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Abstract: The common sense builds a border between fiction and reality. Fiction may be 

represented by the novel, which is between the 18th and the 19th centuries mainly 

focussed to sentimental stories. The discourse about reality is generally represented by 

History and Science. Therefore, the border between fiction and reality has an 

equivalence, on one hand on the representation of the tree of knowledge in the 

Encyclopédie (science belongs to reason, history to memory and poetry to imagination), 

and, on the other hand, on the opposition between imagination and reason. German 

Idealism tried to recreate a union between the human faculties, imagination and reason, 

by unifying criticism and poetry. But novelists like Goethe (Elective Affinities), Melville 

(Mardi) and Flaubert (Bouvard et Pécuchet) tried in very different ways to unify poetry 

and scientific discourse in a literary project where knowledge becomes the main purpose 

of the novel. From the goethean ideal of universalism to Flaubert's irony about human 

aspiration to know, the three novels show different ways to question the relationships 

between fiction and scientific knowledge and lead to this question: in which way is there 

a part of human knowledge that can belong only to literature? 
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Common representation builds a border between fiction and reality. 
More precisely, it builds a border between the framing of a representation 
through imagination, and the observation of historical or scientific reality. This 
border affects the very organization of the Encyclopédie-project by Diderot and 
d'Alembert. The Encyclopédie is indeed structured into a three-branch project, 
the three of them emerging from the three main faculties of the mind: memory 
– the source of historical knowledge, reason – the source of philosophy, and 
imagination – the source of poetry.  

Such an organization of human knowledge into three branches comes 
from the image of the tree of knowledge. It is an old biblical symbol that came 
to France with the Franciscan Raymond Lulle (himself inspired by Porphyres in 
his Isagogé) and with Francis Bacon. In fact, its image crosses our whole cultural 
history since the Genesis. The Bible evokes a tree of the knowledge of good and 
evil next to the tree of life, in the same part of Paradise, grown from the same 
ground. The meaning of such neighbourhood supposes a close proximity of 
knowledge with all activities of the human mind. It also supposes unity between 
morality and knowledge, and unity between knowledge and life. 
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 Still, Flaubert, in one of the scenarii of his Bouvard and Pécuchet, 
mentions the story of two characters having the project of “making the tree of 
the human knowledges” (“faire l'arbre des connaissances humaines”) (Séginger, 
2004). The use of the plural form, as well as the use of the adjective “human”, 
contrasts with the Genesis representation. The critical and ironic perspective is 
therefore obvious: Flaubert will bring the representation of knowledge back to 
the level of human mediocrity. 
 His novel answers one of the most important questions of the German 
Romanticists, who meant to restore the lost union between two human 
faculties, imagination and reason, by unifying two activities of the mind, 
Criticism and Poetry. According to Friedrich Schlegel, Romantic Irony was the 
activity revealing the unity of Imagination and Reason, and giving birth to a work 
which would be at the same time Creation and Criticism.  

Still according to him, the archetype of Romantic Irony was to be found 
in the fifth book of Goethe’s Wilhelm Meister, where Hamlet was discussed, for 
this discussion is a work of fiction and at the same time a criticism of 
Shakespeare’s play. Furthermore, Wilhelm, playing Hamlet, is in the same 
situation as the actors of the play, who on the stage represent the main action 
of the plot. So, the fifth book of Wilhelm Meister was a rewriting of a passage of 
“the play within a play” in Shakespeare’s Hamlet. 
 It probably is no coincidence when, a few years later, Goethe himself 
chose to write a novel with the ambition to link fiction and science. The Elective 
Affinities have been published at the end of 1809, when Goethe was more than 
60. The title itself obviously has a chemical connotation, and is a direct 
quotation from the work of the Swedish chemist Torbern Bergman, The Elective 
Affinities. Bergman’s text was published in 1785. Goethe came to know it 
through its second translation by Christian Ehrenfeld Weigel (the first 
translation, by Tabor, did not use the word Wahlverwandtschaft – Elective 
Affinities in German). Another clear source of Goethe’s novel is the article 
“affinities” in Gehler's Dictionnary of Physics, where he writes about an attractio 
electiva duplex (double elective affinity), which is a suggestive situation for a 
novellist. 

