etrange-in art as is
shown by the genrés of paraﬁle or generally of the animal story.
But even in the case of a more complicated artistic model it is
not the function of the model itself which comes to the fore, since

it is also taken into account as a system of examples.

In this sense we can also speak about the symbolic meaning
of every literary work »f art. In each case when the model
consisting of a more coumplicated system of examples is presented
by the writer as a material of examples in its symbolic nature
we have according to the programme to do with a mythologizing

or symbolic work of art as well.

If we place the concept of "the vork of art" at the fore, it
will suggest the idea in connection with an artistic way of thin-
king, as if it conveyed, as will science and philosophy, meanings
that can be grasped in forms of truth. It would cause us to forget
that the main point is the record of the motion of general regu-
larities of reality caught, Beized,"captured in a series of
existential and intellectual circumstances appearing in their
ontological state. Here we have to do with a system of rules

which seems to be a suitable model for setting off such a train
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of thoughts - and therefore for us just as well as for the creator
is a work of art - by which we can put into practice for our;elvea
the laws of man's psychological, individual, social, histcrical aéd
natural exiatence onva higher level compared to our sitnatioans o

experienced in‘life but which has an equifalent (8o to say

existentially).

- Though the deviation from formal and dialectical logic is
;heoretical, it lies in the different form of the system of rules
.in Sofﬁ casesi which already indicates the difference petveeh
the subjects of logic and art, too: while on the one hand the
question ;p_the former ié hov thinking can grasp the laws of man's
reality by the rulés“of logic that is in forms of truths, on the
other‘hand in the latter it is how man can grasp this realitr itself
and its motion in forms of existence (in the artist's model). Therg-
fore by the help of such a syséen of rules which restores and recreates -
the moving, present or paat human reality so that 1t§ view set off a
series of experiences and make us think, as do the real eprxiepcﬁf
of our existential and intellectnai existence, which trou'tine to

time also set off our trains of tﬁoughta which penetrate into the

regularities of our social, individual and natural existence.

The fictitious-ontological level of a work of art is regarded ;
by the phenomenologists as'being as a teleological, by the formalists
as a fabuous level and by the sooioloéista and folklorists as oﬁ
the level of plot; we comsider this fictitious ontological level
as a kind of meaningful denotative level with a logic of authenticity,

vhich, so to say, creates the illusion in us that we meet things
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having taken place in real life, in other words the writer makes

us view and take part in the existential and intellectual situation
of the model, which situation, as we receive it into our existence
and intellect, we could not make simultaneously our object of N
experience and observation even if we could in fact live through

it in our ontological historical and biographical time aud life.

- The critic’s interpretation as opposed to the reader’s is

usually mistaken in that it shppoaes this system of rules itself,
this logic of authenticy to be the final end of the literary vdrk
of art. At the samé time on the one hand it is true that the '
function of the narration in the succession of the epic work of
art is really to support this very illusion; on the other hand

it is ulso true, that this.illusion is already as a semantic level
in the sense that it contains the path to regularity of reality.'too.
But as soon as the critical interpretation fails to suppose the
fictitious ontological level in this function-regularity, the
reading of the work will or may be misunderstood; the system of
rules will be degraded even at best into a modelling systenm

which can be formulated by logic - that is to say it is on the
level of truth - or at worst into a form of sociological, moral,

ideological or ethical content.

The literary work of art - as a way of thinking - contrary to
the art of sculpture and painting is not space originated as
regards its ontological nature in so far as it perceives, compares
with and relates to one another and to man, and prusents the

realities to be thought over primarily not as they appear



- 409 -

simultaneously in space - simultanecously for us as social, natural
beings - but according to the succession, to the enpirical_fbrnﬁ of
recurrence in time in our everyday life we leave behind in time

and thus also make our own experience and percieve reality together
with its rezularities. Among other thingé modern art cultivates the
events, situations more closely tied to everyday exporience'- either
a more¢ e¢xpanded motion in apaée is described, or £he pictﬁre of one
;nd the same place changed through time - because th§ regﬁlarity

of the trué is vindicated in the forms of recurrence; that is to
say the process, tricks and roundabéut way of cognition (the
momentary intellectual and empirical, the true in the historical
sense that is the true grasped from an aesthetic point of view) can
be manifested in the teleological materiality in the same conditdon
a8 man in his activity, his real existence, his substantial and
active meeting and contact with reality can recognize and bio-

‘graphically in his fate recognizes it.

2. Accordihg to Tinyanov rhythm in poetic speech creates its

sign level and semantics, as a poetic sequence of speech, by
rendering the ordinary grammar and syntax of speech more difficult.
In prose a similar function is performed not by rhythm, but by the
semantically recurring sequences of rhyme, but they render mofe
difficult and restructure not grammar and syntax, but the reception
of immediate natural speech and its ontologic quality as direct.
associative semantice (dialogue, monologue, description, relation).
'In prose syntagmatic rhyme is the compass that helps the receiver
‘take an order (in terms of genmre) of the epic, the tragedy, the

novel or the picture of morality in the associative material as



- k10 -

in an ontological meaning.

