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GYORGY LUKACS' MONARCHIEBILD
KIRALY ISTVAN

Budapest

Von seiner Jugend an bis zum Ende seines Lebens stand Lukacs in Opposi-
tion zur Osterreichisch-Ungarischen Monarchie. Den Ungarns Schicksal an das
Habsburgerreich bindenden Staatsvertrag, den Ausgleich von 1867 hat er immer
verurteilt.® Es ist kein Zufall, dass er im Jahre 1910 beim Erscheinen
seines Bandes Lélek és formék (Seele und Formen) nicht zuletzt aus dem
Grunde mit der Kritik des Dichters Mihaly Babits die Debatte aufnahm, weil
er das "Weinerische", einen Wiener geistigen Einfluss in seinen Schriften zu
entdecken glaubte. Er wollte sich von jeder Einordnung fernhalten, die ihn
mit der Monarchie in Zusammenhang brachte.”

Deutlich trat diese Abneigung wahrend des Ersten Weltkrieges zutage:
seine Monarchiefeindlichkeit war zugleich seine damalige konsequente Anti-
kriegshaltung. Wie seiner Korrespondenz mit Paul Ernst zu entnehmen ist,
stellte er —die Kantsche Unterscheidung von Legalitdt und Moralitdt weiter-
denkend und mit dem die kriegsfuhrende Staatsmacht verherrlichenden und sich
zum deutschen Sendungsbewusstsein bekennenden Paul Ernst debattierend —der
ersten Ethik, den gegenlber den Institutionen bestehenden Verpflichtungen,
die zweite Ethik, die Verpflichtung gegentber der Seele, auf das entschie-
denste gegeniber: dies stellte zugleich Opposition zur Monarchie als Insti-
tution und als Staatsgebilde dar.® An Ende seines Lebens formulierte er
—sich an die Diskussionen von einst zuriickerinnernd —in seiner autobio-
graphischen Skizze Gelebtes Denken folgendermassen: "Meine Heimat, die
Habsburg-Monarchie erschien mir... als eine zur Zerstérung bestimmte mensch-
liche Sinnlosigkeit. Nun sollte man das eigenen Leben daran setzen, am uni-
versellen Mord sich beteiligen, damit dieses Hindernis einer Menschenwerdung
durch die strenge, geistlos-strenge Ordnung des deutschen Reichs weiter er-
halten bleibe. Man sollte individuell Morder, Verbrecher, Opfer etc. werden,
um dies in dieser Weise weiter in Existenz zu erhalten.” All das war es,
was er —wie er schreibt —"vehement ablehnte”. Ab 1914 war dies bis zu-
letzt seine Weltanschauung. Sein Monarchiebild war negativ. Er sah in ihr
ein "Hindernis des Menschenwerdens". Er schéatzte Werke, die den notwendiger-
weise eintretenden Zerfall dieses Staatsgebildes darstellten, hoch, zum

Akadémiai Kiadd, Budapest



4 KIRALY, 1.

Beispiel Karl Kraus' Die letzten Tape der Menschheit, Joseph Roths Ré&detzky-
marsch und Musils Mann ohne Eigenschaften. Auch seine Aussthnung mit Kafka
am Ende seines Lebens stand im Zeichen der Monarchiekritik: er wahnte in
der den Menschen erniedrigenden Spukhaftigkeit des Prozesses und des
Schlosses die burokratische Entfremdung des Zeitalters unter Franz Josef zu
erahnen.

In seinen Schriften nach 1919 begrindete der bereits marxistische
Lukacs seine Monarchiefeindlichkeit auch gesellschaftlich-historisch. Aus
seinen verstreuten Bemerkungen kann men ein historisches Bild von der
Monarchie zusammenstellen. Sowohl in aussen- als auch in innenpolitischer
Hinsicht hatte seiner Ansicht nach die Monarchie seit dem Ende des vorigen
Jahrhunderts ihre Funktionen verloren. Hatten ihr friher die Notwendigkeit
des Zusammenhalten gegen die Tirken und spater der dem deutschen und dem
russischen Imperialismus gegeniberstehende "Pufferstaaf'-Charakter noch
eine Existenzberechtigung gegeben: so war sie am Ende des 19. Jahrhunderts
nur mehr der Handlanger der deutschen imperialistischen Bestrebungen; nicht
Beschitzer der in ihre zusammengefassten kleinen Vdélker, sondern vielmehr
deren Gefangniswarter. So arbeitete das Uberall erstarkende nationale
Selbstbewusstsein notwendigerweise gegen sei. Und in innnenpolitischer Hin-
sicht hatte zu dieser Zeit ihre frihere, beanspruchte zivilisatorische
Rolle endgultig aufgehort, zu existieren. Sie trieb den Prozess der Ver-
birgerlichung nicht voran, sondern bremste ihn durch die schweren feudalen
Lasten eher ab. Die Modernisierung war in ihr nur durch Vergleiche mit den
feudalen Uberresten voranzutreiben. Nicht zuletzt dieser Umstand war es,
dass sich hier neben den nationalen Gegensatzen auch die sozialen in gros-
sem Masse zuspitzten. Ein Staatsgebilde hatte seinen Sinn verloren. Dies
lebte bereits im Bewusstsein des jungen Lukacs als "zur Zerstorung bestimmte
menschliche Sinnlosigkeit".

Doch paradoxerweise zeigte sich gerade in seiner Monarchiefeindlich-
keit seine enge Bindung zur Monarchie. We das der Uber Musil schreibende
amerikanische Wissenschaftler David L. Luft oder der sich mit dem Geistes-
leben der Monarchie zu Beginn unseres Jahrhunderts beschéaftigende Ungar
Endre Kiss meinen, gehorte doch, wenn auch mit Budapester, mit ungarischen
Farben vermischt, der gedanklichideelle Weg von Lukacs vor 1919 einer
charakteristisch innerhalb der Monarchie vorhandenen, intellektuellen
geistigen Bewegung an.® Sein Verhé&ltnis zur Monarchie war gleichsam organi-
scher Bestandteil der individuellen, der menschlichen Entwicklung, der Onto-
genese: es berUhrte Fragen des "Menschwerdens".
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Denn trotz aller spateren Gegnerschaft war der junge Lukacs ein Kind,
ein Zogling der Monarchie. Er wurde in eine Klasse mit einem monarchischen
Staatspatriotismus, in die ungarische Finanzbourgeoisie hineingeboren.
Neben der Aristokratie, dem hohen Klerus, dem Offizierkorps und der Beamten-
elite war diese Schicht an meisten an der Existenz und an der Erhaltung der
Monarchie interessiert. Ihr wirtschaftliches Interesse, ihre Bildung, ihr
System der Verbindungen —alles band sie an dieses Staatsgebilde. Die 6&ster-
reichische Ringstrassenbourgeoisie war das ldeal fir sie. Ihre eigenen
Palaste in der Budapester Leopoldstadt und am Ring liess sie ganz in deren
eklektischem, pompdsen Stil erbauen.® Selbst in ihren Villen in der Umgebung
des Stadtwaldschens und auf dem Gellertberg war der in Wen modische toskan-
ische Charakter bestimmend. Jedes einzelne Mitglied dieser Bourgeoisie, zu-
meist judischer Herkunft, fuhlte sich in Wien und Budapest gleichermassen
zu Hause. Ihre Heimat war nicht Ungarn, aber auch nicht Osterreich, sondern
die Monarchie.