Bergman’s work deals with the relationships of attraction and repulsion 
between particles. The possible analogy with sentimental relationships, which is 
the subject of Goethe’s novel, is also obvious. And most of the experiments 
described by the Captain to Charlotte in the novel come from this work.  
 The connection between the chemical model and the plot of the novel is 
thus explicit. A famous discussion about chemistry is even to be found in the 
fourth chapter of the first part, where the Captain explains to Charlotte those 
“elective affinities.” Charlotte’s point is that scientific discourses are unable to 
explain the logical chain of phenomena. Eduard first tries to convince her 
through examples about the reactions of water, oil and mercury. He adds 
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explanations about the combination of wine and water. She reacts by noticing 
an analogy with living beings, and the relationship between the moral and the 
physical world. Eduard is the one who formulates the explicit connection of 
these scientific laws with the situation of the characters in the novel. The 
Captain then tells them about the attractio electiva duplex through two couples 
of particles, A-B on one hand, C-D on the other hand, and through the relations 
between A and D and C and B.  Eduard tells Charlotte: “You are A, Charlotte, and 
I am your B […] C is of course the Captain,” and D is Ottilie. This discussion can 
be understood as another illustration of the ideal of Poetry of Poetry, the 
Romantic Irony celebrated by Schlegel in his comment about Wilhelm Meister. 
 However, the novel is not a classical love story. In Goethe’s complete 
work, it symbolically stands opposite to two previous works: Werther and Faust. 
Faust is about the will of man to get a knowledge forbidden to him. Faust is a 
scientist, but the knowledge he is looking for is beyond the capacity of science 
and regards religion. The other work which Goethe reverses in his Elective 
Affinities is Werther, a novel from his youth and from the Storm-and-Stress 
period. Instead of presenting the story of an impossible love between young and 
passionate characters, the Elective Affinities starts with a situation that is 
contrary to the situation of a novel: Eduard is a mature man, and is already 
married to Charlotte, with whom he lives in her foam garden house. This house 
is small, though “big enough for the two of them,” Charlotte says. But she and 
Eduard add that the house is even big enough for a third one, and even for a 
fourth one, introducing and commenting at the same time the topic of the 
novel. The Elective Affinities thus chose a situation outside the common 
situation of the sentimental novel to show the universal power of elective 
affinities. 
 The work has probably not been well understood at the time, especially 
in France. It is an exemple of Goethe’s paradoxal reception in this country. His 
reputation is well established, which is proved by two translations of the novel 
in 1810, or more precisely within one year after its first publication. But one of 
the translators, Breton de la Martinière, avoids the chemical reference of the 
title and calls the novel Ottilie, or the Power of Sympathy. He writes in his 
introduction (regarding the way Goethe deals with the question of knowledge in 
his work), that it is not acceptable for the “natural public of the novel”, that is to 
say the ladies.  

During the same year, an article of the Journal de Paris makes this 
comment: “le nouveau système de Goethe est de faire entrer la science dans le 
roman, comme nous avons vu depuis quelque temps, en France, des dames de 
beaucoup de talent vouloir à toute force y faire entrer l'histoire” (“Goethe's new 
system is to put science into novel, as we have also seen here, in France, for a 
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certain time, some well talented ladies want to force History to enter into it”)1. 
The critics add that the scientific novel would fail, just like the historical novel, 
and that the only affinity Goethe has proven is the one between arrogance and 
ridiculousness (“l’affinité qui se trouve entre la prétention et le ridicule”). 
 This article is an allusion to the success of the historical novel at the 
time, a fashion that Pierre-Georges Castex links with the influence of Walter 
Scott in France (Castex 1983). However, the common reproach against the two 
types of novels, the historical and the scientific, is the natural break between 
literary fiction and the world. Mme de Staël and Benjamin Constant are shocked 
by the connection between chemistry and love, moral and physical 
phenomenons, while they develop the theory of the correspondances in De 
l'Allemagne and in the “Reflexions on Wallenstein's tragedy and on the German 
stage” respectively. But the difference with Goethe's approach is that the 
correspondances are a vision of the world derived from the influence of 
Illuminism, while Goethe changes religion into science. More generally, Goethe 
is not well understood and Benjamin Constant judges Faust, in his Diary, to be a 
“derision of humankind”. 
 Still, a change in Goethe's reception appears in the 1860s 
(Baldensperger 1904) through the role of a group of friends: Taine, Renan and 
Sainte-Beuve, who had a profound influence on Flaubert. Sainte-Beuve did a 
thorough recension of the translation of the Dialogs with Eckermann by Joseph 
Numa Charles in October 1862. In his New Mondays (Nouveaux Lundis) he calls 
Goethe “the greatest modern critics of all times” (“le plus grand critique de tous 
les temps”). But he also notices that “all efforts made until now to naturalise 
him among us have only been half successful” (“tous les efforts qu’on fait […] 
pour le naturaliser parmi nous, n’ont réussi jusqu’à présent qu’à demi”).  