In the isolated examination of froee and epic only that‘cun
be seen, which Tinyanoy also foun& in approgching prose from the
pdint of view of poetry, that is to say speech in artistic proeql
remains in'tﬁe'aane condition as it is in its ontological et&te. -

.althoughtho pfimary point here'ia that the'ontologic fhenonenon
-_genotod hy the meaning of words and introduced by association
'renaina such as it is in the existentially concrete reality. But
‘the sequences of rhyme as the phenomena of a genre set a new

order in that concrotcness: the speech of the gharacters remains
apeech but their inner speech also conveys their being apart at

a certazn distance created by the’ genre, in other words that

* portion of their totality regarded as ontologie vhich is in accor-
dance with the laws of existence and is aimed tova:de us. However,
if we comnsider thq phenomenon‘éf genre not as a concrete and’
partidular lpbearanqe of the.qpic_phenomenon'ue can get reall;
no further than Tinygnovx although we rightly deny the proqepoetie
function of fhythm. we cannot get.so far as to‘suppoae that prose
as a poetié structure conveys an aspect of_épic geare, thor;tore
we cannot realize the poetic phenomenon of prose which is the
vehicle of the genre and thus we cannot realize its role.in the

~ accomplishment of epic speech either.

The epic "rhyme syntagmas” are the genre which creates
syntagmas on the one haﬁd of the néaociative (teleological)
sequence on the other hand from the ﬁoint of view of psychological
logic, of the ontological sequence (owing to their internal

regularity, which manifests iteself in its denotative nature) and



- 411 -

as such they make up together the successivity of the epic sequence
put in a perspective of genre and calling for a consideraticn in

terms of genre.

Prose allows tﬂo meaning of the associative material to .
objectifty itsélf retaining the grammar of words and speech, but
also incorporating its ontological reality, the semantics (meta-
-semantics and syntax) expressed in the words of the ;hnrnctorn,
the narrator or the fictitious author by means of poetic fora
(confesaion. story form) and genre tendency buili up from recurring
rhyme syntagmas. The characteristic phenomenon of the genre, in
the whole of the associative semantics regarded as exiatential;
puts the semantics of reality into its right p}aco and makes it

objectively observable and even objectively observed.

For it becomes evident as regards the phenomenon of the
genre too, that the epic as vellrcreates a certain set of rules
- a special set of rules - of human thinking. Therefore the
grammar of the epic is the phenomenon of the genre and its
lexicon the associative semantics; if we regard the epic as a
kind of language, that language can convey reality im ite
ontolegical form about the regularities that affect human
existence and about the influence of man upon the course of these

regularities.

Why is the change-over possible and even necessary from
poetic language to the language of prose from the time of the
beginning of modern epic genres and why does this process scem

unrevercible? The supposition seems probable, that just as
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rhytham, that is to say metre, drives speeéh in a dafinito‘seﬁantic
direction (into the direction of metaspeech, namely poetic sﬁeech),
“in the same way'the rhyme syntagme (along psychological logic) drives
prosaic speech and the external-internal movement in space and time
(that is to say the associative semantic ccntents) as a neaning
towards the éedre'a sequence of thoughts and thus into the direction

of the epic as well.

At the same time it urées ua to make & survey in terms of
Aasociative space and time and of a definite point of view,(génre)
concerning the relationship of man and the world. Jhsi‘as rhfthu
(that is to say metre within it) and the logic of lyric experionce’
in poetry, in prose rhyme ayntégggs and pasychological logio are the
media and measures of the tendency of aesthetic Jjudgement: this in

the ‘end leads epic thinking towards prosaic self expression.

In prose the associative sequence moves together with and is
inseparable from the speech sequenco and parts (e. g. of a character
or the narrator) (with the "desoribed" word) while this unity brings
about a peculiar duality, the doubling of aspect. Therefore the
dynamisation of the ontological sequenc&. that is to say the movement
of the world ;nd the characters (their psychological movement, too)
is arranged by the epic genre. Only fhe closedness and oneness of
this sequence (namely of the ontologival sequence put irto motion)

can render unity and oneness to the éequehce of prosaic speech.

Just as rhythm is a logic thought conveying or thought .
creating the element or predominant principle of form, the rhyme-

syntagma and psychological logic are epic ghogght conveying or
thought - creating 2lements;
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the successive epic sequence of the ontological association (the ,.‘
progressive image of reality) is communicated through the geﬁre;
principle, and aspect creating channel of these two prose-poetic

and at the aamevtime predominantly epic elements.

The essengiai characteristic of a prosaic sequence igﬂthe
unity (dominance) gnd closedness in terms of genre of the ontologicai
(associative) sequence: closedness and unity together render the
dynamism of prosaic speech (sequence) and the epic succession of the
aseociativé sequence, while at the same time they push into the bachk-
ground and check the dynamism of the autonomous grammatical material |

and syntactic structure of speech.

As distinct from poems the unity and closedness of the prosaic
sequence do not affect the order of the syntactic-demantic realtions
and arrangement of speech‘(it they do, it is only to stylize the
speech of characters or that of the parrator) but in essence this
level rctains the form it generally has in speech. What is regrouped,
'rearranged ias the associative material in which this prosaic unity
_and closednass ere created in line with the dominance of the epic
genre and they in turn create the relations and succession of
neéning according to the ontological rules of motion of.ihia

meaning.

