
VITA PENSATA
Anno XVI Numero 34 Maggio 2026

Scrittura

rivista di filosofia



VITA PENSATA

RIVISTA DI FILOSOFIA

Registrata presso il Tribunale di Milano 

N° 378 del 23/06/2010 

ISSN 2038-4386

www.vitapensata.eu 

DIRETTORE RESPONSABILE 

Ivana Giuseppina Zimbone 

 

DIRETTORE SCIENTIFICO 

Alberto Giovanni Biuso 

(Università di Catania)

COMITATO DI REDAZIONE 

Daria Baglieri 

Sarah Dierna

Enrico M. Moncado

Anno xvi - n. 34

maggio 2026

VITA PENSATA

RIVISTA DI FILOSOFIA 
COMITATO SCIENTIFICO

Francesco Alfieri (Pontificia Università Lateranense)
Pierandrea Amato (Università di Messina)

Tiziana Andina (Università di Torino)
Alberto Andronico (Università di Catania)
David Benatar (University of Cape Town)

Monica Centanni (Università Iuav di Venezia)
Pio Colonnello (Università della Calabria)

Francesco Coniglione (Università di Catania)
Roberta Corvi (Università Cattolica di Milano)

Dario Generali (Istituto per la storia del pensiero filosofico e 
scientifico moderno-CNR)

Helmut Heit (Kolleg Friedrich Nietzsche - Klassik Stiftung 
Weimar)

Roberta Lanfredini (Università di Firenze)
Giovanni Maddalena (Università del Molise)
Felice Masi (Università di Napoli Federico II)

Eugenio Mazzarella (Università di Napoli Federico II)
Roberto Melisi (Università di Napoli Federico II)

Leonardo Messinese (Pontificia Università Lateranense)
Thaddeus Metz (University of Pretoria)
Masahiro Morioka (Waseda University)

Nicola Russo (Università di Napoli Federico II) † 
Valeria Pinto (Università di Napoli Federico II)

Francesco Piro (Università di Salerno)
Antonio Sichera (Università di Catania)

Salvatore Tedesco (Università di Palermo)
Roberto Vinco (Universität Heidelberg)



IN
D

IC
EVita pensata

rivista di filosofiaIN
D

IC
E

Scrittura
Anno xvi - n. 34, maggio 2026

Editoriale

Scrittura� 6

Temi

Daria Baglieri - Memoria e (ri)scrittura del tempo� 8

Paolo L. Bernardini - The curse of the script. On the tragedy of 
written culture� 21

Pio Colonnello - Scrittura e crisi del soggetto. A partire da José Gaos�31

Sarah Dierna - La scrittura come fenomeno estetico in Arthur 
Schopenhauer� 45

Nicola Garau - Scrittura e significato. Dal gesto definitorio alla 
sovra-scrittura computazionale� 59

Dario Generali - Lingua e retorica della comunicazione nella 
scrittura e nella scienza di Antonio Vallisneri� 70

Helmut Heit - Nietzsche’s Writing Practices: Strategies of Persuasion�80

Eugenio Mazzarella - ‘In principio era il Logos’: l’impostura di 
Giovanni� 92

Enrico Palma - «Quella fede intelligente nell’uomo». La filosofia 
come scrittura e azione nel giornalismo di Albert Camus� 95

Elisabetta Romano - Scrivere il caos. Forma e genesi del pensiero 
nei manoscritti di Dostoevskij � 109

Enrico Sesto - Il circolo ermeneutico della scienza senza nome di 
Aby Warburg� 122

Temi - II

Francesco Coniglione - «La signora che mai conosceremo». 
‘Abbondanza’ del mondo e misticismo in Paul K. Feyerabend 
- I parte� 132

Alessandro Sgarban - Nietzsche e il classico� 150

Autori

Alberto Giovanni Biuso - I cosiddetti Presocratici� 162

Recensioni

Michele Del Vecchio Il contributo dello spazio architettonico alla 
costituzione della esperienza umana: i luoghi della possibilità 
e della realizzazione� 181

