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This article draws attention to the paradigmatic shift in the use of the concept of ‗life', which can be observed at the end of the 19 th century. With Michel Foucault's notion of bio-power as a foil, the article aims firstly to discuss how influential aesthetic, biological and political concepts such as vitalism (Hans Driesch) and degeneration (Max Nordau) can be conceived as different reactions to Charles Darwin's On the Origin of the Species in the light of bio-power. Even though both Driesch and Nordau use Darwin's theories to produce positive ideas about respectively the strong and healthy body and the strong and healthy society, it is important to note that they do not converge. Secondly, the article aims to discuss how a controversy between these concepts is given literary form in the Danish author Herman Bang's novel Hopeless Generations (1880), perceived as one of the first ‗decadent' works in Scandinavia. The reading demonstrates that Bang makes use of a rhetorical strategy of ambivalence in order to bring the concepts into productive play.

In the concluding chapter of The Will to Knowledge, Michel Foucault brings to the fore what he refers to as society's -biological threshold of modernity‖: a threshold that marks the time when life and the living being become the subject of political power struggles and economical strategies. ‗For millennia, man remained what he was for Aristotle: a living animal with the additional capacity for a political existence; modern

man is an animal whose politics places his existence as a living being in question.' (Foucault 1998, 143). He is submitted to bio-power.

In the modern ‗society of discipline' and the late-modern ‗society of control', 1 this biopower has expressed itself in two general ways. Firstly, in the regimenting of the life via the development of a number of societal institutions that the individual passes through in his life-time, and that submit him to conforming behavioural patterns: the family, the school, the barrack, the workshop, the hospital, and possibly even the prison. The ideal project of these enclosed environments is especially visible in the factory, namely to put together a productive force, the effect of which will be bigger than the sum of the forces it is constituted by. Secondly, the bio-power expresses itself in the regulation of the people through an integration of economy (understood as the governing of the home) and politics (understood as the governing of polis). This new political economy that aims to transfer the patriarch's solicitous governing of the family to state level, focuses not only on the relationship between capital and work, but also on the conditions of life themselves. The general state of health and the life expectancy of the people, its nutrition, housing and so on become subject to demographic studies.

According to Foucault, the development of bio-power runs parallel to the development of industrial society -as a means of securing the productive apparatus a stable flow of work force. Thus, bio-power expresses itself with great strength in the second half of the 19 th century. For example, it is expressed in the readiness with which notions developed within biology were appropriated by other discourses, such as the aesthetic.

This article aims firstly to discuss how influential aesthetic concepts such as vitalism, decadence and degeneration can be conceived as different reactions to bio-power, and secondly, to show how a controversy between these concepts is given literary form in the Danish author Herman Bang's novel Hopeless Generations (1880). As a starting point, we discuss the work that, more than any other, inspired this appropriation, Charles Darwin's On the Origin of Species.

1 These epochal indications derive from Gilles Deleuze's updating of Foucault's concept of bio-power in the article »Postscript on the Societies of Control«. According to Deleuze, Foucault locates the disciplinary societies in the 18 th and 19 th centuries; at the start of the 20 th century, they were succeeded by the societies of control.

The Paradigmatic Turn in Biology: Darwin's On the Origin of Species

The influence of On the Origin of the Species has been far greater than could have been imagined. Not only did Darwin challenge the Christian conception of life and creation, he also caused a paradigmatic shift in biology, which until then had searched for a force of life. What distinguished the Darwinian approach was a focus on the evolution of the species, and his thesis thereby supported the mechanistic paradigm which, since Descartes' clear separation of body and mind, had argued in favour of life as a result of physical and chemical processes.

The aims of the Origin were to identify the mechanism of ‗natural selection' and to trace back all creatures back to a few, perhaps even a single, progenitor (Darwin 2006, 303). In 1831, Darwin had undertaken an excursion to South America and the Galapagos Islands. On this trip he observed phenomena that constituted the basis of his main thesis, namely that evolution was a fact. In 1838 he discovered the mechanism for this, which he later called natural selection. The Origin sought to show how evolution, through the process of natural selection, could help scientists explain otherwise inexplicable phenomena. Darwin defined the mechanism as a ‗preservation of favourable variations and the rejection of injurious variations' (Ibid.,51). Unlike his predecessors, such as Johann Gottfried Herder in Ideas on the Philosophy of the History of Mankind (1784-91), Darwin only attributed a minor role in the shaping of man to the climate (Ibid., 54).

Natural selection acts through a ‗struggle for existence'. As groups of animals struggle to survive, the mechanism of natural selection will favour the largest group, which over time will increase in number; but the process is even more far-reaching, as it also affects the egg and the seed (Ibid., 80). The consequences of these changes can be noticed only over a long period of timenatura non facit saltum (Ibid., 288)and these variations are not perceptible at a single glance. The Origin was originally addressed to a scientific public (Ghiselin 2006, ix), but the immense attention it received led to a rapid, public reception of Darwin's ideas far beyond the scientific world. The Origin was translated into a great many languages and was published in numerous editions (Browne 2001, 496). Thus, Darwin's theory can be said to have had a wide-reaching effect, not only in the biological but also in the literary world.