In prose a decisive role is given to the set of relationabips
which is established between the prosaic sequence (rhyme syntagmas)
and the epic sequence {psychological logic) and between the
associative sequences and the sequences characteriastic to the geure,

between closedness and successive whole, a succession of prosaic

’
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rhymes and the syntagmatic whole). In prose, therefore, not the
process of speech is successive (not the monologues, dialoguea;
descriptions or relations of atories) but the meaning in a tentative

cross-section of the forming aspect of genre.

Prose liborﬁtéa words and asp:ech from the arbitrariness of
the speake but rebinds and drives meaning into channel, transforaming
it 'from the sphere of words and speech 1nt6 the associative sphere
whose complex dimensions of space and time presuppose the ability of
the préalic and the genre principle to -ak; order. The foraming of
seaning in the ontological sequence is rendered difficult and even
obstructed just by pr&ao, but this associative material is arranged
in unn;biguoua sequences by prose as well, more exactly: by the
recurrence of prosaic-syntagmas, 'which at the same time unify, simplify
and individuﬁliao the process of the forming of meaning through the
channels of the genre tendency. Thus the whole of the work as An entity
of ontologicullleaning marked by the associative material is absorbed
in the tendency of the thought sequence of genre: in the artistic ideal
of the social character of mankind cbnveyed in the concrete hiatorical
existence of man. Prosaic epic is capable of this function, because |
its prosaic rhyme syntagmas give ontologleal closedness also to the

thdught sequence - regarded as a purpoese.

3. In poetic speech (verse) therefore & word and its artistic
meaning are closely correlated in the meaningful groups of lyric
self-expression, in the expression of lyric self and experience. But

the behaviour of prosaic words in the epic'nediun does not show such
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deviation compared to their behaviour in everyday communication
and acientific information. The meaning of words in artistic .prose
is denotative but at the same time if shows a syntagmatic arrange-
" ment. So the meaning of a prosaic word, too, alwvays functions in
order to put fqrth the meaningful group, that is to say by thé
help of a whole system of meaningful denbtations it builds up

th in such a way that the meanings of the denotative and
.syntagmatic.levela become separable. While in lyric thinking the
syntagme of words is in pretty closs interrelation vith their
denotation and the meaningful whole, in epic thinking it detaches
itsel? from both. | ‘

Epic may appear &lso in vereéi£9{y.but the basic forms of
its evolution, accomplishment and differentiation of genré were
born vwith the development of prosaic apeech. It is connected first
of all with the basically different relationship which is peculiar
to fhe epic'author's poetics of words and meaning as opposed to
those of thelyric poet. The situation is that among the denotations
of epic words already the word itself is present as a meaningful
denotation as an existential word: the relationship ﬁf meanings
is direct and the& do not fuse into one ;ther:’the plus ienning
is carried by codes of aignp. By theivay this is the reason why
the epic genres evolved in prosaic word form and were di!ferentiaéed
through prosaic forms in bdth.poetic.forné of the epic, in story
and in drama that is to say in the narrative or stage form of

interpretation.

The words in lyric poetry denote a lyric self and experience
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but not characters and situations in their self-realization evolving
in space and time as the denotations of the words in epic do. The
poetic self and the direct experience therefore separate in epié,
the semantic plus of the meaningful whole levels the meaning of

the uora§£%§%3§§ic) - Just as it also divides the whole of the

epic speech into parts (the parts of the characters, the narrafor
and fhe author), which have different functions ih producing the
;;uantié plug of meaning, and each of these parts is communicated
through the meaningful texture and thé semantic plus of the meaning-
ful whole of different media: the parts of the charactera'through
the media of words and action, the narrator's part through the media
of intellectual information and value judgement on the 1ev61 of
words, (which is substituted for in the dramatic form of epic by
complete personification and the composition), and the part of the
author through the media of the words and denotations in epic. For
the words of theAcharacters remain existentiai words within the |
semantics of epic meaning even if they start decisively as an
ideological word on the level of cparactera’ parts and thus
incorporate the external actions of the characters to a certain
extent. Therefore Crime and Punishment or Hamlet, Tristam Shandy

or any other "ideological" novel is existential in so far as the
denotation of the characteré' vords'plgys a part in producing the
semantic surplus of the meaningful whole through a transmission of
exictential meanings, and is not levelled syntagmatically om the
horizon of characters. Just so’ the words of the narrator remain
intellectual words (informative or ethical ideological, direct}y

aesthetical, but not parexpsellence aesthetical words), that is to
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- say remain on the denotative and not syntagmatic level of words,

even if the author himself is the narrator.