Eugenio Mazzarella - Cosa si può salvare della carne. Forse la pietà� 188

Paola Ricci Sindoni - Esistenza e trascendenza in Jaspers� 202



ED
ITO

R
IA

LEEditoriale

Scrittura

«Scrittura», in Vita pensata, n. 34, maggio 2026 - Scrittura, pp. 6-7

Non si può che partire da qui: «Ma sopra tutte le invenzioni stupen-
de, qual eminenza di mente fu quella di colui che s’immaginò di trovar 
modo di comunicare i suoi più reconditi pensieri a qualsivoglia altra 
persona, benché distante per lunghissimo intervallo di luogo e di tem-
po? parlare con quelli che son nell’Indie, parlare a quelli che non sono 
ancora nati né saranno se non di qua a dieci mila anni? e con qual fa-
cilità? con i vari accozzamenti di venti caratteruzzi sopra una carta. Sia 
questo il sigillo di tutte le ammirande invenzioni umane»1.

Il giustamente celebre brano del Dialogo di Galilei sintetizza infat-
ti in modo limpido ed efficace il miracolo che la scrittura rappresenta. 
Essa è davvero un’invenzione e un dispositivo capace di oltrepassare 
le distanze dello spazio, del tempo, delle culture, della storia. Richiede, 
certo, la conoscenza e la familiarità con uno o più codici linguistici ma 
l’esperienza delle istituzioni culturali e della vita collettiva ha prodotto 
modalità di traduzione e di trasmissione che rendono le scritture tra di 
loro interoperabili e quindi capaci di parlare in universale.

La scrittura non è l’oralità. Non è possibile condividere la tesi (alla 
quale abbiamo comunque  dato spazio in questo numero) di un impoveri-
mento prodotto dalla scrittura sulla conoscenza e sull’esperienza umana. 
Al contrario, essa ha rafforzato l’intelligenza, la fecondità, la profondità 
delle conoscenze negli ambiti più diversi del pensare e dell’essere. Biso-
gna, inoltre e specialmente, ricordare che mentre il linguaggio orale è in-
nato (anche nel senso chiarito da Noam Chomsky), la scrittura è tutt’al-
tra tecnica, la quale richiede impegno per essere appresa, favorisce una 
comprensione più completa delle esperienze e delle conoscenze umane, 
segna una distanza tra l’istante della vita e la meditazione su di esso. Di-
stanza che si può ben definire uno dei segreti della vita umana diventata 
non soltanto βίος ma anche ποίησις, non soltanto esperienza immediata 
ma capacità di costruire il mondo da una prospettiva che lo comprende.

1 G. Galilei, Dialogo sopra i due massimi sistemi del mondo, Einaudi, Torino 1982, Dialogo I, p. 130.

mailto:redazione%40vitapensata.eu?subject=
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LEE non va dimenticato lo splendido paradosso per il quale il Platone che 
fa emergere i danni della scrittura espone tali pericoli in una magnifica 
opera scritta, il Fedro. Se non ci fosse stato Platone a scrivere (e Aristotele 
e Senofonte e Aristofane), Socrate non esisterebbe. Se non ci fosse stata la 
prima comunità cristiana a redigere i Vangeli, il Rabbi Gesù sarebbe rima-
sto soltanto uno dei tanti e anonimi profeti eliminati dalle istituzioni isra-
elitiche del Sinedrio e dall’autorità dell’Impero romano. Se non ci fosse 
stata la miriade di discepoli e continuatori, Buddha sarebbe sconosciuto.

In sintesi, la scrittura è la conoscenza, la conoscenza è il meglio dell’u-
manità, la scrittura è dunque il distillato della benedizione umana, che 
attenua almeno un poco la ferocia della specie.

La scrittura diventa infatti a volte la registrazione più perfetta del do-
lore e della fatica degli umani. Lo diventa nei grandi narratori, nelle 
opere della letteratura universale. In Carlo Emilio Gadda, ad esempio. Le 
pagine e i pensieri di Gadda conoscono la storia e il dolore senza fine in 
essi dell’umano. Esse sanno che in ogni tragedia, e di tragedia la vita col-
lettiva è costellata, «la bufera, prima che bufera di morte, è stata bufera 
di demenza»2. Anche per questo egli cerca, riuscendoci, di rimanere luci-
do sempre, in quel suo non imitabile coagulo di freddezza e di passione. 
Un coagulo, un nucleo estetico e teoretico che parte dal cuore di ogni 
cosa e a esso sempre torna, il tempo: «E il nome degli evi si farà ineso-
rabile seppur lento consumatore dell’opere, forse già sorte […] poiché 
il numero è lo schema del tempo»3. Il tempo è lo schema dello scrivere, 
del suo scaturire, del suo farsi lettura dopo anni, decenni, secoli, del suo 
rendere presente e vivo chi ha scritto come se fosse qui, accanto a noi.