Another reason for this evolution was the development of scientism and 
positivism, which increased the interest for Goethe's novel. The seventh chapter 
of the first book of Stendhal’s Le Rouge et le Noir is entitled “Elective Affinities”. 
Goethe’s influence on Flaubert is even more obvious and recognised by some 
critics of the time: Barbey d’Aurévilly, in Les Romanciers (The Novellists) remarks 
the cold style of both young Flaubert and old Goethe. And Maxime du Camp, in 
his Souvenirs littéraires, retells an anecdote regarding Sentimental Education, 
during a public reading from Flaubert: “Be careful, what you have just read is 
nearly literally in Goethe’s Wilhelm Meister” (“Prends garde, ce que tu viens de 
lire se trouve presque littéralement dans le Wilhelm Meister de Goethe”).  

Several other critics noticed similarities between Saint-Antoine’s 
Temptation and the second Faust, between Mrs. Bovary and The Elective 
Affinities, between Sentimental Education and Wilhelm Meister. Indeed, 
Sentimental Education from 1869 is an echo of the Bildungsroman, and the first 

                                                 
 
1
Journal de Paris, 25th June 1810. 
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1845 version has evident connections with Goethe’s work. Like Wilhelm, Jules 
has theatre experience and falls in love with an actress, Lucinde, while his friend 
Henri falls in love with Emilie. Even the two names of the characters are 
allusions to Goethe, who in Poetry and Truth states that he met a Lucinde and 
an Emilie in Strasbourg, both daughters of his dance teacher. Goethe was 
attracted by Emilie, but loved by Lucinde. Lucinde is also the title of Friedrich 
Schlegel’s only novel (1799), where he puts forward his theory about the 
“absolute novel” (Haberl 165). 
 Flaubert admired Goethe and many books of this German author were 
to be found in his library. Even though in his correspondance he admits that he 
cannot understand German, he owns several books from Goethe in German. 
Among them were several scientific treaties, Zur Naturwissenschaft, 
Mineralogie und Geologie, Meteorologie, Zur Farbenlehre, Zur Pflanzenlehre, 
Osteologie.2 There is no trace of Elective Affinities in his library, but his 
correspondance proves that he read the novel.  

Furthermore, there is a piece of evidence that Flaubert was inspired by 
Goethe even in his personal relation to his own work. Like the Elective Affinities, 
Bouvard and Pécuchet is a novel of the last period of the author’s life. At 
Flaubert’s death in 1880, it remained unfinished. However, its genesis had 
started a long time ago. The idea probably came from a short story written by 
Barthélémy Maurice, entitled The Two Scriveners (Les Deux Greffiers), published 
three times in reviews in 1841, and once again in 18483. Flaubert meant to write 
the story of two scriveners probably in 1843. However, the true starting point 
was 1863, after publishing Salammbô, under the title The Two Cockroaches (Les 
Deux Cloportes). Flaubert first writes Sentimental Education, then really starts 
his Bouvard and Pécuchet in 1872, presenting it, in his correspondance as a 
“conterpart to Saint-Antoine”, with a pretension to be funny (“un roman 
moderne faisant la contrepartie de Saint-Antoine et qui aura la prétention d'être 
comique”), far removed from Goethe’s serious project. 
 The novel would cover all fields of a scientific novel: agriculture, politics, 
literature, history, metaphysics, religion, science, education. It would have an 
ambition of being a criticism of the whole knowledge of the time. Flaubert’s 
sources were not only the scientific books his novel quoted, but also documents 
from the technical fields of life, like a memo from notary Jules Duplan, used to 
describe Bouvard’s heritage in chapter 1. Knowledge is not only represented by 
books. In order to find the location where his characters would explore the 
different fields of knowledge, Flaubert organizes several trips. He visits Beauce 
and Brie in August 1873, but finds the appropriate place (between Falaise and 
Caen) only in another trip in June 1874. 