As a matter of fect; the narrator's function is to differentiate
the~forma1 levels thet is to say to create the network for the
eomplicated teaﬁemission of sign and meaning. Thus, by hie_preeence/
aven confrary to his ewd will and conscience he_ceeates and commu-

~nicates the only'way of reference to reality, which is valid
exciueively for the given work, thus making a nerrative successivity
in théh the epically rebeated.rhyming elements.coﬁbine into
identifiable cognitive signe (character.'event. situation). into

characteristic features of reality and regularittee.

v

@

", ° Therefore the atti;ude of theieeprator should be regarded
1aa,seegndgryAto thai of the euthor-creator nqt only because it
‘Gommunicates between signs and meaning, and eetween the eroper
level of form ;da the leyel of forh of the content even if a
"ievel of.foem and)centent in itself is involved. Thus the narrator
'”eay‘be present ae:a described characﬁer in the epic situation or
.bevent, or hé may be fidentified with the writeg,_but.even in fhia
caee he cannot be substituted for the level distance charecterietic
. to the epic; in other words in the ‘same way as a narrative writer's
‘limmediacy cannot convey the whole of the meaning unlike lyric forms

it cannot bridge and absorb through its words the set of values

and epic function of the distance due to space and time.

b, The fundamental principle of artistic thinking in its general
sense also corresponds to that of our present particular subject,

narrative epic thinking, and can be conceived as follows: so that
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a way of thinking éan remain on its artistic and aesthetic level,

the level of ontological reality has to be imitated throughout, since
the‘precondition of the existence of this way of thinking ie the
creation of a level of artistic approach. And whenever it deviates

from this principlg this very way of thinking itself becomes
problematié: either by degrading reality into mere illustration, a
level of superficial phenomena, or by forcing it or.éne‘uf its
essential aspects of thinking into an abstract model of logic, thus
invalidating the artistic way of thinking about reality. After all
thisimakea the levels of description and expression respectively
problematic, while at the same time it can be said of both levels

that during the imitatiné of reality neither the intellectﬁal nor

the éxistential deécriptive and :xpressive spheres and intereats
coincide wit!: the final resource of the work, the text. The proportion
and predominance of either of the forms of lyric confession or
n&rrative epic in being based on either of the desc;iptive or expressive
forms have no influence on the pecularity of both ways of thinking
which distinguishes both of them frqm everyd;y and scientific thinking
and from the existential, ideological and theoretical ways of thinkiag.

as well.

A vway of thinking in terms of lyric confession, which - to use
a traditional term - operates dominantly with the expression does not
place an ontological reality expressed in terms of space and time
between the levels of the lyric author and lyric hero;'and whilé the
dramatic epic manifests the imitation of natural reality with the

physical and psychological presence of the characters partly by
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informative description. The same appiies to the concrete forms

and succession of space and time ust as ue;l as to the imitation
of phenomena and objects. But while the author of dramatic epic

iﬁ his own concreteness of space and time alienates and separates
the characters from his author's existential and intellectual
personality in the same way as the author of narrative epic does .
(and that is just where .lies the difference of both forms from

. Yyric confession), the dramatic form still does not create
simvltaneously with the described and self—e%pressing ch;racters

a consciousness or a characfer of intermediate intellectual horizon
giving proof of a character's or author’s relationship to reality -
whereas narrative epic does exactly this; differing from the
imitation in lyric confession in that the presence of the author
(personal or fictitious) wedges the same concrete phenoména in
space and time not only between his own personality and consciousness
and the characters, situations, and events as the dramatist does,
but in nddition to all this he places the narrative d_suription in
.the perspective of the model. In this way the author of narrative
says twice as much as the lyric author aﬁd the author of dramatic
epic, while he strictly distinguishes the vofds of the narrator
from those of the characters ari at the same time from his own
sequence of thoughts. In the long run the suthor in his capacity

as narrator, in order to pérform the function of description,

must back on transforming "the lack of the sta3e" so to say he has
to render the story in a more economically way by abbreviating the
successive concrete phenomena of space and time, due to the physical
presence of characters; then he must extend the time he has saved

in this way, either from the world of objects or the characters
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and also expand space by multiplication or reduction in short,
he must imitate and model the character - event - situation éodee
by means of association instead of imitgating the real space and

time of a drama on stage.

Imjitation in drama can also expand space and time but not in
terms of drama.'only in the words of characters the excess of which
however, always weakens the drama, that is to say reduces the
possibilities of the stage as a way of artistic thinking, since
extention 18 already a quality of associative-narrative epic. On
the other hand in narrative epic it makes no practical difference
whether the fictitiously real ontological state of space ard time
is imitated by the words of the narrator or by the vords of the
characters. That is the point where the possibility of the plha
of narrative literature as opposed to.tﬁe drama comes in; this is
what narrative literaturc could and can even now utilizge in its
developement and the evolution of its forms, it is this possible
plus to which modern epic genres owe their prosperity. Beyond the
distinctions of the attitudes of characters and the author, which
is also done in drama, by introducing.the function of description,
the system of epic thinking has been extended on such an intermediate
intellectual level as can be a suitable vehicle for the whole
narrative texture of the work beyond the level of characters to
that of tae author; consequently an amazingly wide range could be
produced due to the excess and variation of form now of description
~ now of reptesentation Ly dialogue, since both the author and the
character in their capacity of narrator can perform the function

of descriptios as opposed to the function of dialogues and
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description which on the other hand can produce important possibilities

of variation in the semantics of the characters' level.

But to return to our fundamental qqoation: the plus of narrative
fpnctioh being preasent either as a fiétitioua'br ﬁ charﬁctor’l,or
authof'a narratioﬁ or only as the medium of words (which can be
-called denogativo).'to describe and to begin fo put into shape the
imitatasd ontological reality iﬁ'ﬁoth cases it mukes th‘ artiastic yiy
.of thinking infinitely sensitive, since its narrative-descriptive
' nspocf c¢an neither be excluded from nor identified with that of the
author -~ that is to say with the aspect of the level of artistic
tﬁinking which is crented‘by the model. And b;tvooh these two levels
alaost iﬁnumerahle levels of distance and forms can be 1iagined.