Bei Lukdcs kann men auch philologisch die starken Bindungen dieser
Schicht an die Monarchie aufzeigen. Sein Vater, Jozsef Lukacs, war Direktor
der zum Interessenbereich des Wiener Hauses Rothschild gehdrenden Ungari-
schen Allgemeinen Kreditbank (Magyar Altalanos Hitelbank). Seine Mutter,
Adele Wertheimer, kam aus Wien nach Budapest. Sie brachte den dortigen
Geschmack mit. Sie hat zwar gut ungarisch gelernt, doch war die Sprache der
Familie trotzdem (wie zumeist bei diesem monarchischen Grossbirgertum) un-
tereinander eher das Deutsche. lhre bevorzugten Zeitungen waren die Neue
Freie Presse und die Osterreichische Rundschau. Ihren Sommer verbrachten
sie zumeist in so modischen 6sterreichischen Urlaubsorten wie Bad Gastein,
Portschach, St. Gilgen usw. lhre Bekannten- und Freundeskreis umfasste die
hoheren Kreise beinahe aller Nationalitaten der Monarchie. Nicht zuféllig
erinnerte ihre gesellschaftliches Leben Lukadcs an die Uber den Nationen
stehende aristokratische, separate Welt von Bourgest Cosmopolis.

An die Monarchie banden den jungen Lukacs die Atmosphére der Familie
und an sie banden ihn auch verschiedene geistige Freunden. Es stimmt: diese
sind zum grossen Teil sowohl in rezeptorischer als auch initiatorischer
Hinsicht noch unaufgeklart. Nur Uber das Verhédltnis zwischen Lukacs und
Rudolph Kassner sind einige erwéhnenswerte Schriften entstanden,9 doch ist
bisher —um an dieser Stelle nur die wichtigsten zu erwahnen —sein Ver-
haltnis zu Schnitzler, Beer-Hofmann, Hofmannsthal, Karl Kraus, Musil, Broch
beziehungsweise Alois Riegl, Max Dvorak und Otto Bauer ungeklart. Es kann
nicht die Aufgabe dieses Vortrags sein, diese komparatiwistische Liicke zu
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schliessen. Er steckt sich nur ein einziges Ziel: zu rekonstruieren, was
Lukacs fur den charakteristisch monarchistischen Geist, flir ihre Mentalitat
hielt und wie die damit gefihrte innere Diskussion seinen Weg beeinflusste.

Es ist wahr: zum einen hat Luk&cs seine eigene individuelle Monarchie-
feindlichkeit und zum anderen, die Marx-Engelssche Tradition widerspiegelnd,
niemals vom monarchischen Geist gesprochen: er sprach nur von deutschen oder
ungarischen literarischen Erscheinungen. Er ging mit der Monarchie nicht wie
mit einer die Moral, das Denken bestimmenden selbstandigen Entitdt um Doch
lassen sich aus seinen Schriften trotzdem Erscheinungen analysieren, die un-
bestreitbar auch in seiner Deutung der Dinge mit der historischen Wirklich-
keit der Osterreichisch-Ungarischen Monarchie verbunden sind. In gesell-
schaftlicher Hinsicht hat er zwei charakteristische Eigenheiten —die zwei-
fache Struktur und das zweifache Allgemeingefihl —als Zige angesehen, die
par excellence fur die Monarchie zutreffen.

Vom Gesichtspunkt des die Neuzeit bestimmenden Formationswechsels —des
Ubergangs vom Feudalismus zum Kapitalismus —was namlich bis zuletzt die
doppelte Struktur far die Gesellschaft der Lander des Habsburgerreiches
charakteristisch. Undie von Lukacs oft benutzte Leninsche Unterscheidung zu
gebrauchen —nicht auf dem amerikanischen Weg, sich von den feudalen Lasten
befreiend, sondern auf dem Preussischen Weg, die Lasten des Lehenswesens
weiterschleppend schritt hier die burgerliche Entwicklung voran. Die Haupt-
kraft der birgerlichen Modernisierung, der Kapitalismus, musste mit den
Uberresten des Lehenswesens ein Bundnis schliessen. Nebeneinander existierten
so zwei unterschiedliche Strukturen: Kapitalismus und Feudalismus. Und die
daraus resultierende Widersprichlichkeit —Ungeloéstheit —wurde durch das
zweifache Allgemeingefihl noch auffaliger: durch das Zusammenleben des Be-
wusstseins der Sicherheit und des Gefahrdetseins.

Auf Grund seiner Kultiviertheit und seiner grossen Traditionen schien
namlich das Habsburgerreich noch Ende des 19. Jahrhunderts als unumstirzbar.
Das Sekuritatsbewusstsein, die "Selbstgentgsamkeit" der Franz-Josef-Zeit hat
auch Gyorgy Lukacs haufig erwahnt.® Zugleich waren aber auch von anderer
Seite die Zeichen des Zerfalls bereits in der Tiefe zu spiren. Und wie Lu-
kacs Uber Joseph Roth schreibend bemerkte, "auch die herrschenden Klassen
konnten nicht mehr auf die alte Weise Leben,... schritt fir Schritt verloren
sie an gesellschaftlichem Boden und Glabuen".11 Ein doppeltes Allgemein-
gefuhl war so fur das Leben hier charakteristisch. Sicherheitsgefiihl und
Gefahrdetsein vermischten sich zu einem.

Die standig empfundene Widersprichlichkeit der Gesellschaft mit zwei-
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facher Struktur und zweifachem Allgemeingefiihl zwang das Ich zu dauerndem
Kompromiss. Die Neigung zum Nachgeben und dessen emotionale Riickblendung,
"Skepsis und Resignation" wurden beinahe zum Grundgefiihl der Seele. Schon in
Grillparzers Weg nach 1848, in seiner "Hyperloyalitdt", und in seiner die
Kraft der VerhdlLtnisse Uber das Individuum erhebenden Tragtdientheorie sah
Lukics dies, ebenso wie in Stifters "asthetisch verdinglichtem Quietismus"
oder im abwinkenden, gleichgiltigen Fatalismus des Ungarn Mikszath. Verbot-
stafeln standen hier den Gedanken im Wege. Die Tabuiertheit war bestimmend
geworden.

