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The novelist who transforms truth—immytablcz uncompromising, and
displeasing as it is—to extract from it an exceptional and delightful plot, must
necessarily manipulate events without an exaggerated respect for probabllicy,
molding them to his will, dressing and arranging them so as to attract, excite,
or affect the reader. The scheme of his romance is no more than a series of in-
genious combinations, skillfully leading to the issue. The incidents are planned
and graduated up to the culminating point and effect of the conclusion, which
is the crowning and faral result, satisfying the curiosity aroused from the first,
closing the interest, and ending the story so completely that we have no further
wish to know what happened on the morrow to the most engaging actors in it.

The novelist who, on the other hand, proposes to give us an accurate pic-
wure of life, must carefully eschew any concatenation of events which might
seem exceptional. : L

His aim is not to tell a story to amuse us, or to appeal to our feelings, but
to compel us to reflect, and to understand the occult and deeper meaning of
cvents. By dint of seeing and meditating he has come to regard the world,
facts, men, and things in a way peculiar to himself, which is the outcome of
the sum total of his studious observation. It is this personal view of the world
which he strives to communicate to us by reproducing it in a book. To make
the spectacle of life as moving to us as it has been to him, he must bring it be-
fo.re our eyes with scrupulous exactitude. Hence he must construct his work
with such skill, it must be so artful under so simple a guise, that it is impossi-
ble to detect and sketch the plan, or discern the writer’s purpose.
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ner which was patent to all, must often mislead the critics, and that they will
pot all detect the SL.lbtle and secret wires—almost invisiby fine—which certain
modern artists use instead of the one string formerly known as the “plot.”

In a word, while the novelist of yesterday preferred to relate the crises of
Jife, the acute phases of the mind and heart, the novelist of to-day writes the
history of the heart, soul, and intellect in their normal condition. To achieve
the effects he aims at—that is to say, the sense of simple reality, and to point
the artistic lesson he endeavors to draw from it—that is to say, a revelation of
what his contemporary man is before his very eyes, he must bring forward no
facts that are not irrefragable and invariable.

The realist, if he is an artist, will endeavor not to show us a commonplace
photograph of life, but to give us a presentment of it which shall be more
complete, more striking, more cogent than reality itself. To tell everything is
out of the question; it would require at least a volume for each day to enumer-
ate the endless, insignificant incidents which crowd our existence. A choice
must be made—and this is the first blow to the theory of “the whole truth.”

Life, moreover, is composed of the most dissimilar things, the most un-
forseen, the most contradictory, the most incongruous; it is merciless, without
sequence or connection, full of inexplicable, illogical, and contradictory cata-
strophes, such as can only be classed as miscellaneous facts. This is why the
artist, having chosen his subject, can only select such characteristic details as
are of use to it, from this life overladen with chances and trifles, and reject

everything else, everything by the way. S
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