The point here is that as opposed to the unity of the author's lyric .
belf and th? charactcr's lyric self obeervable in lyric genres on

the one hand, on the ofher hand the complete separation of thp two

in terms otlforn in drama narrative epic postulates an intermediate
phenomenon which stands for a different level also in ita qnality.
For this very réason its definition is decisive and,fron the point

of view of epic narration it affects the substantial interpretation,
nnd-that is also why we regard it as a task of primary inPortanco

to establish the differences between the dramatic and the relating .

narrative epic as to different ways of'thinking.

Albeit in a different way from the characters' relationship to
reality the narrator 8till creates a character's phenomenon; the
relationship to reality is on a more intellectual quality distinguishes

- the narrator - even if {Me narration is in first person -~ from a higher
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level of thinking: from the writor's aesthetical relationship

to reality, who is represented by the model of the work. For‘
hovever much the narrative phenomeron may form an additional
lyric attitude in the narration formed from the author’s point
of viéi, again and again it drops back to the intellectual level
while capturing.in its descriptivity that which regerds as real

the fictitious ontological reality.

~_The specific feature of epic thinking as distinguished froa

. that ;f lyric thinking is that while it depicts, judges and sodelg
reaiify in fictitiously real ontological conditions {the characters)
or in an immediate vieu.(of the author), at the same time - contrary
to the lyric attitude - it canmot create a level which is aesthetically
-coherent_vith ;ithor of them. Therefore the author of narrative epic
is led to suppose himself onm a third level of thinking, even if the
-anthor’s narration is the most personal, particularly in that casé.
S8ince in such cases it is most difficult to control the author's
subjectivity, that is to say to demonstrate the distance between
thelnﬁrrator's level and the aestﬁetic level. And we can really éee
that the author’s narration is the least personal just when it is
limiéed to the descriptive function, that is to say to produce
observability, to make us imagine the ontological reality-and to
ipopulate this reality and its opposite: the fact that the
apperceiver ié made conscious of the presence of the author's
‘personality in the process of narration already indicates that

plus function, which is performed besides description by the
narrator's level in producing the aeathetic level of the way of

thinking in art. The variation of more subjective or more objective
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narrative forms shows a certain constancy in the process of historic
development, though - if we regard the beginnings of artistic epic
from the epic - we can see that it reproduces these two possibilities

on various levels in terms of quality.

The meaning of the author-assthetical relationship entails
in the model that the lively ontological reality depicted in its
immediate view in the narrator's description simultaneously appears
in its ontological state (event, characters and situation) and in
its immediate view, namely on a level nearer to the intellectual
level of the characters or on & higher but still intellectual
level. However this way of viewing - if existentially not so
concrete and intensified and therefore in its intellectuality
different also qualitatively from the existential view of the
characters - shows an infinitely close connection with the
intellectual (social, ideological) interests of current
contemporaries. This coexistence and duality of the levels of
ontological reality, which are Yived through by the characters
and at the sarg moment can be apperceived by another person from
the narrator's perspective, enriches the experience of reality
so much that it rivals the experience of reality in lyric
confession, where - as we have seen - the lyric character aad
the author's self-experience are anited all along. But since in
the epic these two are held together not by a poetic but by ma
intellectual view (the narrator) therefore in the reader induces
with both levels, the characters' experience and the intellectual
observation, a third form af viewing and experience - epic

lyricisms - in which the characters living through reality and
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the uarrator viewing reality are built into the process of

apperceptiion as subjecte of observation or attitudes.

The essonce of epic thinking is the very fact that in the
succeseion of the model's apace and time the narrator and the
characters alike open sver more doors through which we can get
an 1n;13ht into the author's way of thinking, that is to say
share that way of thinking which is meither an everyday way of
thinking of existential immediacy nor intellectual-theoretical
or 1dc&logicul, scientific or philosophical, logical or dialectic -
but the way of thinking through the depiction of ontologic.l forms
of ro‘lity. This is the point where the author operating with the
distance forsa of tho epic and the post operating with the immediate
forms of confession o the lyric meet again since they are common
in that they make us think by depieting the ontologlcal forms of

reality and preomise tha experiencze of regularitiba od reality.

Se The art of the “word” is thinking in the forms of reality.

The model of reality of the author thinking in terms of narrative
form proves and manifeets that neither the passions, emotione and
thoughts springing from the existential oxp;rionco of human
reality nor theorstical thinking (logicelly or dialectically)
examining reality can be sufficiently exhaustive forms of
cognizance for manj since the former rather im concrete truth,
while the latter rather in the everyday, practical coexistence

of concrete and ubetract truth or in the socisl, existential, woral
concretensss of the forms of truth can only seize, .define and

repressnt this reality, the regular motion of reality. But also
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‘into a gonrc s nodel: ‘the chnractars. ‘the evontn, tho lituntion
which are nlwaya intorpreted by tho nnrrltor a8 a flnal torﬂ ot

'roality. that is to aay. as oxiatence. will be degrldod in tho=
nodel g text into an inter-odiato lovol ot for-. 1tl rcforoaco to '
roality vill bo intluenced and controlled by the gonrc s lodol s .