Denn wo das Leben zwischen Widerspriichen hin- und hergeworfen, zu
Kompromissen gezwungen wird, dort werden bestimmte Verhaltensbegrenzungen
selbstverstandlich. Notwendigerweise ersteht ein archaischer Verteidigungs-
mechanismus wieder. Damit das Ich die Ambivalenz, die innere Zerrissenheit
ertragen kann, erscheinen die Tabus, die schiitzenden Angste. Und diese
stellten auch in der Monarchie eines der wichtigsten, die Gesellschaft
organisierenden Prinzipien dar. Man kann es nicht als Zufall ansehen, dass
gerade ein Wiener Psychologe, Siegmund Freud, in seiner im Jahre 1913 er-
schienen Arbeit Totem und Tabu das Tabu vom Kunstwort der Ethnographie zum
terminus technicus der Gesellschaftspsychologie machte. Die Monarchie war
die Welt der unausgesprochenen Tabus. Die Gesamtheit der Gesellschaft ver-
suchte die ungeldsten, heiklen Fragen zu ignorieren. 12 Jeder einzelne Mensch
trug einen unsichtbaren Zensor in sich, Uberall zog sich, un die Worte von
Lukdcs zu gebrauchen, "eine unsichtbare Grenze, die das Verbotenen vom Er-
laubten trennte".

Eine notwendige Begleiterscheinung solch einer tabuierten, von Kompro-
missen eingegrenzten Existenz war die Verprivatisierung. Denn dort, wo die
zu l6senden, wesentlichen Fragen durch den gesellschaftlichen Anstand fur
verboten erklart werden, dort hort jedes Interesse auf, das Offentliche
Leben verfallt, die Offentlichkeit stirbt ab. Der Citoyen, der zur Ent-
scheidung, zur Wahl fahige mindige Mensch verschwand. Seinen Platz nahm der
sich in die private Sphéare zuriickzeihende, autoritdtsglaubige, biedere
Bourgeois ein: die birokratische Seele.

Ausser der Privatisierung wurde, als eine andere sozialpsychologische,
sozialethische Begleiterscheinung der Tabuierung, fiir die Gesellschaft der
Monarchie die Gedankenphobie kennzeichnend. Denn die Existenz der s till-
schweigenden Tabus hatte nicht nur das Offentliche Interesse, sondern auch
im allgemeinen das Interesse und so auch das Denken niedergedrickt. We Lu-
kadcs schrieb: vor den Grundfragen blieb selbst ein so mutiger intellektuel-
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ler Radikalismus stehen, wie der Musils. Es fehlte das konsequente Zu-Ende-
Denken.

In einer von labus umgebenen, zur Privatisierung und zum Nicht-Denken
neigenden Gesellschaft lebend, trennten sich drei charakteristische Lebens-
I6sungen voneinander. Einerseits war das Nach-aussen-Leben moglich: die An-
passung an die gegebene Welt. Andererseits war die Hinwendung zum Inneren
maglich, der Versuch dieser Art der Abgrenzung. Und schliesslich die salto
vitale: der vdllige Bruch.

Die erste Losung —das Nach-aussen-Leben —war die Eigenheit der herr-
schenden Klassen und der mit ihnen verbundenen Intellektuellen. Lukécs
unterschied hierin zwei Verhaltenstypen: die nicht-denkende-spontane und
die zynisch-skeptische Anpassung. Laut dem Zeignis der uns zur Verfugung
stehenden autobiographischen Notizen hatte er die erste Art in seiner Kind-
heit, in den reichen burgerlichen Kreisen der Osterreichisch-Ungarischen
Monarchie angetroffen. Ein sich immer nach aussen richtendes Erfolgsdenken
und eine Erfolgsverehrung lenkte hier den Alltag. Das authentische, eigen-
gesetzliche Leben war unmdglich. Nicht zuletzt gerade deshalb hat sich der
junge Lukacs von der Umgebung seiner eigenen Kindheit losgerissen. Fir ihn
war die durch Ibsens Vermittlung zu ihm gedrungene stoische Botschaft "Sei
der, der du bist" ein Befehl. In der ihn umgebenden aristokratischen, Beam
ten- und grossbirgerlichen Welt konnte dies nicht geschehen. Sie liess die
Selbstverwirklichung nicht zu.

Als eine andere Variante des Nach-aussen-Lebens erschien die Attitide
der zynischen Skepsis. In Luk&cs' Sicht war hierflir Musils Arnheim das
Beispiel, jener Held, der "Geschaft und Idealismus’, 'Geist und Macht’,
'Seele und Reichtum' in eine harmonische Einheit zu fassen winschte", dabei
die "Niedertracht seiner moralischen Ansichten" entlarvend.” Unter den
Schriftstellern hielt er Ferenc Molnar fiir den Reprasentanten dieses lyps.
Er sah dort in ihm jenen Menschen, der die Leere, die Inhaltslosigkeit der
ihn umgebenden Welt zwar spurte, doch fur Geld, fur die Karriere sich mit
einem zynischen, "schulterzuckenden Nihilismus" mit ihr einigte. Und flr
seinen charakterlichen Mangel machte er die Gesellschaft, die Zeit verant-
wortlich, die es ihm nicht erlaubte, anders zu leben. Dies war seiner An-
sicht nach die Grundhaltung des in der Staatsordnung der Monarchie ver-
bliebenen, sich nach ihr richtenden Intellektuellen. Die romantischen Kul-
turkritik von Karl Kraus achtete er nicht zuletzt auch deshalb, weil er den
auf diese Weise entstehenden "vornehmen Kitsch" bis zuletzt verachtete. 14

Dem oberflachlichen Nach-aussen-Leben, den "vollig leer gewordenen
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ausseren Sitten der Gesellschaft" stand Luk&cs immer konsequent ablehnend
gegentber. In seiner Jugend war das Nach-innen-Leben fir ihn die Alterna-
tive. Als die einzige mdoglich scheinende Form des Protestes idealisierte er
die Isolierung von der Welt, das sich ins Unendliche Wenden der Seele. Das
hatte Tradition im Habsburgerreich. Hier hatte die Romantik vornehmlich als
Biedermeier gelebt: das innere Leben wurde das Gegengewicht zur &dusseren
Regungslosigkeit der Heiligen Allianz. Und dies geschah nach der Ansicht
nach Lukacs auch um die Jahrhundertwende. Die politische Hilflosigkeit, der
ambivalente Zustand von Sicherheitsgefiihl und Geféhrdetsein vergrisserte die
Rolle des inneren Lebens im hohen Masse. Wie er uber Schnitzler schreibend
bemerkte: Man glaubte "auf dem Wege der einsamen, der seelischen Vertiefung
Uber die Flachheit der ausserlich-gesellschaftlichen Problemstellungen her-
auszukommen™.15 Zwei Verhaltenstypen unterschied Lukéacs innerhalb dieses
nach innen gewandten Lebens: die asthetisch-impressionistische und die
tragisch-ethische Opposition.