La sezione Temi II del numero 34 riprende alcune delle tematiche dei 
numeri precedenti: le scienze, il classico. Crediamo che questo confer-
mi come l’itinerario di questa rivista si ponga sotto un significato e un 
ordine dei quali la scrittura è segno, testimonianza, geroglifico. Il gero-
glifico della vita pensata e non soltanto sopportata.

										          Vita pensata

2 C.E. Gadda, Il tempo e le opere. Saggi, note e divagazioni, a cura di D. Isella, Adelphi, Milano 
1982, p. 176.
3 Ivi, p. 15.
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The significance and plurality of style

In contrast to the contemporary monotony of the academic paper, 
Nietzsche’s writings employ an exceptionally rich variety of forms and 
genres and reveal remarkable stylistic sensibility. In addition to treatis-
es, reviews, and essays, Nietzsche above all expanded the philosophical 
aphorism into entirely new possibilities. His books of aphorisms are sub-
tle and complex compositions. The world-famous Thus Spoke Zarathustra 
(1883-85) is a form of lyric and philosophical poetry in a class of its own. 
However, Nietzsche’s ambition was to contribute to the philosophical dis-
course; he expresses this concern right after the appearance of this major 
work: «With “Zarathustra,” I now find myself counted among the “litera-
ti” and “writers,” and the bond that linked me to scholarship will appear 
to have been severed»1. In fact, his writings and his personality exerted a 
considerable attraction, above all, on artists, authors, poets, public intel-
lectuals, and layman. Academic philosophers, on the other hand, repeat-
edly struggled with this ‘poet-philosopher’ and stated that «Nietzsche is 
not, in the ordinary sense, a philosopher, and has not left a system»2. It is 
true: Nietzsche left no system, but he also had reasons to emphasize that 
he only appears to have separated himself from philosophy and science.

A striking feature of his writings is their openness. Many of his writ-
ings are the result of an experimental and creative collage technique. In 
his hotel or guesthouse, in bookstores, and especially during long hikes, 

1  F. Nietzsche, Brief an Heinrich Köselitz (alias Peter Gast) 17. April 1883, in Friedrich Ni-
etzsche. Sämtliche Briefe. Kritische Studienausgabe, herasugegeben von G. Colli und M. Monti-
nari, Dtv, München 1986, Vol. 6, Nr. 403, p. 363. See also: www.nietzschesource.org/#eKGWB/
BVN-1883,402 (my translation). 
2  B. Russell, A History of Western Philosophy, Allen & Unwin, London 1946, p. 704.

Nietzsche’s Writing Practices:
Strategies of Persuasion

Helmut Heit
Kolleg Friedrich Nietzsche - Klassik Stiftung Weimar

Helmut Heit, «Nietzsche’s Writing Practices: Strategies of Persuasion», in Vita pensata, n. 34, maggio 2026 - 
Scrittura, pp. 80-91
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Nietzsche's Writing Practices Helmut Heit

Nietzsche jotted down notes that he later discarded or revised into concise 
short texts, which he then compiled into longer treatises and books using 
complex compositional principles. Thus, Nietzsche produced various ver-
sions of similar ideas in altered, refined, and revised formulations. Right 
up until the final days before printing, he revised formulations or changed 
the arrangement of the aphorisms. The transition between a first draft 
and a printed text is fluid in Nietzsche’s work. However, this does not 
derive from lack of systematicity but rather expresses subtle care for ev-
ery detail. Nietzsche not only writes philosophical texts with artistry and 
a confident style, but also overturns the traditional separation between 
form and content. He consciously engages in a ‘poetization’ of philosophy 
through various textual strategies. Nietzsche’s texts significantly expand 
the scope of philosophical expression and experiment with a wide variety 
of modes of expression and stylistic forms. Indeed, as Werner Stegmaier 
observes, «no other great philosopher has employed, redefined, or creat-
ed such a diverse range of forms for his philosophical writing»3.