Darwin was used by the mechanists to explain the origin of the species. However, although the title of Darwin's work states this as his main purpose, he did in fact not solve the riddle of the force of life. The phrase ‗On the Origin of Species' is thus misleading, since Darwin only explains the connections between the species, not how they arose in the first place. When discussing the force of life for example, and explaining how ‗life' arose, he turns to a language of metaphors. Likewise, when writing of ‗one primordial form, into which life was first breathed' (Ibid.,303), he uses a passive to avoid naming the agent. With this formula-tion he leaves space for a God: not a God who creates the individual species separately, but a God in the Aristotelian sense, the immovable mover, who is the primary cause of the beginning of all things. As a consequence of Darwin's theory, man is defined as nature; that is to say, not the coronation of the Christian creation, but as an animal. 2 Nevertheless, man remains the last stage in the evolutionary process, man is the last stage. While Darwin did not demonstrate this explicitly, it is the logical consequence of his theory. Darwin's theory explained the diachronic development of the species, while still leaving space for the claim of a force of life. 3 Although Darwin's theory of evolution was very convincing (which must explain the extent of its adoption by various fields), it did not stand in the way of other theories, for example neo-vitalism, which held that the force of life could not be explained according to physical and chemical principles. However, the great impact of the Origin meant that every theory to emerge after 1859 had to position itself either for or against it. In this article two reactions are of principal importance, on the one hand, Hans Driesch's notion of neo-vitalism, on the other, the concept of degeneration as articulated by Max Nordau.

Driesch and vitalism

The embryologist Hans Driesch, who is almost unknown today, was a student of Ernst Haeckel, and published The History and Theory of Vitalism in 1905. This overview of the exponents of the vitalistic idea starts with Aristotle and ends with Driesch himself.

Central to neo-vitalism -‗neo' because, according to Driesch, Aristotle was the first to propose vitalistic ideas (Driesch 1922, 16)is the belief in a force of life. This was in fact the dominant paradigm in biology before 1840 (Sonntag 1989, 543); but with the discovery of the cell and the presentation of Darwin's thesis, this vitalism was fully displaced by the mechanistic theory, in biology at any rate. The mechanistic theory was influenced by Descartes' strict dualism and tried to explain ‗life' as a consequence of physical and chemical processes. It is precisely this point to which Driesch reacts in his major work The Science and Philosophy of Organism, which was given as lectures at the University of Aberdeen in 1907-08. His aim is here to investigate ‗whether ‗life' is only a combination of chemical and physical events, or whether it has its elemental laws, laws of its own' (Driesch 1979, 21f). Thus, The Science and Philosophy of Organism is an attempt to disprove the theory of the mechanism.

In the lectures, which draw on examples from his observations Driesch tries to illustrate that ‗life' is not a combination of physical and chemical processes. In his attempts to prove this point, he appeals to human logic: he takes examples and drives them ad absurdum to show that an organism cannot possibly function in the way a machine does. For two main reasons Driesch did not, however, convince the scientific world.

Firstly, his argumentation in The Science and Philosophy of Organism is per exclusionem, and his very few examples fail to produce a convincing explanation of how the force of life works, in contrast to Darwin, who produces a number of fine examples from his own observation to prove his thesis. Secondly, The Science and Philosophy of Organism is not solely a biological work, but ratheras the title indicates a work that also draws its conclusions from philosophy. From a biological point of view, Driesch's work is therefore insufficient.

Nevertheless, Driesch's two major arguments play an important role, especially in Germany, within the vitalistic discourse, which from the end of the 19 th century became dominant in literature,4 art and pragmatic movements, such as the Lebensreform movement. Driesch seeks to prove two statements: firstly, that the force of life is autonomous, and secondly, that life originates through what he calls ‗entelechy'.

Entelechy is what could be characterized as the force of life, though Driesch himself wishes to avoid the term ‗force' (Driesch 1928, 310). Entelechy is the origin of the organic body, and of the actions or movements of the body (Ibid., 285). Thus, Driesch can define entelechy as follows: ‗Entelechy, we know, is an intensive manifoldness, i.e.

it is an agent acting manifoldly without being in itself manifold in space or extensity' (Driesch 1979a, 250). That is: entelechy is the agent, the mover behind physical actions and growth. This question of how organic beings originate and grow was precisely that left unanswered by Darwin. But neither of them venture to comment on the ‗dawn of life'.

Driesch and others prepared the way for a broad reaction to the dominance of the natural sciences. This reaction manifested itself in what we here shall call the vitalistic discourse, whichinspired not only by Driesch, but also for instance by Nietzschespread into a number of different areas. Vitalismhere understood as the belief in an autonomous, immanent force of life, which is not substance in a classical, metaphysical way, but rather a ‗holistic substance'can be seen as one of the reactions to the increasing control of life (as delineated by Foucault).