Die asthetische Wendung nach inne sah er als die typische Wiener und
monarchische menschliche Haltung an. Er hielt es fur symbolisch, dass hier
der Naturalismus so gut wie vollkommen in der Literatur fehlte: er ging
beinahe sofort in den Naturalismus des inneren Lebens —in den Impressionis-
mus —uber.1* We er Uber Stefan Zweig ausfuhrte: "Wien ist nicht umsonst die
Stadt von Macht und Freud... es ist die Bestrebung der gesamten Wiener
Schule, nicht die Ereignisse selbst, sondern die Erlebnisreflexe, den see-
lischen Widerschein der Ereignisse zu beschreiben™.

Lukdcs wusste sehr gut, dass diese eigentimliche —von ihm Impression-
ismus genannte —Wendung nach inne, diese &sthetisierende Modernitat Opposi-
tion war, und zwar Opposition im Zeichen der Schonheit, des Asthetikums —
der seelischen Feinheit. Auch wenn das subjektive Bewusstsein diese Art der
Haltung auf eine ontologische Ebene erhob und zum ewigen menschlichen Ver-
haltnis von Innerlichkeit und Aussenwelt mystifizierte, war dies in Wirk-
lichkeit die Verneinung des Gewohnlichen, der Unkultiviertheit der umgeben-
den Gesellschaft. Zugleich sah er darin auch das Zugestandnis, die Thomas
Mannsche "Macht geschitzte Innerlichkeit": den Kompromiss mit der &usseren
Welt. Die Welt zerfiel in Stimmungen, die nur Selbstzweck hatten und wenige
Minuten lebten. Die verspurte Ziellosigkeit war durchpoetisiert.

Schon in seiner Jugend, in seinem im Jahre 1910 erschienenen Essayband
Lélek és formdk (Seele und Formen) wandte sich Luk&cs gegen dieses Verhal-
ten. Seine Einstellung war antiimpressionistisch. Und der Impressionismus
bedeutete fur ihn (wie im allgemeinen spéter auch jede Stilkategorie) nicht
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nur eine Stilrichtung, sondern auch ein Weltbild: eine Philosophie, in der
"mit der Festigkeit der Dinge die Festigkeit des Ichs sich aufléste, in der
mit dem Verlust der Fakten auch die Werte verlorengingen".17 Das Individuum
blieb ohne inneren Kern, ohne Fixpunkte. Die Persdnlichkeit verschwand.

Nach Lukacs war die Welt der Wiener Astheten die "des Alles-Ausgeni-
essens und des Nichts-bewahren-Kc’jnnens".1R In Arthur Schnitzler, einem der
bedeutendsten Reprédsentanten dieser Richtung, sah er zum Beispiel den
Schriftsteller einer Schicht, "die materiell aller Sorgen des téaglichen
Daseins enthoben, zugleich aber jeder Beziehung zum Produktionsprozess...
beraubt wurde". Schnitzlers ganzer Problemkreis —schrieb er —"wurde auf
das Seelenleben des beschaftigungslosen Menschen beengt. So wurde die Ero-
tik zum Zentralinhalt dieser Richtung. So wurde der Zweifel allen Werten
gegenlber ihre Weltanschauung... Jeder Stabilitat, jedes Rickgrats, das nur
aus der allgemeinen (also gesellschaftlichen) Welt der Werte und Ideale
entstehen kann, beraubt, bietet sie nichts mehr als eine Reihe von genuss-
reich durchgekosteten, nachtraglich skeptisch oder ironisch beleuchteten
Stimmungen". 19

Schon in seiner Jugend liebte Luk&cs nur jene Ziige der Wiener Asthe-
ten, die anzeigten, dass hier die Skepsis im Begriff war, in die Tragtdie
Uberzugehen; die resignierte Skepsis wurde zur tragischen. Dies war seiner
Ansicht nach das Zeichen fiir das Zu-Ende-Denken: das der Sinnlosigkeit, der
Ziellosigkeit ins Auge Schauen. Dies meinte er in solchen Werken Schnitz-
lers zu entdecken wie zum Beispiel in Liebelei oder Der einsame \Weg oder
in Hofmannsthals Brief des Lord Chandos. Er spirte "die Uberschwengliche
und deshalb sich an nichts ausrichtende Subjektivitat" "einer auf den Irr-
weg gefihrten, die Welt verlorenen Seele" darin: den Schatten der Tragtd-
die.?% In seiner Jugend standen ihm in erster Linie jene Wiener Schrift-
steller nahe, bei denen er wie bei Kassner und Beer-Hofmann den Wunsch nach
dem Wesentlichen und auch die selbstmarternde Skepsis zu erkennen meinte:
die Trauer des Nicht-finden-Kénnens. Durch diese tragische Verdusterung
hindurch zeigte sich seiner Ansicht nach der Ausbruch aus dem nur &stheti-
schen Sein: das Asthetische ging ins Ethische Uber.

Dies macht es verstandlich, dass er nach 1918 als Marxist _ jede Form
des Nach-inne-Lebens, der Introversion als Pseudoldsung zuriickweisend —
einen Schriftsteller wie Robert Musil so hochschatzte. Nicht nur aus dem
Grunde, weil (worauf David Luft und Marie Louise Roth gleichermassen hinge-
wiesen haben) hinter Musil die anregende Wirkung der frihen Schriften von
Lukacs, von Seele und Formen und Theorie des Romans stand.21 Er achtete in
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ihm nicht in erster Linie den seine Jugendwerke schatzenden Autor, sondern
die moralische Personlichkeit. Jenen Schriftsteller, der "gnadenlos die

Leere, Inhaltslosigkeit und innere Unaufrichtigkeit entlarvte”, der "seine
eigene Persotnlichkeit und sein Werk haufig mit unerschitterlicher Ehrlich-
keit" beurteilte. Den immer ehrlichen Kinstler" sah er in ihm, der standig
in der Lage war, seinen Gedanken eine "moralische Wendung® zu geben, bei

dem das Denken zugleich auch Ethikum war. 22

Musil erreichte Uber eine Verhaltensform, die Wendung nach innen —wie
Lukécs schrieb —"die hochsten Gipfel, sowohl hinsichtlich der gedanklichen
und kunstlerischen Verarbeitung seines Gegenstandes als auch hinsichtlicht
der Anstandigkeit und Erhlichkeit seiner Uberzeugung".23 Doch vielleicht
gerade deshalb zeigte er an ihm in einer seiner Studien aus dem Jahre 1933,
in Grand Hotel "Abgrund" den —seiner Ansicht nach —falschen Charakter die-
ses Weges. Dass namlich trotz der Zurickweisung der Kompromisshumanitat
diese tragisch-ethische Wendung nach innen dem Wesen nach selbst der Kompro-
miss war. Denn es stimmt zwar —wie er schrieb — "dass nur die Ernsthaf-
testen und Besten bis an den Abgrund, bis zur Erkenntnis der Unlésbarkeit
der Probleme kamen", und in die Stille gebietenden Untiefen der Verzweif-
lung hinunterblickten, doch blieben sie dort auch stehen, liessen sich
nieder und richteten sich ein im —wie er es mit einem metaphorischen Namren
bezeichnete —Grand Hotel "Abgrund".?