After working in the standard forms of the treatise, commentary, and 
scholarly lecture during his academic career as a classical philologist, Ni-
etzsche developed his own literary repertoire with and since The Birth of 
Tragedy. His writings include shorter and longer essays, monologues, di-
alogues, maxims, sayings, poems, songs, arguments, lectures, narratives, 
confessions, and aphorisms. These textual forms cannot always be as-
signed to the usual genre designations, and they rarely appear in their pure 
form. The Zarathustra text in particular – which has been categorized as 
a didactic poem, a drama, a novel, or a Gesamtkunstwerk – demonstrates 
just how fruitless the search for clear literary labels for Nietzsche’s writ-
ings can be. Presumably, this is one of the main reasons why Zarathustra 
remains by far his most influential book among writers and artists. Ni-
etzsche’s creative, poietic power is also evident in the details of his phil-
osophical language. He transforms supposedly clear and rigid concepts 
into living metaphors, creates neologisms, and places familiar words in 
unfamiliar contexts. His forms of philosophical writing are therefore at 

3  W. Stegmaier, Friedrich Nietzsche. Zur Einführung. Junius, Hamburg 2011, p. 98 (my 
translation).
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once pluralistic and varied, as well as idiosyncratic and individual. This is 
how he understands the personal character of good style:

At the same time I will say a word in general about my art of style. To 
communicate a state, an inner tension of pathos through signs, includ-
ing the tempo of these signs – that is the meaning of every style; and 
given that I have an extraordinary number of inner states, I have many 
stylistic possibilities – the most multifarious art of style that any per-
son has ever had at their disposal. Every style that really communi-
cates an inner state is good, every style that is not wrong about signs, 
about the tempo of signs, about gestures – all laws concerning periods 
involve the art of gesture. My instinct here is unfailing. Good style in 
itself – this is pure stupidity, just ‘idealism’, somewhat like ‘Beauty in 
itself’, ‘the Good in itself ‘, the ‘thing in itself’ … Always supposing that 
there are ears – that there are people capable and worthy of a similar 
pathos, that there are people you can communicate with4.

According to Nietzsche, if one wishes to say anything general at 
all about stylistic quality, the criterion lies solely in the successful ex-
pression of individuality. This ironically applies to the quite bombastic 
self-acclaim in this passage, too. However, if you publish books and 
therefore do not know your readers, a plurality of style is advisable to 
increase the probability to resonate with certain ears. Nietzsche en-
gages his readers by revealing himself to them. Nietzsche does not use 
the art of good language (only) as an instrument to clothe substantive 
thoughts, states, or convictions in words and convey them as successful-
ly as possible but rather emphasizes the poetic foundation of language 
and philosophy itself. His name is therefore associated not only with a 
new way of thinking about the linguistic forms of philosophical texts, 
but also with the presumed clear distinction between imagery-rich dis-
courses aimed at eliciting emotional reactions and those that express 
the lawful and rational in a sober, distinct, and lucid manner. In his 
textures of thought, Nietzsche reveals himself as a radical critic of a 
conception of philosophy that hopes to express ‘the truth’ without loss 

4  F. Nietzsche, Ecce homo. How to become what you are, eds. A. Ridley and J. Norman, Cam-
bridge University Press, Cambridge 2005, p. 106.

Nietzsche's Writing Practices Helmut Heit
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through the means of pure reason and clear language. Through the in-
terweaving of diverse literary forms, Nietzsche avoids the pretense of 
unity, clarity, and system not only explicitly but also performatively. 

This understanding of style derives from Nietzsche’s understanding 
of language. The main function of language is not to correspond to mat-
ters of fact in the world, but to enable mutual understanding between a 
variety of individuals. The way language relates to the world is defined 
by the reductive definitions of words and concepts and by the rules of 
grammar. Nietzsche illustrates and exemplifies this in section 24 of Be-
yond Good and Evil: «O sancta simplicitas! What a strange simplification 
and falsification people live in!»5. One example of our linguistic simpli-
fications is the assumption of opposites and the difficulty to overcome 
exclusive disjunctions in favor of gradual differences. We have good 
reasons to assume that ‘hot’ is not the opposite of ‘cold’ but rather a 
gradual difference in degrees of temperature. Nietzsche suggests that 
the same applies to ‘Good’ and ‘Evil’ or to the ‘will to truth’ and the ‘will 
to ignorance’: both relata remain relative to another and are separated 
only by degrees. «Not as its opposite, but rather – as its refinement!»6.