Part of this vitalistic discourse is seen in aspects of the Lebensreform movement, which in Germany met with wide approval. This collective term covered many different movements and attempted to reform all parts of life, from clothing, furniture and architecture, to the use of tobacco and alcohol. A change in lifestyle could, it was believed, bring about a change in the society. The Lebensreform movement is to be regarded as an opposition to the industrialised society and the unhealthy city life in small apartments (in 1900, Berlin had around two million citizens). The Wandervogel movement, which gathered young men for walks in the woods and the countryside, with cooking, campfires and songs, can in this context be seen as an attempt to search for a real and better life, near the force of life in the earth, in the pure, unspoiled nature itself. This idea of a force of life was strong: in the many suggestions of how best to control the expansion of Berlin at the end of the 1920s, questions of vitality, dynamism and a living feeling are dominant [START_REF] Behne | DAS NEUE BERLIN[END_REF]. At the time of the Fin-de-siècle, literature also began to register a very strong concentration about the force of life. In 1918, the German sociologist Georg Simmel thus diagnosed ‗life' as the main concept of the turn of the century. According to him, it was the concept that defined all others (Simmel 1927, 8 pp.).

These different movements are all characterised by the attempt to release the force of life, hence, they all responded to what was seen as a rigid society. This was taken as a theme in literature, as well; both in Denmark and in Germany, tendencies towards what could be classified as ‗literary vitalism' began emerging from around the year 1900. For example, the early works of the Danish Nobel price winning author Johannes V. Jensen are clearly influenced by vitalism. Vitalism in literature is characterized by the attempt to find an entrance to life. The means of gaining this force of life varies, however, from author to author. The ideal is often the active, energetic, solitary person who reaches the force of life through an extreme experience. Ernst Jüngers essay from 1922 War as an Inner Experience, paradigmatically illustrates this point, as it describes the warrior as part of a new race that is strong-willed and powerful (Jünger 1980, 56 pp.).

Vitalism established itself as a dominant discourse in literature from the beginning of the 20 th century. To some extent this development can be seen as a continuation of an already-existent, albeit opposite movement, namely the ‗decadence', which follows a longing for a better, more real and vital life in a practising of nervousness. Where vitalism, through a combination of Darwin's concept of evolution and the idea of a body as an organic whole, is trying to develop positive concepts of a healthy and strong body, decadence can be said to do the opposite. Hence, it was mainly the decadents that are the subjects of Max Nordau's rejection of modern art.

Nordau and degeneration

Another key concept, around which the dominating discourses organised themselves at the end of the 19 th century, was ‗degeneration' (Ledger and Luckhurst 2000). As is the case with neo-vitalism, the concept of degeneration can be traced across a variety of Via one of his predecessors, the French physician Bénédict-Auguste Morel, Nordau refers to biology in his definition of degeneration. The degenerated organism is ‗a morbid deviation from an original type' (Nordau 1993, 16), and as the symptoms of degeneration are transferred from generation to generation, they are accumulated, until the organism becomes sterile and dies out. These symptoms or ‗stigmata' include ‗moral insanity', a disregard for norms of rules that is rooted partly in an ‗unbounded egoism', partly in ‗impulsiveness'; ‗emotionalism', defined as an extreme susceptibility to sentiments; ‗mental weakness' or despondency that takes either an outward shape in the form of pessimism and fear of man, or an inward shape in the form of self-loathing; a ‗disinclination to action of any kind', which the degenerate justifies to himself as an expression of a ‗philosophy of renunciation'; a ‗predilection for inane reverie'; a constant doubt and scepticism, expressing itself in the fact that the degenerate is ‗incapable of adapting himself to existing circumstances'; and finally, ‗mysticism', that is a preoccupation with questions of a religious nature (Ibid., 18 pp.).

In Darwinian terms, the degenerated organism is an injurious variation, which is expelled and subordinated to the mechanisms of natural selection. However, unlike Darwin's claim about the protracted evolutionary process of the forms of life, the development of the degenerated organism is, so to say, electrified in the sense that the process of decay is concluded during a few generations. To Nordau, the symptoms of degeneration are omnipresent in contemporary culture, and he argues that this prevalence is precisely the result of the industrial revolution. As a consequence of the rapid increase of impulses that the people of the Western world are exposed to, they have become continually weakened by a chronic fatigue. In spite of this observation, Nordau's project is far from being culture critical. The target of his work is the dominating bourgeois culture, which he himself belonged to;5 and with his notion of degeneration, he presented this group with a tool to delimit its ideological territory by condemning all behavioural transgressions of it, whether the transgression took the form of an inability to meet standards or a conscious deviation from these.

With another of his predecessors, the Italian criminologist Cesare Lombroso , Nordau shares a focus on art as the primary seat for the infectious potential of degeneration. ‗Degenerates', he writes, ‗are not always criminals, prostitutes, anarchists, and pronounced lunatics. They are often authors and artists. These, however, manifest the same somatic features, as the members of the [degenerate] anthropological family, who satisfy their unhealthy impulses with the knife of the assassin or the bomb of the dynamiter, instead of with pen and pencil.' (Ibid., V). As the brain centres of artists and authors decay, their works become symptoms of their disease. Referring to the Charcot school's studies of visual disorders suffered by hysterics and degenerates, Nordau assures the reader that the modern painters who claim to reproduce what they see in fact speak the truth: -[t]here is hardly a hysterical subject whose retina is not partly insensitive.‖ (Ibid., 27) If insensitive spots are spread all over the retina, the result is the pointillism of Georges Seurat,6 whereas a total insensitivity results in colour blindness, presenting itself in the form of the grey scale paintings of Pierre Puvis de Chavannas. 7On the other hand, the occurrence of bright yellow, blue and red colours on the canvasses of Albert Besnard8 are due to the fact that these are the only colours that the hysteric is able to distinguish. The examples bear witness to the simplified and somewhat paradoxical character of Nordau's pseudo-scientific approach to his subject.