Lukécs schreibt, in Musils "Augen gibt es keinen birgerlichen Zug
mehr, der einen positiven Wert besdsse, doch gerade aus dieser alles
zerfressenden Verzweiflung schdpft er ein skeptisch-mystisches Motiv fir
das so sehr verabscheute Bestehende".23 Nur nihilistische Skepsis, ethische
Rationalitdt und eine Art Mystik setzte er der um sich selbst herum ver-
spurten Sinnlosigkeit entgegen, es kam aber nicht bis zur lat, er Ubernahm
nicht die einzige Losung: die salto vitale, den Sprung aus der schlechten
ausseren Welt nicht in die nirgendwohin fihrende innere Welt der Seele,
sondern in eine Ordnung mit anderen Gesetzen, in eine &dussere Welt mit
anderem Inhalt und anderen Vorzeichen; aus dem Partikularen ins Totale.

Symbolisch ist, dass Lukacs selbst gerade im Jahr des Zusammenbruchs

er Monarchie, im Jahre 1918 gerade diesen entscheidenden Sprung, den salto
.tale tat. Damals wurde er Kommunist. Es kann nicht das Ziel der Wissen-
mahaft sein, historisch noch offene Fragen zu werten. Sie kann nicht ent-
scheiden, ob Luk&cs' Sprung in Wirklichkeit ein salto vitale oder ein salto
mortale war. Vor allem dann nicht, wenn die Stimmung der Zeit in eine andere
Richtung weist und gegeniiber der von Luk&cs angebotenen Ldsung, mit ihr bei-
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nahe diskutierend, zum Beispiel ein heutiger Nobelpreistrager, Joseph
Brodsky ahnlich schreibt: "Wenn die Kunst den Kiinstler tberhaupt etwas
lehrt, dann ist es die Privatheit der menschlichen Existenz. Als alteste
Form der Privatinitiative fordert sie in jedem Menschen ... das Bewusstsein
seiner Einzigartigkeit, seiner Individualitat und seiner Einsamkeit, und sie
verwandelt ihn so von einem sozialen Lebewesen in ein empfindsames Ich".
Natirlich kann der Wissenschaftler in einer solchen umstrittenen Frage eine
eigenen Standpunkt haben, doch eine wissenschaftliche Abhandlung kann sich
nichts anderes zur Aufgabe stellen, als nur den W&g eines bedeutenden Den-
kers, von Gyorgy Lukacs, aufzuzeigen, der seine eigene Selbstverwirklichung
nicht zuletzt in der Auseinandersetzung mit den fir die Habsburger-Monarchie
als charakteristisch angenommenen Verhaltensformen und so auch im Gegensatz
zur Privatisierung und zum Individualismus suchte. Vielleicht kann dieser
Lebensweg und sein polemisierendes Monarchiebild ein Beitrag flr jene sein,
die die charakteristische Geisteswelt, die Mentalitdt der Osterreichisch-
Ungarischen Monarchie erforschen.
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A HUNGARIAN ART-THEORETICAL CONCEPT, FROM THE PAST CENTURY

(IMRE HENSZLMANN)
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Szeged

1. The place of Imre Henszlmann's theory of art in his oeuvre

When discussing his theory of art, and, in general, the system of his
views on art, studies on Henszlmann are highly cautious, noncommittal or
self-contradictory in defining their attitude.l By contrast, investigations
with a mainly art-historical bias, given a new impetus in the recent past,
are stressing more and more insistently the general, theoretical signifi-

cance of Henszlmann's multifaceted work. in H., history and theory are
firmly linked. ... his works are built on a clearly thought out basis of
principles —that is the principal feature to which they owne their permanent
value. ... The primary demand for a theoretical foundation."” It is "in
regard of classification and theoretical erudition” that —even in com
parison with the other two personalities of the "great triad" of art histo-
ry —"Henszlmann probably deserves the greatest credit".

That change of opinion is presumably due to a more and more thorough
and increasingly professional exploration of that impressive oeuvre. As in
the case of the other Hungarian polymaths of the past century, the partic-
ular academic disciplines increasingly depend on each other for help in
trying to find the combined values of the oeuvre as a whole. It follows
from the nature of the work that surveys of the individual questions of
detail suggest but the distant outlines of a more accurate portrait of the
scholar one is dealing with. Add to this that, for the time being, no mono-
graph on Henszimann is being prepared. If one is writing a history of the
academic study of literature and ciriticism in Hungary, all the indicated
problems arise during the work. In solving them, one could do far worse
than draw on the extremely useful work carried out so far by art his-
torians."™ Starting on that lead, we have attempted to appraise, from the
viewpoint of the history of criticism, the lessons to be drawn from the
hitherto unprocessed sources of Henszlmann's oeuvre4 and to formulate a
network of the relationships that are vital for a survey of those sources.

Akadémiai Kiadd, Budapest
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On the basis of what has been said and on the basis of a thorough study of
Henszimann's works, we can observe a coherent, extremely methodical and
tenacious architecture within the oeuvre as a whole. We glimpse the out-
lines of a systematic, scholarly pattern of working characterized by due
regard shown for the existing external conditions —the concrete historical,
political, and economic conditions — but one which strives to integrate
those conditions in accordance with its own, internal work plan and scholar-
ly temperament.”

Already at the time he starts his career it is surprisingly clear to
Henszlmann what it is he attempts to do and what sort of concept he follows
in his work. Later on, he carries out some detailed investigations into all
that he outlined as a work hypothesis back when he first started.

"... it is time for the enormous mass of works bequeathed to us by
the Classical periods to be arranged in the torchlight of criticism; every-
thing should be put in its proper place, and, comparing them with each
other, we should examine the genesis, the development, and the degeneration
of every single art, mindful of the interrelationships between the indi-
vidual arts and showing due regard for the influence exercised on them by
life in the antiquity”, he writes, for instance, in a treatise that he
presented to the Kisfaludy Society in 1843, called A hellen tragoedia (The
Hellenic Tragedy) ~ The part of the task of "arranging the enormous mass of
works" that he himself wished to tackle was, first and foremost, to write a
universal history of art. In the development of his life, his work, we nay
distinguish three major phases:

1. 1840/1841—1849: From the start of his career, his first art cri-
tigues and the influential work Parhuzam (Parallel) to the defeat of the
1848-49 Hungarian War of Independence —an event that brought some funda-
mental changes in his life and work - we have before use the period of
"preparation”. In that period his work is characterized by an extremely
varied activity that branched out in all directions.7 Those were the years
too that saw the important part of his work as a literary critic and news-
paper editor, the blossoming of his active involvement with politics and of
his ambitions to become the educator of the nation (primarily in an aes-
thetic respect), a blossoming in tune with the historical and social tasks
of the 1840s and with his own years, his circle of friends.