It is fascinating to note that the grammatical construction here re-
quires an ‘either-or’, ‘not as-but rather’, while the explicit content of 
the sentence questions this disjunctive structure. That is why Nietzsche 
interrupts the sentence with a dash, forces his readers to stumble and 
continues: «Even when language, here as elsewhere, cannot get over 
its crassness and keeps talking about opposites where there are only 
degrees and multiple, subtle shades of gradation»7. To categorize the 
natural or social world in term of opposites and exclusive alternatives 
is a misleading simplification, which serves our common needs of easy 
orientation and is bolstered by the structure of our language. Language 
orders and categorizes the dynamic reality according to grammar. Not 

5  Id., Beyond Good and Evil: Prelude to a Philosophy of the Future, eds. R.-P. Horstmann and J. 
Norman, Cambridge University Press, Cambridge 2001, p. 25.
6  Ibidem.
7  Ibidem. See with further detail: M. Endres, «‘Nicht als sein Gegensatz, sondern – als seine 
Verfeinerung!’ Nietzsches‚ subtiles‘ Schreiben in Jenseits von Gut und Böse», in M.A. Born and 
A. Pichler (eds.), Texturen des Denkens. Nietzsches Inszenierung der Philosophie in «Jenseits von 
Gut und Böse», De Gruyter, Berlin/Boston 2013, pp. 231-242.

Nietzsche's Writing Practices Helmut Heit
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the least due to its communicative function, language is an inadequate 
tool for expressing truth. Even knowing this, we can only think and 
speak through language. Consequently, a plurality of style is necessary 
to increase the awareness of this and to continue philosophy.

Philosophical writing about and after the Death of God

The statement «God is dead» has found its way into modern culture 
like hardly any other phrase by a philosopher and is generally attribut-
ed to Nietzsche as an original doctrine. Yet Nietzsche is neither original 
in his formulation nor in his diagnosis. Most of the French Enlight-
enment thinkers were just as convinced that the traditional God had 
outlived its usefulness as a function or foundation of philosophy and 
science as were most 19th century Hegelians, Neo-Kantians, and positiv-
ists. They communally rendered the God-hypothesis a philosophically 
unprovable, scientifically superfluous, historically contingent concept 
and explained its existence by means of social psychology. God may 
have once been alive as a collective fiction, but in Nietzsche’s time, 
no reasonable enlightened person took him for more than a private or 
aesthetic concern. In this sense, God is dead. 

Nietzsche was familiar with these objections without systematically 
addressing them. This shows that he does not claim any originality with 
his declaration of the death of God but rather took it for granted common 
sense. As a diagnosis, his metaphorical mode of expression merely apt-
ly captures the trend toward secularization. At the heart of Nietzsche’s 
engagement with the death of God lies not this diagnosis, but something 
else: To Nietzsche, the metaphor of the death of God reveals a certain 
step in the Western culture’s passion for truth and, with it, the failure of 
the traditional philosophical ideal of context- and subject-independent 
doctrines. Moreover, the death of God opens new possibilities, while the 
realization of these possibilities can no longer be argued for by using the 
classical means of philosophical argumentation. Nietzsche’s textual strat-
egies take this circumstance into account in both form and content; they 
constitute philosophical writing about and following the death of God.

The phrase ‘death of God’ does not appear often in Nietzsche’s texts. 