‘- conplicnted uyston of sisnn. This rolationnhip to rollity ot tho

,vtext (nodol) renalns beyond tho narrltor. hocaulc tho conoluaion

of the event, tha ronnding off of tho oharaetorl or tho f!nll 'bl_

jpicturo of thg situation puts an ond to fnrthor poalibilitial of

the narrltivo function. For thin very relson apilosnoa Ilﬂ prologuea

 in narrative epic goutrally hAve a cortain n-bivalonco. thoy secan

_ twterlediate forna, in vhich tho nnrrator "snu;slcu" the vord to
_the writer or juat: the opyosiee tho vritor to the nnrrutor (in

. theiprnlosue)Tgf- ' '

Y

' The iyrical cou!eéaaop énd;thi.narrqt$yo oﬁ;é lbo»oqéatxfé§-.‘j
the pdint»at';ieu that both ot ﬁiéu refer to realgty only as ;ff
closed whole {(artistic syoten of thinking and rulol), nnd tho N
;‘internediate elonent 1n both ot then 13 an: oxperionco lnd an event.
supposed .to bo real. Even if tho nubjoct ot confession 1- an .

Tevent or oonversely the narrator’ 8 obJoct in the lodol of narrativo
epic is a psychological aoriea of oxperioncaa. The point vhoro thox‘
~ deviate trol each other, can alrondy be seen in the diftoronco
between tho epic and the lyric quality that $a to say tha eurrcnt
»'nurrator in the narretive cpio ie 1cd to view," to appronch. spuoo ;
and time, in vhich an alion aelf's axporience of roallty oolos 1uto;:
existence. This is what nornnlly leads in the opic to tho ‘syntag-

Vlatic arrange-ent and aoparation on various lovela of tho donotativo '
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word. The narrator is either excluded from the experience and

space and time of the alien seives, or he appears as a char;cter
himeelf meanﬁhile having to connect the alien space and times '

frém succegsive‘periods into a chain so as to support the contin;ity
of the events. The difference between ﬁarrative time and the duration
of the narration (the narratqr’s'contact made conscious in the apper-

ceive) is exacily the formal projection of this.

.. Therefore while the lyric model holds together its form and
c;ntent, that is its system of codes and narrative denotativity;b
the narrative cpic is led to separate just thése two. What in
dramatic epic is modeiled by the space ard time of the stage, not
the:merely succeséive evolution .of the characters, but by their
observable presence from the very beginrning, in narrative epic
is built up and placed in layers one upon the other in successive
time by activating the denofative ability of the word and the memory '’
of the reader, so that wo are yet or already awa?? notbof a modelled
reality as in the case of lyric confession or drama afte; each act
and even after scene but of a peéuence of events in suéceasivg
space and time, which captivat;s ug more and more. But in this

. way we get_farthgf and farther from the narrative horizon of the
current narrator, and view the.eventa more and more objécfively-
so that we can net avoid checking and opposing the attitude of
his interpré£ation. In other words we get closer ;nd closer to
the author's attitude, to the horizon of the author who consider?
reality through the whole of the model, and this simultaneously
arouses the expectation 'in the reader of the conclusion
of the events, and sets off its gradual growth ov;; the

eveits, which ig just as gradual as its introduction was.
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more generally: only artistic thinking can grasp the regular
motior of human reality, showing it in its existential and
intullectual totality. In comparison with the crama where
reality’'s existential-intellectual totality is given only by
the.characters or with the lyric where it is in the togetherness
of the author's and the cha:acter's view, that is to say it is
given in its genre-specific one-sidedness, the plus of the
narrative epic lies in that it can produce the triplicity of

the existential-intellectual-aesthetical level in its differentiated
quality and isolated view. But this in no way means that narrative
epic is superior or perhaps inferior tp other artistic forms of

thinking.

Within the epic the main difference between narrative and
dramatic epic does not lie in that the former produces a narrativé
time in addition to the model's time, of which the narrator is
constantly conscibus. while as regards the drama thore is no
person present who would somehow separate the space-and-time
performed on the stage before the.audience anc built up from
the characters®’ monologized or dialogized narration, and who so
to say would apperceive the &ifference betueen.thg succession
of the stage ~ time and the model -~ times In this the difference
between the narrative and the dramatic epi¢ is expraesed only
from the point of view of form. The plus of the narration is due
to the fact that it only postulates these two kinds of time alike,
that is to say it treats the time of the plot as a final end in
words other than the immediate bases of the message. And just this

is done away with as form during the process of being arranged
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at first into the model, more exactly into the aarrator's story.
The same applies to the dual dimension of the characters giveh by
the narrator and Ly the model. The narrator's and the model's
horigons are eventually separated in the apperceiver's conacio#s-"
ness when by the conclusion and closing of the work the writer

and tﬁo narrator so to say axchange their positions: thle_at.the
beginning_o! the work the writer makes the read;r accept the fiction
of authenticity, and fho narrafor speaks about the afory as if it
were reality, now at the eﬁd the narrator alreAdy seems to be only
the trustee of authenticity - even if it is the writer himaself -
while about real existence the author-writer confesses through

the model.