2. 1849-1860: An important "interlude" for Henszlmann. During the
emigration in Britain and France, he and Pulszky "made art history —which
in Hungary they had cultivated as dilettantes, for mere amusement - into
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their breadwinning profession too".Q That means HenszTmann has a chance to
devote most of his energy and attention to the subject of his own choice —
i.e. the theory of proportions in medieval architecture.Q

3. 1I860—888: He returns home because of the building of the Academy
palace, and he works almost entirely in his native Hungary right until his
death.™ That is his longest, most tranquil and naturally, his most prolific
creative period. The aforementioned concrete construction project may be
regarded as a watershed. The attempt at a practical application of Gothiciz-
ing, of the theory of proportions, is the crowning of HenszTmann's work in
that direction. That is followed by specialization, which, in HenszTmann's
case, means especially three kinds of activities

a) Practical work:

Archeology, conducting of methodical excavations, publication of re-

sults;

Laying the groundwork for the protection of monuments in Hungary,

starting a programme of mapping the whole country from that viewpoint;

The writing and publication of the first great monographs on art

history.

(Cf. The Excavations in Székesfehérvar and Kalocsa, 1860, 1862, T864,

T873, T883 etc. Hungary's old Christian, Romanesque, and Transitional-

Style Monuments... T876 etc.)

b) His work as a university professor:

(From 1873 to ?)

The History of Art: 10

I. Art of the antiquity

Il. Classical sculpture and painting, 1879.

[I1. Old Christian, Byzantine, and Romanesque art

IV. French or Gothic style

V. ltalian schools, 1882

VI. Greek and Romen sculpture and the German schools of painting

VIl. Outch painting

c) Drawing of theoretical conclusions:

(Prior to his university lectures)

The Laws of the Development of Art 1864—65.

(During his lectures)

Medieval architecture, n.d.

Other more specialized studies, theoretical sections of monographs etc.

(After his lectures)



16 SZELES, K.

The Development of the Visual Arts,1” 1888. (?)

The important activities he carried out in those three areas are
organically interconnected, in more ways than one. For example, the dis-
coveries yielded by the excavations done in Hungary provide living, "ex-
perimental” material for both the lectures on art history and the theo-
retical conclusions. But it also works the other way round: the theoretical
ideas do play a role not only in the manner of interpretation of universal
art history (its periodization, the approach to be applied to it, the
handling of its material of examples etc.), but also in the practice of
choosing the direction, the order, and the focus of the excavations and the
protection of monuments, as well as of the restorations etc. which we have
not even mentioned here. 14

It is evident in what sense the term "theoretical activity"” should be
taken in Henszlmann's case. It is not the sort of philosophically-aestheti-
cally motivated "theorizing" he mentions with so much aversion already in
Parhuzam. Nor is it a speculative aesthetic system (not even one presented
as a concrete art-historical, architecture-historical system); no; instead,
what we get here is an emphatically empirically inspired habit of intelli-
gence which, controlled as it is by daily practice, respects the facts and
is ultimately much akin to positivism. That said, this activity and way of
thinking —in fact, the very manner in which the activity and the contem-
plation are intertwined —are yet not entirely devoid of that "theorizing”
he so desperately strove to eschew.” Henszlmann's views on the theory of
art carry within them the virtues but also the limitations of the best of
contemporary scholarschip.

And finally, all that happens in a strictly concrete historical situa-
tion and Henszlmann is aware of that —thus his ideas differ from those of
his Western European contemporaries, if only because of their East-Central
European and national characteristics. But that is not all: they also dis-
play the unmistakable marks of a strong, highly individual personality.

2. Henszlmann's view of art

How can we briefly summarize, on the basis of what has been outlined,
the essence of Henszlmann's theory of art? Contrary to appearances, that
conceptual system can hardly be characterized by "the laws of the develop-
ment of art", stressed by him. Nor can it be because although, admittedly,
both the principle of development and the demand for a quest and conceptual-
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ization of the "law" are part of the "conditio sine qua non" of his theory,
s till, no less important is a deep embeddedness of all these in the entire
process of an invariably concrete historical and social evolutionary pattern

Henszlmann evolves for himself a consistently thought-through system.
And if we look for the focal point of that system we shall probably find it
in the element of a peculiarly construed "organicity".

The effect of (artistic) harmony can never arise from some
arbitrary mode —quite the contrary, it can only arise from an
organic process in which every larger feature or system of construc-
tion engenders the smaller features that depend on it —as a result
of which organic process every system (for instance, that of the
bases and buttresses) depends not only on the main unit but also on
the interrelationship between the individual systems. 7

W have deliberately taken our quotation from the first public lecture
he gave in London (December 6, 1352) on his research into the theory of
proportions in the period we have called "interlude" (1849-1860). Here we
find the accentuated fundamental principle expressed most articulately and
in a conceptual language, in the form of an abstraction. At the same time,
we can compare the original English-language text, preserved in the Royal
Institute of British Architects, with its contemporary Hungarian transla-
tion .~ Such a comparison may prove beneficial by giving us a clearer under-
standing of the technical terms involved. On the other hand, precisely
because here we are dealing with a certain specific "question of detail”
(Gothicism, the theory of proportions) of a particular period (medieval
architecture) of a particular specialized discipline (history of architec-
ture) —precisely for that reason it nmey serve as an object lesson of the
principle that the proposition here expressed in conceptual terms ("every
larger feature or system of construction engenders the smaller features
that depend on it...") applies, according to the author's approach, not just
to the given segment of the given subject field; indeed, it is just a con-
crete application of a far wider concept. Now, over a century on, and with
the benefit of being able to survey the entire oeuvre, we may venture the
assumption that the well-reasoned statement here quoted represents the es-
sence of Henszlmann's entire life-work.

His omn activity from Parhuzam (1841) to A képzémlivészetek fejl6dése
(The Development of the Visual Arts —1888) is not an "arbitrary mode" but
an "organic process". His concept of art theory remains essentially un-
changed throughout his life. There are some modifications to the extent
that, whereas in the first phase (1841—1849) his view has an almost uni-
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versai horizon, in the second phase (1849-1860) it apparently concentrates
on a single, highly specialized question of detail - i.e. the theory of
proportions in medieval architecture. And finally, in the last, "prolific"
period (1860-1888), he specializes within the range of the individual
academic disciplines outlined (archeology, protection of monuments, history
of art, history of architecture etc.). That identity, which is nonetheless
attended by an internal modification —the perfecting of his professional
attitude —could be illustrated by a juxtaposition of the characteristic
theoretical conclusions of the particular periods.lR Naturally enough, that
modification is intimately related to the European evolutionary history of
the various branches of learning. Put in slightly simplistic terms, we nay
say that in him we essentially witness the passing into positivism of a
romantic theory of art which, inspired by the natural sciences, is, as
such, averse to philosophical-aesthetic speculation.