The occurrence of one alleged symptom is sufficient for him to assert that ‗the patient' is degenerate, and mutually conflicting symptoms often lead him to the very same conclusion. As mentioned above, all deviations from a specific norm are signs of degeneration in the eyes of Nordau.

Nordau finds most of his examples on degeneration in contemporary literature, which he tends to read ‗patho-biographically'. He diagnoses as degenerates not only the socalled ‗decadents' (such as Oscar Wilde), but also ‗symbolists' (such as Stéphane Mallarmé), ‗naturalists' (such as Émile Zola) and ‗realists' (such as Leo Tolstoy); that is, authors who devote their endeavours to regenerating the form of literature.

According to Nordau, artistic movements are in themselves a sign of degeneration, whereas the true and healthy artistic talent unfolds itself in a personal and spontaneous manner.

Nordau's aim with Degeneration was not only to demonstrate the dissemination of degeneration in present-day culture, but also to propose a therapy form that should treat the parts of the society not yet too seriously infected by the malady. The means were condemnation, ostracism, and if necessary, extermination: Society must unconditionally defend itself against them. Whoever believes with me that society is the natural organic form of humanity, in which it alone can exist, prosper, and continue to develop itself to higher destinies, whoever looks upon civilization as a good, having value and deserving to be defended, must mercilessly crush under his thumb the anti-social vermin. To him, who, with Nietzsche, is enthusiastic over the ‗freely-roving, lusting beast of prey,' we cry, ‗Get you gone from civilization! […] All our labour is performed by people who esteem each other, have consideration for each other, mutually aid each other, and know how to curb their selfishness for the general good. There is no place among us for the lusting beast of prey; and if you dare return to us, we will pitilessly beat you to death with clubs' (Ibid.,557).

This passage demonstrates the ambivalent nature of Nordau's rhetoric: on the one hand, a positive evolutionary liberalism focusing on rationality, discipline, respectability and solidarity as the means to secure progress -all of which were, as historian Steven E.

Aschheim points out, ‗conventional opinions of his class and time' (Aschheim 1993, 652) -and on the other hand, a will to defend these opinions by the use of a force that negates them. This ambivalence, which can be seen throughout Degeneration, also marked the reception of Nordau's work. As mentioned above, it was widely read, but its popularity can partly be traced to the ludicrousness of its pseudo-scientific argumentation. What is more, its effect was not as one-sided as he could have wished for. On the one hand, Nordau's work actually opened up new markets for some of the authors he dismissed as degenerates, for instance Nietzsche, Henrik Ibsen and Paul Verlaine. On the other hand, Degeneration led Zola, for instance, to submit himself to a two hour long medical check-up every day for a year in order to produce scientific evidence of his normalcy. This act of submission implies an acceptance, and one could argue, that Zola's primary achievement was to establish Nordau's thesis even more firmly in the eyes of the public: that all experimental works of art bear witness to the degeneracy of their originators.

Decadence as a bio-political force of resistance

The example of Zola points out a problem which, according to the Italian sociologist Maurizio Lazzarato, preoccupied Michel Foucault in his later work, namely the determination of virtual ‗forms of subjectification and forms of life' that escape the control of bio-power (Lazzarato 2006, 9). Foucault's effort to render these forms of resistance visible is a result of a new conceptualisation of power: a shift of focus from bio-power to bio-politics. To that end, Foucault differentiates between three notions: strategic relations, techniques of government and states of domination. It is specifically the concept of power as a strategic relation that the shift of focus addresses. As its condition, this concept implies that the individual, who is subjected to power, is acknowledged as possessing a free will in the face of power, whereby a -whole field of responses, reactions, effects, and possible inventions may open up‖ (quoted in: Ibid., 16). That is, a power play. Should a state of domination on the other hand occur, it would be a sign of a stagnation of the reversibility of power in asymmetric relations.

The techniques of government are responsible for preventing this from happening, in that they organise the power's virtual strategies of expansion.

In other words, a successful or ‗healthy' form of power generates forces of resistance with the specific aim of evading it. Foucault describes these forces of resistance as creative. In the middle of the 1980s, when homosexual societies were subject to a very concrete exercise of bio-power, he called, for example, on these societies not only to defend, but also to affirm themselves, to ‗create new forms of life, create a culture […] not only affirm themselves as an identity, but affirm themselves insofar as they are a creative force' (Ibid.). This relation between creativity and bio-political forces of resistance can be exemplified by the reaction of ‗decadents' to the stigmatisation they were exposed to by Max Nordau and like-minded social commentators in the second half of the 19 th century.9 