Nietzsche's Writing Practices Helmut Heit
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After some unpublished notes dating from the fall of 1881, the meta-
phor appears twice in the 1882 edition of The Gay Science, in six places 
in Thus Spoke Zarathustra, and finally in 1887 in section 343 of the new 
fifth book of The Gay Science. Nevertheless, the limited significance of 
this formula in Nietzsche’s writings is just as easily overestimated as 
it is underestimated. It is overestimated where the idea of the death of 
God is elevated to one of Nietzsche’s central and enduringly most im-
portant teachings. It is underestimated where only the literarily com-
plex and intricate «The Madman» section in Gay Science 125 is cited 
as an isolated source. This section can only be understood within the 
context of the entire book, for before «the madman» takes the floor, 
readers have already been prepared for the hypothesis through various 
thoughts, invitations, and questions. An initial reference to the thesis – 
known since Feuerbach – that God is a human projection can already 
be found in the Prelude in German Rhymes:

The Pious One Speaks | God loves us because he created us! | ‘Man cre-
ated God! ‘ - | respond the jaded [ihr Feinen]. | And yet should not love 
what he created? | Should even deny it because he made it? | Such clo-
ven logic is limping and baited. [Das hinkt, das trägt des Teufels Huf]8.

Here, the devout and pious man is made to voice a line of reasoning 
that is not disputing that God is a creation of man. He does not chal-
lenge the educated, noble, more refined way of thinking that God is 
our creation, but rather calls into question the presumably necessary 
consequences of this assumption by using a superstitious metaphor. 
In the affirmative statements of the first and last lines, the devout per-
son employs religious language, but this does not invalidate the critical 
questions of the second and third lines, even for a non-believer. The 
idea that God is a human construct is, in fact, not in itself an objection 
against the significance of God as an object of devotion. With the ca-

8  F. Nietzsche, The Gay Science: With a Prelude in German Rhymes and an Appendix of Songs, 
ed. B. Williams. Cambridge University Press, Cambridge 2001, p. 18. The (usually very good 
translation of Adrian Del Caro) translation of «ihr Feinen» with «jaded» is misleading (for the 
sake of the rhyme); it should rather be «noble» or «fine». The translation of the last line misses 
the direct reference to the devils hoof.

Nietzsche's Writing Practices Helmut Heit
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pacity to love God as our creation, however, one would transcend both 
the horizon of the devout and the frivolous critique of religion. 

With this poem alone, Nietzsche is already offering his unknown ad-
dressees – whether devout or refined – an invitation to reconsider their 
previous views on the cultural function of God. This strategy is also ev-
ident in the more argumentative composition of his aphorisms. Right 
in the first aphorism of the first book, we find the thesis that religious 
leaders and teachers also fulfill a role in the astonishing economy of the 
preservation of the species, «even if they should believe that they are 
working in the interest of God, as God‘s emissaries»9. They serve an an-
thropological need, for, according to Nietzsche, they, «too, promote the 
life of the species by promoting the faith in life»10. This is necessary be-
cause the human animal «must from time to time believe he knows why 
he exists; his race cannot thrive without a periodic trust in life - without 
faith in the reason in life!»11. The insight into the necessity of this faith 
justifies it in practical terms, but not intellectually. The text defends the 
pros and cons of the belief in God without resolving it, leaving it to the 
readers to deal with the puzzle. The rhetoric of the text deliberately aims 
for this effect, it skillfully draws its readers into a productive tension, just 
as the poem The Pious One Speaks does. On the one hand, one feels drawn 
to the critical coolness of the intellectual conscience; on the other hand, 
one does not wish to deny the right of the need for periodic trust in life. 

This tension, which can at best be resolved periodically, also character-
izes the creatively loving gaze upon a world recognized as both forsaken 
by God and unreasonable. A tense coexistence of criticism and justification 
is also found in the following passages, such as where the usefulness of 
religious errors is emphasized in the case of Newton (section 37), or where 
earlier worshippers of God are compared to contemporary artists and lov-
ers in their dreamy concealment of nature (section 59)12. Attentive readers 
are thus already prepared in many ways when they are explicitly confront-
ed with the death of God for the first time in the first section of book three:

9  Ivi, p. 28.
10  Ibidem.
11  Ivi, p. 29. 
12  Ivi, pp. 55 and 70. 

Nietzsche's Writing Practices Helmut Heit
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in a cave for centuries – a tremendous, gruesome shadow. God is 
dead; but given the way people are, there may still for millennia be 
caves in which they show his shadow. – And we – we must still de-
feat his shadow as well!13.