Regarding his aesthetic views as coherent in this respect, we can now
sketch out the complete outlines of this theory, qualified as a system. W\
mention "outlines"”, primarily because the gradual specialization mentioned
above is important to us mainly in two respects. Firstly, it means that the
range of phenomena scrutinized becomes narrower —for instance, his atten-
tion, which at the time he started his career included virtually all
branches of art, tends to be confined later on to the history of art, more
specifically, to the history of architecture, with painting as something
of an avocation, really. But on the other hand, we must not forget about
the opposite internal process —the fact that the concept, chiefly ex-
pounded in the works of his youth, of "the arts regarded in their inter-
relationship as defined by an oeuvre"”, that is, the taking into account
of all branches of art, bearing in mind the interplay between them, is a
lifelong influence. This latter also means that the specialization already
underscored does not preclude the "universal" character of his approach
which, beyond the mutual effect of all branches of art, also organically
builds into its system the concrete socio-historical, the given geograph-
ical and economic background of these. And within that too we must
emphasize that when we say this "building in" happens organically we mean
that he invariably considers the material conditions of life as far and
awav the determinant, the basis; from them he explains the phenomena of
consciousness, and not the other way round.20

Thus his theory of art can best be illustrated by an art-historical
description of development, one in which the principal role is played by
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the "organicity” underlined earlier on, by the kind of progress where "one
thing develops from another". That "development from one another" —precise-
ly because of the likewise emphasized "interrelationship between the par-
ticular system", because of the taking into account of "all the life of all
art", and finally, because he regards this as "analogous" "with all the
life of humanity" —can only be comprehended if it is elucidated from
several sides. That presumably explains why the majority of those analyzing
Henszlmann's aesthetics quote a table provided by himself in which he il -
lustrates the development from one another of "the various species of art"
by both vertical and horizontal parallels. He divides the development of
poetry, music, and the graphic arts into "first, second, and third in
genesis", linking the chronological sequence with the spatial juxtaposition
in such a way that this correspondence is not mechanical in any of the
cases, but instead, specially "organic".

That "organic" view fundamentally derives from a demand for the prima-
cy of living experience, of empirical reality. W believe that this is the
demand that gives rise to the view according to which his starting-point is
not the organically interconnected history of the arts but the concrete
historical-social conditions calling the arts into life and determining
them in their possibilities —more specifically, the "needs", the given
level of sophistication of technology and the "material” resources contin-
gent upon the geographical features. "A first-generation art is always one
that satisfies the first need of man; the second- and third-generation
arts cannot be Tong in coming either, though the emergence of the Tatter
proceeds more slowly than that of the first-generation arts",22 we read in
the eighth proposition of his Taws. And that statement receives a s till
stronger emphasis if we set it against the fact that it is precisely
because of this adherence "to the needs", the "physical' determinedness "of
its material and means”, that he gives priority to research into the Taws

of architecture. 23

And if here we have widened the circle "extensively",
signalling that in this system of art theory it is the striving for com
pleteness that represents the greatest possible attention paid to the geo-
graphical, economic, historical etc. conditions and changes of the relevant
period, we must hasten to add that the "intensiveness" of the concept too
is characterized by the same theoretically "infinite" am plifiability. Pre-
cisely because of that ambition to be at once "universal® and minutely
exact, a brief summary has to limit itself to references. To illustrate

the point, we had best Took at a concrete example. Of the arts we choose
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architecture, which he gave special attention to —and more particularly,
Egypt, regarded by him as the beginning.

" the Egyptian nation, being the earliest to develop, formed, as it
were, the root of cultural life", ... "and it occupies the oldest niche in
the history of art as well", he writes. He starts the entire series of
lectures, including the history of Egypt, with a precise description of the
geographical conditions, the inhabitants of Egypt, their dress, writing,
literature, gods, the embalming of the dead, their burial customs and
funeral rituals —and finally of the "Egyptian year", governed by the
flooding of the Nile, —basing all his art-historical conclusions on these
material, technical facts. Having firmly stated all these, he concludes,
"It is from these conditions that we can explain the Egyptians' great pre-
dilection for symbolism, for emblematical expression".

And if the above are sufficient hints of how organically he derives
Egyptian architecture from the local geographical, historical —i.e.
material —conditionings, we may perceive an extension of the selfsame
organic continuity —also when he sees the interrelationship between the
particular branches of art in Egypt as follows: "The colossal character
passes from architecture into its subsidiary art, sculpture —but not so
much to the size of the latter works as to their concept, given that co-
lossal proportions came into use more in the new empire”. And later: "We
have to assume that in the age from which the oldest Egyptian reliefs come
these, like the statues, were already free from the tutelage of architec-
ture, and they appeared fairly independently on the walls prepared for them
by architecture and, indeed, on funeral tablets."”

According to this view, then, the arts —even like science, religion,
and the trades —are "children" of the given needs and the given geograph-
ical, material conditions. Within that too, the particular branches of art
likewise "give birth to each other". The recurring image of "mother and
child", as well as the other parallels drawn from the various forms of
animate being, are therefore more than just ordinary métaphores applied and
repeated to drive home a point. This view, which takes its cue from the
laws of the vital organism, and generally from the advanced natural sci-
ences —which it takes as its model — imbues Henszlmann's entire theory of
art, every single part of it. Thus sculpture is a "daughter" not just of
architecture, nor is painting, in turn, born of sculpture alone: within the
other departments of art too he conceives of "one thing giving birth to
another" in similar terms. He considers the parallel existence of the
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particular branches of art too as such an "organic" —and not a mechanical —
relationship; he regards them as children of the same age, displaying its
character, subject to and depending on its order of development. And he
considers similarly the history of the particular art forms and styles and,
in literature, of the particular genres. Hence the history of Egyptian art,
used as a starting-point, is just an example. What he expresses here can be
applied to the history of the entire universal art, and within that, to the
history of the particular branches of art and of specific forms of these:
"Stone architecture adopted several of the forms of the older wooden archi-
tecture; firstly, one of its peripteral columns and also its panelling or
division into panels and the marking off of the panels by means of lattice-
work (Luttenwerk), moreover, the mock timbers of the ceiling, and finally,
several ornamental details, such as the triglyphs, the boltheads etc. Wooden
architecture, by contrast, being the lightest and older too, did not follow
the patterns of stone architecture, although it did follow its general ar-
rangement. 24