Now, as Norwegian literature historian Per Buvik points out in his Dekadence, decadence is hardly a ‗current' designation in the discourse of aesthetics, partly because it is loaded with ethical connotations, partly -and thereforebecause its referential quality is vague. Hence, it seems difficult to point out a specific decadent period in the history of art and literature, a specific decadent movement, specific features of decadent art, and so on. Nevertheless, one can observe that the term appeared frequently in mainly French, German and English art and literature criticism in the second half of the 19 th century. One of the most influential French critics was Paul Bourget. His reflections on decadence are especially relevant in this context, in that they establish a direct correspondence between art, biology and society. In his collection of New Essays on Contemporary Psychology from 1886, Bourget explains how the biological organism is divided into increasingly smaller elements, the force of which is subordinated to the elements on the higher-ranking level. If this is not the case, if the force of the individual elements become autonomous, the result is the decadence of the organism as a whole. ‗The social organism', writes Bourget, does not escape this law and enters into decadence as soon as the individual life becomes exaggerated beneath the influence of acquired well-being, and of heredity. A similar law governs the development and decadence of that other organism which we call language. A style of decadence is one in which the unity of the book is decomposed to give place to the independence of the page, in which the page is decomposed to give place to the independence of the phrase, and the phrase to give place to the independence of the word (quote in Ellis 1932, 52).

If one argues that a criterion for the existence of a decadent movement must be their own use of the designation, one must reserve it for the group of artists and authors associated with the magazine Le decadent from 1886-89, amongst them Paul Verlaine.

Stigmatised as decadent they appropriated the term in a sort of strategic counteroffensive; however, they reformulated it from a negative moral norm to a positive aesthetic norm. The modulation is expressed in this comment by Verlaine: The decadents turned this stigma into a badge of honour for the artist, who was able to generate ‗new ideas with new forms and words that have not yet been heard', 10 from the encounter with a modern society that was regarded as inhuman in its consequent focus on the ‗external' circumstances of life: that is, its materialism and its blind faith in evolution and expansion. The decadents made use of a rhetorical ‗strategy' of ambivalence: by attempting to change the connotations of the word ‗decadent' they, in opposition to Zola, sought to undermine the very foundations of the dominant discourse of Nordau and like-minded. The goal of Verlaine's pro-active work on language was not to replace the ‗defamatory' connotations of ‗decadent', but to supplement these connotations with their opposites -‗the exquisite, the precious and the exceptional'thereby turning the designation into an uncontrollable element in any unambiguous discourse. Verlaine's comment is, we believe, an exact expression of Foucault's notion of bio-politics: it is a demonstration of free will in the face of power, taking the constructive shape of a creative force by using ambivalence as its means.

The loss of vitalitythe hopeless, degenerate generations

A concrete literary example that demonstrates this strategy of renunciation can be found in Herman Bang's debut novel Hopeless Generation. It caused furore when it was first published in 1880, and is remembered not least for the case that the Danish Criminal and Police Court brought against Bang, concerning the novel's alleged immorality.

Bang lost the case, and subsequently withdrew Hopeless Generations, revised it and republished it in 1883. In relation to the case, the conservative humorous paper Punch, which is generally one of the best sources of the public opinion in Denmark in the 19 th century, printed this ‗report' addressed to Bang from the ‗Health Police':

The father of these »hopeless generations« seems himself to be in a state of utter hopelessness (mania pornografica), on the basis of which I empathetically must advise that he is subjected to strict observation and that he is superintended in a way, which makes it impossible for him to propagate, deform and reform coming generations (quoted in Winge (ed.) 1972, 26; translated from Danish by the authors).

Intentionally funny or not, the Nordau-related message of this comment is not to be mistaken: survey him! sterilise him! Bang defended himself in public with the argument that the novel served as a warning. Indeed, this is also pointed out in the narrator's note at the beginning of the novel.

Nevertheless, Bang must have known the danger of publishing the novel since he points out, not only in the note but also by choosing a quotation from Octave Feuillet's Monsieur de Camors as a motto for the book, that the author has the right to paint a picture of his time. It is therefore clear that Bang was aware of the two possible interpretations of the novel: on the one hand as an expression of decadence, on the other hand as a critique of the loss of vitality.

The novel tells of William Høg, who grows up with a mentally ill father and a consumptive mother. Both parents die when William is still a child, and he and his sisters are separated and placed with different families. Upon being chosen as the main character in a school play, William comes to feel very strongly that he shall aspire to become an actor. Encouraged by his girlfriend Kamilla Falk, he gives it a try. However, he fails, and instead discovers his talent as an author.

William Høg, the first clear-cut decadent hero in Nordic literature,11 tumbles onto the literary stage in the following manner:

His skin was very dark, as was his hair, and he had strangely big eyes with a vague, depressed and somewhat flickering look. His head seemed too big for his body, the bad posture of which increased his stooping appearance. He had received a pair of very thin legs to walk with and long arms, strange half-abrupt, half-theatrical movements (Bang 1965, 43; translated from Danish by the authors). 12This pathologised account of Willam Høg's physiognomy invites a constitutional interpretation. The incompatibility of his large head and matchstick-like body indicates that he is an example of what the critic George Ross Ridge refers to as a ‗cerebral hero',13 who is badly fitted to get on in the world, and who compensates for this incapability by developing a rich inner life. The characterisation of his movements as ‗theatrical' indicates that they are staged, that William Høg projects his fantasies onto reality.

Likewise, the description of his eyes seems to reveal a general lack of a sense of direction.