                                                 
2
 See: http://flaubert.univ-rouen.fr/bibliotheque. 

3
 See: Gazette des tribunaux, 14th April 1841. 
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 This ambition to gather and criticize all branches of science makes the 
genesis of the novel very slow, so that when Flaubert dies, the tenth and the last 
chapter remains unfinished. The scenarii he had prepared show what the end 
should have been: the two characters, who have escaped from their life of 
copists to explore the fields of knowledge, go back to a work of copy, where 
they try to grasp the whole of reality.  

A second volume was planned, presenting the content of the copy of 
the two characters. This second volume should have been called The Copy (La 
Copie) or The Volume of Notes (Le Livre des notes). Even if the project seems to 
have evolved towards a larger presence of the narrative part, it was intended to 
be constituted nearly completely of quotations, thus representing the ideal of “a 
book made with books” (“un livre fait de livres”). Its conclusion was to be the 
discovery of a letter of the doctor explaining that they were “harmless dudes” 
(“imbéciles inoffensifs”), a letter that they finally decide to insert into the copy. 
 The whole structure is the line of destiny followed through the 
geographical and spiritual movements of the characters and ending on the note of 
worthlessness of any knowledge. The movement itself, bringing the characters 
from Paris to Chavignolles, is a caricature of a trip, similar to the ridiculous 
adventures of Bouvard and Pécuchet during their journey at the end of the first 
chapter. In fact, Flaubert uses the model of the Elective Affinities regarding the 
ambition of literature to treat the sciences, but his deeper reference is Wilhelm 
Meister. His novel reverses the pattern of the Bildungsroman, the story of a young 
man having everything to learn from life, and undertaking a journey which 
represents the way he learns and accomplishes himself. Flaubert’s two mature 
characters, even in their archeological journey, do not learn anything from their 
exploration of the different sciences. Far from reaching a personal realization, 
they are lead back to the destiny they tried to escape at the beginning of the 
novel by exploring the sciences. 
 Criticism of knowledge is therefore bound to criticism of the movement: 
across the different sciences they explore, Bouvard and Pécuchet repeat the 
same experiences and the same failures. Mardi is a novel about a journey across 
the ocean where Melville choses to show the other side of the relationship 
between movement and knowledge. Published in 1849, Mardi is written at a 
crossing point of Melville’s literary carreer, and takes an ambiguous place 
between autobiography and fiction. Melville’s previous texts, Typee, published 
in 1846, and Omoo, published one year later, were narratives of true journeys, 
and the autobiographic part meant a gap between the journeys and the idea of 
fiction. His evolution means a dislocation from the narrative of a journey to the 
allegorical romanesque, that is to say to the romance rather than to the novel. 
After Mardi, Melville writes The Whale, which was to become Moby Dick, his 
masterpiece published in 1851. Moby Dick has overshadowed the whole space 
of Melville’s works’ reception.  
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The preface to Mardi presents Melville’s project as an opposite situation 