The level of the'word" together with its whole denotétive

. content therefore is the donain‘of the narrator and the characters
in epic narration. The cohfeaeional, lyric or common forms and
topos of the word do not belong to the forms of the model as in

the forms cf lyric confession. The current narrator in his communi-
cation Qith his reader mnever can and never.wants to give the
impression that he is producing an aesthetic va;ne by what he tells
and has realiaedAa secondary modelling system, the artistic
representation of reality, which is the substance of the lyric
narrator and lyric charaéter's coincidence in producing in the
lyric phenomenoﬁ. The ngrrative epic deviates from the lyric in
that it caniinvolve such an objact of observation, which we can

pot avoid viewing independently from its.attitude and nngle, -

this is whet is impossible in lyric confession. Because in

narrative epic contrary even to lyrie narration the aesthetic
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experience come8 about only'if in its duality at the bne pole,

i. e. in the narrative competence, that shortest possible way

which connecta the forms of reality with the forms of aesthetic
cqgnizance is fixed, and at the other pole the objedtivify of

fhe author’s attitude, i. e. the distance, grows compared with

the horizon of the character's and author's consciousness; the

space and time segments which are as a matter of fact only conveyed
by the narrator can be connected only in thia way, which already
indicates that the intellectual function of the narrative phenomenon
in the epic is always subordinﬁted to that of the artisf. to the

underlying principle of the genre.

6. Every epic narration therefore performs two functicns: i£
presents a plot, characters and situations, drawing them gradually,
and tﬁis ia; of course, a primary condition so that it can convey
the idea and the meta-information of the temt's aéethetical whole;
The narration itself as the production of a coherent system

"~ consisting of a relation of events, describtion, dialogues and
monologuea is a descriptive task with the immediate function

to produce the concrete space-and-time of the literary work of

art, in terms of the artistic "definition" of pan's relationship
to his environment. In this concrete reference narration operates
with "events" from which on the -one pole character: and on the.oéher
pole reality and the humaﬁ situation crystallize. As reé;rda the.
relaticnalip of the narrator's attitude to the communicative
competence of the narrative technique and to the information

accumulated by it, it can be identical with or entirely different
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from that of the author-writer. However, in both cases we have to
take into account that charactera,-eventa and a situation as a
matter of fact, are such fictious concretes, which are not the
immediate embodiments of the message but wunly the vehicles,
trustees and codes of it, which in the narrative text as building
elements of the model of reality are themsclvss phenomena having
the value of signs, and the meaningful nature ofvwhich in the
aesthetical sense - i. e. in refece¢nce to the whéle model - need

not necessarily be understood by the narrator.

The narrative epic has its architecfonica juat’ae Qell-as the
lyric confession has its rhythm, but its architectonics culninate;
in the principle of the genres dopinance, i. e. in the objectivity
of the writer's invention, which is a dominant principle in certéiq'
periode of the narration also when the narraior aubjecf is omniscient

(objective) in Tolstoy's or Balzac's sense.

The underlying question of artistic narratior can also Le
defined in terms of how the epic retains its poetic nature indépendent—
1y of whether the form of narration or dialoguc in verse or prose

language.

We saw that the decisive difference between the narrative and"
confeésional forms can be grasped in the cfeator'svrelatidnship to
the model i. e. in the difference of thinking in the.nodel. According
to that in the lyric cohfessional form tﬁe viewer-creator is not_
distinguished fromvthe form and scntent of the information, 1. e.
he views at the same time himself and his relationship to reality

as & lyric character's. Epic narration on the other hand views
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alién persons, cxistences removed to a certain distance, and it .
can even make the reader ussume an attitude to keep a diatancg
fron the ﬁction of the narration - and that is what cﬁn ﬁuery'
the poetic quality of the alien existence and the intellectual

narrator's words and speech - as a fornm.

We have toAgive an account to ourselves, that it is not
folklofe texts and not mythical texts either but litera:'y texts
where the author'a_finalvwill, teleological présence musg be taken
into consideration on every level of the artiast'c model as a foim
of thinking: the principle that the text and context are,unalterab}e,.
which absolutely distinguishes the model of Dbelletristic thinkiné
from that of folklore, just as the dual relationship of epic
narration to the object of description, which is the other esaentiai

factor of the difference from myth, stands or falls with thie.

The decisive difference.fron the point of view of narrafive
technique and form is thét the character's or the narrator’s
semantic level (and the denotative connotational level vhicht;s
the same) is removed into the distance-in the.description. in the
artist's model always repeat3 or makes repeatable uvomehow for the
receiver the path given on this teleological level i, e. in the
described fiction. which the creator made according to that thoughﬁ
and ideal which is the final auticr's part, poetic sequence of

thoughts and aesthetic meaning of the model.

This very plué semantic load beyond the semantics of the
mere genre's model not only distinguishes the belletristic

narrative art from folklore and myth but at the same time m:zkes
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the author's rslationship to the so-called denotative level
‘ambivalent: in this latter respect it lyrically becomes one with
eonéthing very essential from ull that which can be found on the
one hand described, teleological, which we can call denotative

and on the other hand is understood and made to be accepted only
as reality on the:ontological level, and denied and alien in its
Alyric nature. The.ﬁnderlying peculiarity of narrative artistic
forms lies exactly in that'atarting from fhis epically removed,
controlled and supervised object it can simultaneously produce

the objective semantic plus of it. Owing to this very plus, thé
author's level, contrary to the "teleo}ogical" le§els of folklore
and myth, manifest the teleological level, which is produced by
means of nafrative operation, as adequately unclterable, inviolable
and unique, in other words the author identifies himself with that
capacity of the narrative form by tae help of which he can guide
the recipient and reader as well to the poetic sequence of though@a.
which capacity is present already on the lowest levels which
picture immediately, i. e. are yet not artistic informational as

a pofential oppor*nity to become.a poetic form.