The phrase ‗he had received' explicates the determinative explanatory framework that Bang places the life of his figure within. The law of heredity is -with Foucaulta state of domination, which organises William Høg's life from birth to death. In this sense the novel, as is usually the case in the so-called ‗novel of development', inherits a static or fixed character, but by so doing it displaces the fixed point from the end of the novelthe usual location of the ideals that the hero of the Bildungsroman is to take possession ofto the beginning of the novel, in the guise of the determining factors of Hopeless Generation. The beginning of the novel also indicates the factor of determination, as the Prologue is titled What a Man Reaps…. Taking this Biblical quote as the novel's point of departure, Bang is already here indicating a determinant factor in the development of the Høg dynasty.

What sets Bang's novel apart from the many novels of development published in Scandinavia around the same time is the degree to which the idea of determination plays an active part in William Høg's self-conception and gives shape to it. As a mantra throughout the novel, he refers to the mental disease of his father and the tuberculosis of his mother as the inheritance he is to disengage himself from, and -when he has tried and failed in this -as an explanation of the state of increasing paralysis he suffers from.

As he diagnoses himself as degenerate, William Høg seemingly unconditionally surrenders to contemporary scientific theories by internalising them.

Bang even makes his protagonist reflect the course of his life in these theories. Thus, William Høg is especially interested in the writings of the Darwinian Ernst Haeckel, known first and foremost for his formulation of the so-called ‗Biogenetic Law', according to which ‗ontogeny' (the embryological development process of a species) recapitulates ‗phylogeny' (the evolutionary history of a species) (Breidbach 1998, 7).

This pars pro toto relationship between the development of the individual organism and the development of its species is incarnated in the figure of William Høg, who uses it to excuse his paralysis to himself. He ‗buried himself in it [the theory] as one of the defeated individuals… ' Bang writes (314). 14 Conversely, the preceding sentence reads 14 'begravede i den sig selv som et af de overvundne Individer…' ‗The Hypothesis excited him' (Ibid.). 15 Life apparently still remains in the figure of William Høg, and this life stems from the ambivalence with which Bang infects his relationship to Haeckel's theory. If the theory ‗excites' William Høg it is, one can argue, ascribed a similar status as the ‗immoral' passages in the novel that caused the case brought against Bang; these include the excitement that William Høg's mistress Countess Hatzfeld achieves by dressing him in the dress of a chambermaid. The description of his excitement suggests that he, in a similar fashion, ‗dresses' himself in the Biogenetic Law to see how it fits him. That is, he ‗plays' with the law, turning it into a game of which he ultimately is the controlling subject. In the same way as Paul Verlaine in the example discussed above, William Høg (along with his author) demonstrates a free, bio-political will in the face of bio-power.

The question of determination, is as mentioned above, very explicit in the Prologue. Although William's sister Nina hopes that he might be able to solve the problems of weakness in the dynasty, it is evident from the beginning of the novel that William has quite a lot to fight against. In the Prologue, the determinant factors are outlined in what can be read as a dialectical scheme: On the one hand there are the phrases ‗force' (25, 28), ‗strong-willed' (25), ‗strong brains' (25), ‗unflagging perseverance' (25, 28), ‗strength' (25), ‗determined work' (25), ‗work force' (27), ‗physical strength' (27), ‗action' (28) and ‗young' (31), 16 all of which can be characterised as being physical, powerful, active and acting. The adjectives used, ‗iron', ‗hard' and ‗strong', refers to the human being, who is able to win the ‗struggle for existence'. On the other hand we have words such as ‗eccentricity' (25), ‗mediocre' (25), ‗quiet' (25), ‗vanity' (26), ‗nervousness' (27), ‗melancholy' (27), ‗capricious-ness' (28), ‗exaggeration' (28), ‗feeble' (30), ‗dispassionate' (30) and ‗old' (31). 17 These two groups of words correspond then, to the concepts of vitalism and decadence. The first group describes the strong (young) human, both physically and psychologically, who is able to act, to be active and responsible. The second group signals passivity, decadent features such as nervousness and eccentricity, egocentricity and an inability to be an active part, to act. under weight, and at first the midwife thinks he is blind, then that he is dead (33). However, William survives, and the novel goes on to describe how only an insufficient part of the force is left. After William's failure at the local theatrea failure that is predicted by his sister when she feels no fervour when listening to him recite, Bang describes his collapse. William is weak, helpless and fossilized (that is, he is incapable of doing anything), and his life is over (268). With him the dynasty dies out, and when he reflects on his own life and his fight to save the dynasty, the scene is appropriately one of madness and death: ‗the mouth fell open, and while William's thoughts wandered off into fog, the spit flowed slimy from the corners of his mouth onto the table' (273). 20In Hopeless Generation a dialectics is enacted between the weak and the strong, between on the one hand having a force of life and a motive to fight, and on the other giving up, being an embodiment of dysfunctional clockwork. This is in fact an approximately objective description of Bang's present and the inherent feeling of dullness and longing for action. Thus, Bang can actually be said to paint a picture of his time. An interesting question, referring to the dialectics in the novel, is to what extent the destiny of William Høg is determined. While it is clear from the Prologue of the novel that heritage plays an important role, William himself is convinced that his fight to save the dynasty is real (269). This is the tragic paradox that characterises his existence: he conceives his life as a fight to preserve the greatness of the Høg dynasty, but he can only win this fight if he is able to free himself from the heritage of the dynasty in the shape of somatic and mental diseases. If one reads the novel with Nietzsche's The Case of Wagner as a foil, it becomes clear why William is weak and why he necessarily has to go under. To overcome decadence, you have to realize the weakness of your time. This is the position Nietzsche himself takes up. The difference between him and Wagner is that Nietzsche understands this weakness: ‗I am just as much a child of my age as Wagner-i.e., I am a decadent. The only difference is that I recognised the fact, that I struggled against it. The philosopher in me struggled against it' (Nietzsche 1911, 29 pp.). So Nietzsche (and the Übermensch) is able to accept the dichotomy between weak and strong and through this acceptance to overcome the weakness of the time. It is precisely what William Høg cannot do. Whereas Nietzsche shows a way out by pointing to the possibility of recognising and accepting the presence of dialectics, William is and always will be a weak human being, an incarnation of the slave morality, believing in constant categories such as good and evil.