to that of Typee and Omoo. Both were autobiographies mistaken for fictions by 
the readers. But even when his text is a work of fiction, Melville introduces parts 
of his earlier life, or more accurately when he travelled in 1840 through the 
Galapagos, left the boat, went to Tahiti and organized a riot. All of these events 
find echoes in his novel, in which the exploration of the borders between reality 
and fiction partly follows Walter Scott’s model. 
 Melville’s ambition also was to embrace totality: fiction and 
autobiographical reality, romance and ethnographical discourse and, within the 
field of literature, narrative and poetry. The journey in Mardi thus represents a 
quest, looking for Yillah, the beloved woman, who will never be found again. The 
symbolic part of the character is also embodied in Hautia, the reverse model of 
feminity, the sensual reality where Yillah represents an unaccessible ideal.  
 Duyckinck, Melville’s friend, writes about Mardi that it is “a kind of an 
utopia”.4 Through the utopia of the invented archipelago of Mardi, the fiction 
underlines its function of criticism of different fields of knowledge. Apart from 
the obvious ethnographical aspect of the novel with references to Polynesian 
practices, many problems of the occidental society are treated just like in 
Goethe’s Elective Affinities. The political problem appears behind the criticism of 
dogmatic religion. On Maramma island, the Protestant point of view is 
presented against Catholicism, and Hivohité appears as a representation of the 
Pope. The austerity of nature and the poisoned vegetation show (in chapters 
105, 106 and 107) the effects of such a religion. This description of nature is also 
a reference to Dante in the first song of Hell. Melville presents a parody of 
Dante’s cosmology to criticize Hivohité and his ridiculous pretentions. 
Intertextuality underlines the connection between this fictional world and 
reality, and also regards the Bible with Babbalanja’s point of view, presenting an 
archaic and religious language. The dislocation allowed by imagination is 
therefore a way to create a distance with the object of knowledge. 
 Through the idea of dislocation, Gilles Deleuze asserts the superiority of 
Anglo-American literature5. According to him, Anglo-American literature is a 
literature of quest, of movement. The concepts he develops are the “line” and 
the “deterritorialization.” “Going away is tracing a line”, he writes. Crossing the 
horizon and penetrating another life like Melville is, according to him, the 
highest ambition of literature. Deleuze also quotes Fitzgerald and the notion of 
a “clean break”: “This led me to the idea that the ones who had survived had 
made some sort of clean break.” He later explains what a “clean break” is: “A 
clean break is something you cannot come back from: that is irretrievable 

                                                 
4
 Recension of the novel published in Literary World, 14th April 1849. 

5
 See his Dialogs with Claire Parnet (Gilles Deleuze and Claire Parnet, Dialogues [Paris: Flammarion, 

1977], especially the chapter entitled: “Sur la supériorité de la littérature anglo-américaine”. 
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because it makes the past cease to exist” (Fitzgerald 53). Passing this line makes 
you a traitor, like Captain Achab in Moby Dick. Captain Achab is guilty of having 
chosen Moby Dick, the white whale, rather than the law of the fishers according 
to which no whale should be hunted. This is how the “becoming whale” works in 
Moby Dick.  