Although the section begins with a historically detached narrative, 
the assertion of God’s death is not part of this narrative but is stated 
abruptly and simply. Given the well-known critique of the traditional 
hypothesis of God, this is not surprising. The diagnosis that God is a 
thing of the past is neither central nor original, but rather the starting 
point for further reflections. What is central, rather, is the thesis that 
the human species causes aftereffects, and what is original is the call 
directed at an inclusive «we» to defeat these shadows as well through 
«new battles.» The we-group is necessarily undefined here, since it is to 
be constituted not least through the impact of this book. The following 
sections provide information about the aftereffects to be combated. The 
«shadows of God», however, which are first and explicitly named as 
such, are found in unexpected places, at least when one thinks of God 
as an object of religious veneration or as an authority for justifying 
moral and political conditions.

In section 109, ‘we’ are instead warned against conceiving the cos-
mos as an organism or a machine and overlooking the fact that the 
overall character of the world is rather chaos. We should also be wary 
of speaking of natural laws, of a contrast between life and death, or 
of eternally enduring substances. The first-mentioned shadows of God 
obscure cosmology and natural philosophy (section 109), the faculty 
of cognition (section 110), logic (section 111), the concept of explana-
tion (section 112), and scientific rigor, which thus far still lacks art and 
wisdom (section 113). Only then is attention directed toward norma-
tive questions, and a series of fundamental moral concepts is criticized 
(section 114–119). The shadows of God are thus found in all kinds of 
philosophical prejudices; they permeate and obscure the entire field of 
prima philosophia in a manner intolerable to the intellectual conscience. 

13  Ivi, p. 109.

Nietzsche's Writing Practices Helmut Heit
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It should be noted, however, that the subsequent sections, in what is 
only an apparent shift in topic, address a fundamental dilemma in the 
struggle against the shadows of God, which is already familiar from the 
first section of Gay Science discussed above. Section 120 transitions to 
questions of the body and life, while section 121 then explicitly posits 
that error might belong to the conditions of life. Accordingly, in the 
sections leading up to the dramatic narrative of the madman, Nietzsche 
asks whether a life without error and deception (section 121), without 
piety (section 122), without the passion of knowledge (section 123), and 
in infinite openness is possible at all (section 124).

If it is true that the overall character of the world is chaos for all eter-
nity, then it is equally true that man cannot live in chaos. An organism 
can only sustain itself as an organization, which is structured according 
to its needs and lasts at least for some time. If ‘God’ stands as a metaphor 
for our most fundamental error – namely, that the world is arranged in 
a human-centered, meaningful, and rational way – then this error is 
nonetheless indispensable. ‘God’ inevitably stands in the tension be-
tween intellectual conscience and the conditions of life. It is the will to 
truth itself that undermines belief in truth and at the same time reveals 
the necessity of believing something to be true. The negation of ‘God’ 
is therefore, in its success, always at the same time doomed to failure.

This is followed by the story of the ‘madman’, which thus presents a 
dramatically staged variation on these themes. I will refrain from a de-
tailed interpretation of this famous passage. The story does not simply 
restate the same thing in different words, for different words may express 
something similar and related, but in any case, something different. Rath-
er, Nietzsche communicates anew and in a different way. Like a picture, 
section 125 says more and at the same time less than a thousand words; 
including the final dash, the text is open to different interpretations. The 
madman’s utterances, rendered in direct speech, are, like the setting, ex-
ceptionally rich in meaning. In the preliminary drafts, a literary figure 
named ‘Zarathustra’ still appeared, whom Nietzsche later replaced with 
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“the madman” for the printed version14. However, attention should be paid 
not only to the main character but also to his godless audience. They laugh 
at the madman; his dramatically staged questions and messages do not 
find the seemingly desired resonance. The story demonstrates the failure 
of the madman as a teacher, and it is precisely in this that it is instructive. 

Nietzsche does not merely express the death of God (and thus the im-
possibility of a doctrine that is both substantively rich and necessarily con-
vincing) theoretically; he also demonstrates it practically and applies it. The 
arguments, poems, narratives, and images – the compositions of various 
modes of speech and conflicting thoughts – initiate a new way of thinking 
and entangle us in a tension between criticism and trust. Considering that 
until now the question of the consequences of God’s death for the future 
has been central, the staging of a crisis and decision-making situation also 
comes to the fore: «Is the magnitude of this deed not too great for us? Do 
we not ourselves have to become gods merely to appear worthy of it?»15. 
The story creates a persuasive situation that is also pursued through other 
means throughout the book and that repeatedly invites conversion.