Conclusion

In this article, we have attempted to interpret the general superposition of discourses of natural science, more specifically of biology and medicine, onto discourses of art in the second half of the 19 th century, within the framework of Foucault's concepts of biopower and bio-politics. The overwhelming number of examples of this superposition similar to Bang's Hopeless Generations bear witness to what Foucault refers to as ‗the biological threshold of modernity' of Western society: the threshold where life itself became the primary source of continual economic expansion, and thus where the conditions of living became the primary subject of politics. Contemporary theories within natural science did not, of course, just facilitate this development of society; they were also facilitated by it. In this sense, Darwin's discovery of the mechanism of natural selection is also an expression of the fact that the time was right for the discovery.

Whether seen from one perspective or the other -and without dwelling on Darwin's own intentions concerning the bookthe publication of On the Origin of Species was an epoch-making event also in the context of bio-power, because it managed to describe protracted and complex biological processes in a simple, forceful and convincing manner. Hence, Darwin was able to reach an audience that was not scientifically trained, which meant that his discovery was taken up in manners he could not have foreseen, let alone control.

Driesch's concept of neo-vitalism represents one response to the work of Darwin, Nordau's concept of degeneration another. Even though they both use his theories to produce positive ideas about respectively the strong and healthy body and the strong and healthy society, it is important to note that they do not converge. Nordau's views were in many ways an articulation of rather conventional ideas of his time. Hence, Steven E. Aschheim places his writings in the context of ‗a positivist evolutionary humanism characteristic of a nineteenth-century European liberalism that valued order, traditional discipline, progress, respectability and rationality' (Aschheim 1993, 652), and one suspects that he would be as sensitive to -and as condemning ofthe nonbourgeois implications of the project of the ‗vitalists' as he was regarding that of the ‗decadents'. Indeed, it is possible to point out similarities between these two ‗movements' that are often regarded as complementary, 21 if not in direct opposition to each other. 22 In their common orientation towards extreme situations and extreme forms of expression, it could be argued that the vitalists and the decadents together created a space for a development of life, which was not subordinated to the conditions of the development of society, as propagated by Nordau and his like-minded. In parallel opposition to the disciplined body of the factories, one can position the decadent flâneur and the vitalist Wandervogel, for whom the aimless movement in the metropolis and in nature respectively becomes a goal in itself. The radically conservative, anti-bourgeois political potential of neo-vitalism and decadence is, here, oriented towards the politics of life.

21 See for instance Sendlinger 1994. 22 See for instance Dam 2006.

  disciplines: from biology to sociology, criminology, psychology, ethics, aesthetics and eschatology. With the publication of the polyhistorian Max Nordau's now primarily infamous Degeneration in 1892, the concept achieved a popular breakthrough. Nordau's work was received with overwhelming interest. It was translated into approximately fifteen languages and was one of the ten bestselling books in Europe in the last decade of the 19 th century.

I

  like the word ‗decadence', it glitters with purple and gold. Naturally, I reject any injurious accusation and any idea about condemnation[…] We can use this word in a new and ironic way, and imply the necessity of turning the exquisite, the precious and the exceptional against the vulgarity of the present day. Although it is impossible to cleanse the word ‗decadent' completely of negative connotations, there are good reasons to revive this defamatory concept: it is picturesque, it evokes strong notions about autumn and sunset.(Quoted in Buvik 2001, 40; translated from Norwegian by the authors).

The German poet and doctor Gottfried Benn made his lyrical debut in 1912 with his Morgue-poems. The poems are morbid descriptions of death and the dissection of the human body, in which the human is described as mere flesh and blood. This perspective culminates in the poem »The Doctor«, where Benn writes: 'The crown of creation, the pig, and Man', which can be read as an ironic comment on both the Christian understanding of creation and the Darwinian view of the evolutionary process.

Interestingly, the question of the 'dawn of life' preoccupied Darwin, as evidenced in a letter he wrote over ten years after the publication of the Origin: 'It is often said that all the conditions for the first production of a living organism are now present, which could ever have been present. But if (and oh! what a big if!) we could conceive in some warm little pond, with all sorts of ammonia and phosphoric salts, light, heat, electricity, &c., present, that a protein compound was chemically formed ready to undergo still more complex changes, at the present day such matter would be instantly devoured or absorbed, which would not have been the case before living creatures were formed.'(Darwin 1887, 18).