The Anglo-American novel is a novel of traitors, according to Deleuze, 
because traitors, like Cain, are led to a transformation, which is the true 
meaning of the dislocation. On the contrary, the French novel is a novel of 
tricksters, and Deleuze quotes Flaubert's example, and his famous sentence “La 
Bovary c'est moi” (“The Bovary is me”), which, according to Deleuze, is the 
sentence of a hysterical trickster (“phrase de tricheur hystérique”). 
 From the very beginning the three novels insist on the relationship 
between knowledge and movement, between fiction and dislocation. Flaubert's 
first page describes the movement of the two characters until they meet: “The 
first one came from the Bastille, the other one from the Jardin des Plantes”. 
Goethe presents a description of the garden, as well as Eduard's movements to 
Charlotte, until he reaches the entrance of Charlotte's garden house. In these 
two examples, the movement also describes the entrance into the literary field: 
with Flaubert, the water of the “Canal Saint-Martin” has the colour of ink, just as 
the poison which kills Mrs Bovary at the end of the eponymous novel has the 
taste of the ink. And Goethe does insist on the process of creation of the novel 
when he presents the name of his character: “Eduard, this is how we will call 
him”. 
 The same meaning of movement is clear in the first sentence of 
Melville's novel: “We are gone”, with the ambiguity of “we”, which refers to the 
sailors, but may also refer to the narrator and the reader on a commun journey. 
The journey is therefore also a journey into fiction, and abandonning the boat at 
the beginning of the story refers to the change of gender, the sliding from a 
narrative of a journey to a true piece of fiction. The direction then becomes 
important: the name of the boat is Arcturion, a clear allusion to the star 
Arcturus which helps the sailors to find their way. Arcturus is in the north-east. 
The reason why the narrator leaves the boat is that the Captain betrays the 
contract: instead of going south-west, the new world of all discoveries, he 
decides to go north-east, in the direction of America, the already known place. 
These directions also represent the fields of knowledge. 
 In our three examples, human knowledge becomes the main purpose of 
the novel. The three novels question the possibility for a human being to know 
and they lead to a double question: is there a part of human knowledge that 
remains unreachable for the scientific discourse and that can belong only to 
literature? In which way is literature responsible for a certain dimension of 
science? The three texts question the power of literature: Goethe through the 
narrative within the narrative in the story of the two neighbours, Melville 
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through the metatextual comment of the poem “Kostanza”, representing the 
novel itself in chapter 180, Flaubert in the part where the advantage of fiction 
over history builds a ridiculous answer to Aristotle's Poetics. Flaubert transforms 
literary text into criticism of the scientific discourse, showing through each of 
the numerous examples he quotes in the story of Bouvard and Pécuchet the 
failure of any discourse on science. This is the essence of the 1500 books he 
asserts to have read to prepare for his novel, in a well-known sentence of his 
correspondence in January 1880. Literature only can assert that the only thing 
we know is that we do not know anything. Between the beginning and the end 
of Bouvard and Pécuchet's story, thirty years have passed. At the end of the 
story, the characters are nearly eighty years old, and nothing has changed, 
neither for them, nor for the world. Their experiences through the different 
fields of knowledge remain useless. The fiction becomes a criticism of science, 
and criticism must be understood in its true meaning: tracing the borders. 
 Goethe and Melville choose another way: their novels are exhibitions of 
fiction in the exploration of knowledge. They both conclude that there is a 
possibility for the fiction to reach a specific knowledge – through scientific 
knowledge. The movement of the exploration of the islands shown in Melville’s 
novel is a movement away from science (geography or ethnography) to fiction: 
the first islands belong to reality, the other ones suggest an unreal world. 
Mellville insists on the reality being connected with the scientific discourse of 
his time. The Ravavai Island is mentioned in the 1834 Bulletin de la Société de 
Géographie which, just like Pitcairn, belongs to the Capricorn Tropics in the third 
chapter. In the same way, Kingsmill, named in chapter 3 again, belongs to 
Gilbert’s Islands, and Mulgrave to Marshall Islands. Radak, quoted in chapter 13, 
was introduced by Louis Chiron in his Voyage pittoresque autour du monde avec 
des portraits de sauvages d'Amérique in 1822. These references obviously give a 
kind of probability to the discovery of the terra incognita represented by Mardi, 
and the novel switches to unexisting islands in chapter 153: the Delices Island, 
Amma, Tedaïdi, Oroulia. However, there is another interpretation of this 
structure of the trip, as a movement away from science and into fiction, which 
would be exhibited by the direction of the trip itself. 
 The construction of Goethe’s novel enlightens the same purpose but in 
another way. Intertextuality, for exemple, allows the debate about pedagogy to 
happen. And the eleven first chapters of the second part are an answer to 
Rousseau’s Emile: Goethe insists on the importance of poetry and botanics in 
education. Fiction is also a painting of aristocratic life and gives place to a 
discussion about marriage, which is no coincidence in the context of a crisis of 
marriage at the time. In 1749, the Corpus Juris Fridericianum increased the 
number of reasons to divorce and, needeing to cope with the massive 
increasement of divorces, Frederic the Second reacted with the Corpus Juris 
Fridericianum in 1781 and the edit of 1782 to limit their number. Literature is 
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here attributed the function to understand the society and to reach an eternal 
truth that cannot be grasped by law. 
 Digressions and discussions are completed with narrations, and Goethe 
introduces a short story, “The Strange Story of the Two Young Neighbours”, 
which is a second illustration of the law of chemical affinities. The young hero 
cannot be anybody else than the Captain, a fact which shows the deep 
connection between all parts of the world. On the other hand, this short story, 
introducing a relation to time, tells something else about sentimental 
relationships. Fiction can only bring an overview on the world and grasps the 
relationships between the macrocosm and the microcosm, the movement of 
the particles and the human feelings. In a letter to Riemer from July 24th, 1809, 
Goethe insists on the power of literary discourse to deal with the spiritual part 
of physical phenomena:  
 