A couple of paragraphs later, in section 132, Nietzsche now summa-
rizes the outcome of his dialectical engagement with the Christian God: 
«Against Christianity. - What decides against Christianity now is our 
taste, not our reasons»16. The anti-Christian decision is not a matter of 
taste from the outset, but rather now, after an extensive deliberation of 
pros and cons. These reasons are of a diverse nature, and a good por-
tion of them are addressed in one form or another. Nietzsche’s texts 
contain statements and arguments, but he knows human nature and 
the essence of religion well enough to realize that questions of this kind 
are never decided by reasons alone. Whether God is alive or dead, just 
like the idea of a rational order of the world, can neither be proven nor 
refuted by the means of rational discourse. One can put forward many 
arguments to justify a decision here, but in the end, taste decides.

14  What became Gay Science 125 was first drafted in a notebook in large octavo format in 
autumn 1881. The original is kept in the Goethe und Schiller Archiv in Weimar (reference num-
ber 71/131). «Einmal zündete Z[arathustra] am hellen Vormittage eine Laterne an» A digitized 
copy is available here: www.nietzschesource.org/DFGA/M-III-4,156et157.
15  F. Nietzsche, The Gay Science, cit., p. 120.
16  Ivi, p. 123.
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A judgment of taste cannot be ‘true’ in any absolute meaning of that 
word, but it can be compelling if it is based on a trained sensibility for 
what is wholesome, agreeable, subtle, and good. Nietzsche’s literary 
strategies are intended to help develop and refine this taste. If one admits 
that God or any other guarantor of the validity of unambiguous judg-
ments is no longer credible, one also needs a different and broader rep-
ertoire of philosophical writing, especially if one wishes to communicate 
more than mere propositions. Nietzsche’s rich variety of styles thus also 
serves the attempt to transform his readers and set them in motion. He 
tries to reach his readers by means of compelling writings, not by form-
ing sects of employing political propaganda. Nietzsche’s public medium 
is the book. He employs a wide variety of literary forms, and his writing 
practice is procedural, experimental, compositional, revising, collaging 
– and inviting. As his reception in both East and West indicates, Nietz-
sche succeeded in this to a remarkable degree. Nietzsche’s discourses 
on the death of God and its consequences lend themselves to neither a 
purely propositional nor a merely allegorical reading. Rather, they ex-
emplify the attempt to make a transformative idea conceivable and tan-
gible in a way that opens the possibility of change and conversion for 
readers: They are persuasions to change your perspective, invitations to 
turn around your soul; they are paths to μετάνοια.

Abstract

Friedrich Nietzsche è famoso per la varietà dei sui stili letterari. Sebbene si sostenga spesso che 
le sue forme di scrittura offuschino la chiarezza e lo rendano un poeta piuttosto che un filosofo 
vero e proprio, questo saggio argomenta che Nietzsche sviluppò deliberatamente modi alter-
nativi di espressione per continuare a pensare nella condizione post-metafisica della filosofia. 
Assumendo come caso esemplare la locuzione ‘Dio è morto’, sostengo che Nietzsche mantenga 
l‘equilibrio tra da un lato la necessità di verità chiare e distinte e dall’altro una retorica soltanto 
travolgente e accattivante. Nietzsche utilizza strategie letterarie persuasive allo scopo di inco-
raggiare tra i suoi lettori un motivato cambiamento di prospettiva.
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his forms of writing blur the clarity and render him a poet rather than a proper philosopher, 
this paper argues that Nietzsche deliberately developed alternative ways of expression to draw 
the conclusions from the post-metaphysical condition of philosophy. By an exemplary analysis 
of the phrase ‘God is dead’ I argue that he keeps the balance between the pretense of distinct 
and lucid truths on the one hand and merely overwhelming rhetorics on the other. Nietzsche 
employs activating literary strategies of persuasion to encourage a justified conversion of per-
spectives among his readers.

Parole chiave
argomentazione, linguaggio, morte di Dio, Nietzsche, retorica
argumentation, death of God, language, Nietzsche, rhetoric
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