It is in fact possible to trace a direct influence, as both authors Ernst Jünger and Carl Zuckmayer attended the seminars of Hans Driesch.

In the eyes of his contemporaries, Max Nordau was a typical Jewish intellectual, who was rooted in a number of countries, cultures and languages. He was born into a German speaking family in Budapest in 1849, but moved to Paris in 1880, and lived there until he died in 1923. He attended Jean-Martin Charcot's famous Tuesday lectures on hysteria on La Salpêtrière, and became a medical doctor in 1882, upon submission of a dissertation titled On the Castration of Woman. In addition to practising medicine, Nordau worked as a foreign correspondent for both a Berlin and a Viennese paper. In the 1890s, he became engaged in the fight against anti-semitism and was, amongst others, involved in the Dreyfus affair.

See for instance his Sunday Afternoon at the Island of La Grande Jatte (1884-86).

See for instance his The Poor Fisherman (1881).

See for instance his Indian Women on theGhats, Benares (1910).

Steven E. Aschheim notes that this like-mindedness disregarded party political divergences. The concept of degeneration was employed by 'conservatives, liberals (like Nordau), the incipient radical right and materialist socialists of all kinds'(Aschheim 1993, 649).

As critic Théophile Gautier put it in his preface to Charles Baudelaire's The Flowers of Evil in 1857.

According to Norwegian critic Per Thomas Andersen, who discusses Hopeless Generations as a prototypical Nordic, decadent novel in his Decadence in Nordic Literature1880-1900. 

'Han var meget mørk, baade af Hud og Haar og havde maerkeligt store Øjne med et vagt, tungsindigt, lidt flakkende Blik. Hans Hoved syntes for stort til Kroppen, som han holdt daarligt, saa at han saa endnu mere rundrygget ud. Han havde faaet et Par meget tynde Ben at gaa paa og lange Arme, underlige halvt kantede, halvt teatralske Bevaegelser.' All of the following quotes from Hopeless Generations are translated by the authors.

In his The Hero in French Decadent Literature.

'Hypotesen pirrede ham'

'Kraft', 'viljehård', 'staerke Hjerner', 'Jernflid', 'Styrke', 'maalrettet Arbejde', 'Arbejdskraft', 'fysisk Styrke', 'Handling', 'ung'. 

'Excentricitet', 'middelmådig', 'stilfaerdig', 'Forfaengelighed', 'Nervøsitet', 'Melankoli', 'Lunefuldhed', 'Overdrivelse', 'kraftløs', 'ingen Lidenskab', 'gammel'. 

'Munden aabnede sig slapt, og mens Williams Tanker tabte sig i Taage, flød Spyttet slimet ud af hans Mundviger henad Bordet'.

This is in fact the case, when William's father volunteers for the war. In the beginning he is enthusiastic (29), but as the days pass without him getting involved, he becomes ill and goes home. Thus, he turns home ‗without smelling of gunpowder' (29); and it is precisely this uninvolvement, this inactivity that is a sign of decadence.

Whereas the ability to release the force of life is present in some individuals, this quality is absent or decreasing in the period of time described by Bang. His precise diagnosis appears eight years before Nietzsche's characterisation of his own present-day in The Case of Wagner. As will be shown, Nietzsche's text can be read as a philosophical analysis of what Bang describes in his novel. 18 In The Case of Wagner from 1888, Nietzsche carries out an attack on both Wagner and his popularity. This vitriol developed out of Nietzsche's earlier admiration of and friendship with: according to Nietzsche, Wagner had turned his operas into forms of Christian redemption. In the book, Wagner is seen as an embodiment of contemporary decadence. ‗Wagner est une névrose' (Nietzsche 1911, 22), he is an illness, an expression of what Nietzsche calls the ‗descendent force of life'. In opposition to this is the ‗ascendant force of life' (Ibid.,50). This dialectical dichotomy is connected to series of biological metaphors. Besides the dominant dichotomy of health and illness, decadence is described as exhausted, weak and nervous (Ibid., 23). The description fits the character of William Høg, as he represents par excellence the contemporary weakness and feeble will. The inhabitants of S. (the town where William grows up) discuss the weakness of his father, William Høg, and the doctor -the incarnation of science and objectivity -remarks ‗Should the graduate [Ludvig Høg] have married, he ought goddammit to have taken a milkmaid, to bring some thick blood into the dynasty‖ (30). 19 Ludvig marries Stella, a young girl with decadent features, and their progeny is in fact weak, with only a fraction of the power that dominated the family in previous generations. Ludvig's weakness, his excesses and his eccentricity are continued in the character of William Høg, whose birth already signals the absence of every force: he is 18 The novel is based on Bang's own experiences, and there are therefore numerous parallels between his own life and the life of William Høg. For instance, Bang also wanted to be an actor, but failed (Sørensen 1972, 220 pp.). 19 'Og skulle Kandidaten giftes, burde han s'gu have ta'et en Malkepige, saa der var kommet tykt Blod ind i Familjen'.