The moral symbols we find in the natural sciences (like for example the 
elective affinities, discovered and used by the great Bergman) are 
spiritual and are nearer to poetry and society than the others, even 
mathematics, which are only anthropomorphic, because we hear human 
nature and reason in them.  

 
 This point shows the discrepancy with Flaubert, who uses the same 
matter through parody. In the first chapter, he talks about the “fibres secrètes” 
and the “sympathies” between the two characters, a clear allusion to Goethe’s 
elective affinities and to its very first source, Empedocles, who spoke of the 
“sympathy” between water and wine, of the “antipathy” between water and oil. 
Chemistry is the science explored by the two characters in chapters 2 and 3. 
Chapter 7 again comes back to the questioning of chemistry as a science, with a 
parallel with practices of magnetism in the context of a new mesmerism. 
 From the goethean ideal of universalism to Flaubert’s irony about 
human aspiration to know, the three novels show different ways to question the 
relationships between fiction and scientific knowledge. Goethe’s Elective 
Affinities seem to be the other side of the project of the Treaty of Colours. Both 
texts aim to embrace science and literature in the same work, to develop a 
discourse which would be at the same time poetic and scientific. Melville is 
focussed on the complex nature of a human being and tries to outline an 
exploration which would be at the same time a personal adventure, a scientific 
discovery and a poetic experiment. In its criticism of romantic aspirations, 
Flaubert, on the contrary, shows the dead end of the human pretention to 
know, and the literary discourse is for him the conscience of the limit of any 
knowledge. But in each of the three cases, the novel embraces science and 
takes the form of a discourse on discourse: a literary discourse on scientific 
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discourse, but also a discourse on literature and its capacity of reaching a 
specific knowledge in the shape of criticism. 
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KNJIŽEVNA FIKCIJA I PRIRODNE NAUKE – SLUČAJ ROMANA 

 
 Zdrav razum povlači granicu između fikcije i stvarnosti. Fikciju može 
predstavljati roman koji je između XVIII i XIX vijeka uglavnom bio usmjeren na 
sentimentalne priče, dok je diskurs o stvarnosti uglavnom predstavljan istorijom 
i (prirodnim) naukama. Stoga, granica između fikcije i stvarnosti približno je 
jednaka enciklo-pedijskom predstavljanju znanja sa jedne strane (nauka pripada 
razumu, istorija sjećanju, a poezija mašti), i suprotnosti između mašte i 
stvarnosti, sa druge. Njemački idealizam pokušao je da ponovo stvori savez 
između humanističkih znanja, mašte i razuma, združujući kritiku i poeziju, ali, 
romanopisci poput Getea (Elective Affinities), Melvila (Mardi) i Flobera (Bouvard 
et Pécuchet) pokušali su na veoma različite načine da ujedine stvaralaštvo i 
naučni diskurs u književni projekat gdje znanje postaje glavna svrha romana. Od 
geteovskog ideala univer-zalizma do Floberove ironije u vezi sa ljudskom 
težnjom ka znanju, ova tri roma-na pokazuju različit način ispitivanja veze 
između fikcije i naučnog znanja, te do-vode do pitanja: da li i na koji način 
postoji neki dio ljudskog znanja koji samo pripada književnosti? 
 

Ključne riječi: roman, književna fikcija i nauke, Gete, Elective Affinities, 
Melvil, Mardi, Flober, Bouvard et Pécuchet.  

 