The meaning and-the meant in the narrative types of the artistic
model ;re related to each other in such a way that not only the meant
but aiso the meaning teleolégy. the meaning sequence of signs has
the function of conveying the author’s connotative thoughts without
transmission. Only this fact can explain why the language of prose
becomes prosaic in the artisfic sense of the word in the narrative
or dramatic narration not only when the writer himself is the par

excellence narrator bﬁt also when the character or the writer-
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narrator is the declared vehicle of the narrative techmique.

At the same time the decisivo.question of the narration is
the co-ordination of the word level and its immediate sequence
of meanings and firat of all the arrangement of the competence-
network and hiefarohy of the denotative sequence of saninis from
the common point of view of the artistic sequence of thoughts and
ideal and of the way leading to them. Without a narrator there
is no narrative epic just as there is no artistic drama without
faking into consideration the complementary-removing function of
the stage. In the lyric the narration turms iﬁto itaself or towards
the object and does not convey this plus meaning, i. e. that of
the way leading to them, just asyfolklore or myth do not do %o
either. In this sense all three are open. It is in the asrrative .
epic that the narration gives dimension to the described in such a
manner that the basic function of the narrator is to create and
view simultaneously the objectivity of the words (their immediate
denotative meanings). Though it is not only the characterlike or
fictitious narrator - i. e. the narrator who himself is a depicted -
person or an informant distinguishahle from the writer -~ who cannpt‘
span and apperceive the whole epic sequence of neaningq.but also
the narrator of Tolstoy's or Balzac's type in the case of the

writer's first person narration,

Folkore and mMyth texts do not make a distinction between
the author’s and the narrative competence which can be considered
in the artistic narrative epic as tihe narrator’'s real own comp-

tence is first of all the narrative and teleological time (the time.
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of events) i. e. the total conscioucness of the difference

between the tiue of the narration and the time of ‘he narrated
object i# the informational sense. Since from the point of view

cf the narration's attitude the behaviour of the time-and-space

in the same aa that of the characters, events, situations, i. e.
the phenomena called basic codes. The narrator - either the writer
or a character or a fictitious person - considers as a final word
‘or end alwaya the events, the characters, the situation i. e. he
supposes this very human situation and this very event and these
very charac@ers to be real and existing. But the epic (synt;gmatic)
arrangement of the denotative level qualifies this attitude to be
a posalble and suitable iﬁformational (cognitive and picture
creating) form, in which the adhenence and belonging of the poetic
sequence of thoughts to (peychologicai, social, ideological, moral,
intellectual, aesthetical etc.) forms of experience is expr«esed,
Athrough which, juét for this very reason; conte;poraries and
successors - as readers - can and do continue in the same analyzing
and‘generalizing way a8 the writer himself. In this sense the
creation of the narrative function's competence in the model from
the poetic point of view probably rivals the other poetic phenomena.
Since giving the matter a closer inspection the creation of the
narrétor'a horizon is the discovery of the way of inserting such

a medium between the described and the meant (as a final meaning,
sequence of thoughts), which can perform the same fﬁnctidn‘by its
presence as that which is performed for example by words in

producing denotativity as a r Lmary sequence of meanings.

Therefore one of the poessible effects of artistic information
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is that qompared to the recipient's social, intellectual and psycth
logical status not only the meaning is connoted differently Sut
also the path that leads to it as an objective plus in author
inventiveness. But this plus of the nerrative function is known
only in the artistic narration. And narrative function itself

has a more 1-po}tant role in producing this plus than the other
poetic functions and methods producing the trleological denotative
level (space-time, time-space, psychological logic, recurring rhyme
syntagza, closednesa-opennesé). The choice of the technical and
poetical qualities of the narrative function is explained'in the
poetic thought sequence itself, in the neanihg of the model but it
is to a considerable extent determined by the perceptibie éoncretengau
of "fhis is the way how we get to the aoquencer? thoughts in. our
everyday life". Among other thihga this is the reason why it le so
difficult to investigate whether the author had found the only
possible form of his poetic message; because where there are two
such completely disparate semantic contents conveyed by a form, it
is pretty hard even in thought to substitute something else for thuse
parts, just becauce of the so manifold succession in the narrative
structure. Among other things this is the reason why the Hegeliap
definition-of form and content i. e; of the onen¢ss of the model’s
sign and meaning, in other words the.anpposition that the aesthetic
quality is a coincidence of the two, consequently the embezzlement
of tha ontological levels leading to'the aesthetic quality; cannot
be and is not satisfactory for analysis in terms of poetics, the

theory or the history of literature, or of the work of art.

Artistic thinking as a way of thinking from time to time
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differs from the phiilosophical, scientific and gererally froa
the theoretical and this fact justifies and makes it 'nocescn'ry
for us to be able to describe it as an independent form of

thinking.