Our example is also designed to suggest that this theory of art, rely-
ing as it does on the advanced natural sciences of the age, emphasizes —in
an "organic" manner (mother-daughter) —not only the chronological sequence;
and not only in the spatial adjacency does it take account —likewise
"organically" —of the development, different in character and pace, of the
"poetry, music, and graphic arts" which, due to the divergent geographical,
historical etc. conditions of the individual nations, are dissimilar in
nature: but in all these it also perceives a technical difference, a dif-
ference in degree, a necessary mutual reliance. (n the one hand, that mutual
reliance also has more than once meaning: the individual branches of art in
each historically succeeding culture build on each other’s experience (e.g.
Greek architecture building on Egyptian architecture, the Romans on the
Greeks' experience etc.); at the same time, the different branches of art
also rely on one another (sculpture develops further from architecture,
painting from sculpture etc.). On the other hand, we must stress in par-
ticular that in Henszlmann's system there are no rigid divisions either in
time or space or, for that matter, in species. Instead, he devotes much at-
tention to transitions in all fields. Initially —e.g. in Egyptian "colos-

sal" architecture —artistic representation is of the nature of a "sign" or
a "symbol". Later, in the course of its development, it reaches the level
of a "typical" mode of presentation —e.g. in ancient, Greek sculpture —

and then it gradually approaches the more and more individual representation.
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As soon as mankind enters the symbolic and typical age its products
assume the national character, whose subjectivity continues to grow in
the flourishing time of art; thus, if the work has a similar or the
same subject, it is“not difficult to say whether it was made in Egypt,

Assyria or Greece.

Thus the increase of that "subjectivity” declares itself in a more
pronounced manifestation of the national character, but also in an increase
in the number of features characteristic of the school and the master.
Originality is represented by "the subjective character of great masters".
It is this development of the mode of portrayal that is reflected in the
sequence of the particular branches of art (architecture and lyrical poetry
are marked by symbolism, sculpture and epic poetry are for the typical,
while painting and drama are suitable for expressing individuation), but it
is also reflected within them. (For example, in painting, we encounter, at
the basic level, the individual; at the intermediate level, the conditions
of everyday life; at the highest level, the conditions of historical life —
that is, the degrees represented, respectively, by the portrait, the genre
picture, and the historical picture.) At the same time, we can also observe,
on the basis of this process, the development or even the emergence of the
individual artistic devices and artistic elements. For instance, in Byzan-
tine painting, similarly to sculpture, "the figures are set in rigid lines".
Cimabue, and then chiefly Giotto "depart from the rigid arrangement in lines”
"giving an all but genre treatment to the episodes"”, "rendering, by that as
well, the compositions of the Byzantines more vivid". At the same time, in
several other respects too painting proceeds from the type towards the
"characteristic".

In the earlier works, we still see, to a certain extent, manifestations

of the type; the faces —especially the faces of those belonging to the

same class —resemble each other, e.g. the monks and the angels; even
in his later works these more or less display an original family type;
but it was Giotto who, in his mature age, carried to perfection the

characterization of the figure, particularly in his apostles, who ap-
pear with very different characters, whereas earlier, especially in tt

Byzantines, they were all given virtually the same morose old counte-.

nance." "... his composition, his figures, his groups are still rudi-

mentary; the spread of space and chiefly the expression of depth in th
landscape are still imperfect; his pictures are still flat,his figure

are less”grafted; in the colours too there is more variety than

harmony.
y JJ

The further development of this many-sided process may be observed, irv
Masaccio, for instance. The difference between Giotto and him is not only
that Giotto "worked with more religious inspiration”, but also this: "we



A HUNGARIAN ART-THEORETICAL CONCEPT 23

must rather state that Giotto had not yet understood real life in as much
depth and detail as Masaccio —and here we may use the word dramatic to
describe him: that is, Masaccio was able to portray continuous action, as
it were, in which ... his personages appear in external scenes, in a se-
guential development, always retaining their individual ... figures". That
is to say, the portrayal develops from symbolism through typology towards
the "characteristic", and in the meanwhile we experience a constantly
deepening, more and more multifaceted depiction of life, an understanding
of the increasingly complicated logic of the relationships emerging between
the particular individual and his fellow human beings. At the same time, the
products of art also tend more and more to “"come to life", they come to
resemble more and more the living phenomena of nature. The mode of portrayal
becomes continually more vivid and dramatic, there is more and more passion
informing the psychological states depicted and the expression, with the
technical devices becoming steadily more sophisticated.

In Henszlmann's time, it is already this "highest stage" that is in
the focus of art. The aim of art is a lifelike, characteristic portrayal
—in tune with the national character —of the relationships between the
individual and other individuals, one he frequently calls "realistic". 2
Hence, in Henszlmann's interpretation, the "realist”, "following the laws
of nature"”, creates a characteristic, living work, as opposed to the
earlier, less developed "typical" concept, which "the idealists... call
ideal", forgetting that the essence of the type "culminates" precisely "in
the abstraction from individuality”. In nature, however, there is no type,
"only individuals". Thus "realism holds the range of that which pleases to
be narrower", but it does not "limit art". "It furnishes new and new nme
terial and reasons for new and new modifications of the theories". The
"realistic" is thus opposed to the "naturalistic" too, which is ".. con-
demned for its close, servile adherence to its model" —"deservedly so, as
& is a bastard child of realism".27

The art conceived in those terms, then, "creates its work with organic
Necessity", like nature —yet, in contrast with nature, "it only creates a
fictitious reality", "changing the species of the effect"; "in its own way",
mt engenders "an artistic reality". Any object can be the material of

istic recreation; the emphasis is on the transformation performed in ac-

urdance with its own, artistic laws. By the word "beauty" "we express a
objective sense of what is attractive", which changes in the course of his-

ury: we could more properly call it "grace of form" (Formenreiz). There-
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fore art ought to create not "beautiful" or "ideal" things, but that which
corresponds "to the special tasks of art".

Hence the ‘artistic" embraces the peculiar view of one's own historica
period and a competent handling of its raw material and devices, for the
sake of creating an organic, vital, characteristic, and harmonious whole,
in which every details is "just an element, depending on what sort of whol
it figures in".2®

So this theory of art emphasizes, in an "organic" manner, the chrono-
logical order (mother-daughter); it takes into account, also in an organic
manner, the development of the national arts existing side by side in spac
more narrowly, that of the different branches of art - that is to say, boti
within the individual nations and between the various nations, poetry, the
graphic arts, and music rely on one another in their historical development
For example, Greek art is built on Egyptian art, and Romen art is built on
Greek art etc.; sculpture develops further from architecture, with painting
deriving from sculpture. At the same time, in all three domains of artistic
endeavour, the change of artistic portrayal proceeds from the symbolic
through the typical concept towards the grasping of the individual, the
"characteristic". All this implies a rise in the technical level, that is,
an increasingly confident mastery of the raw materials —stone, wood,
chemival substances, paints; it implies an ever deeper and livelier under-
standing of real life, and, at the same time, an enrichment and growing
sophistication of the genres, art forms, and artistic devices. In other
words, historical development creates the aesthetically ever higher stages.
That unfolding is similar in nature to biological evolution. The emergence,
the "flowering" of things is followed by their "decline", providing a
parallel to historical "youth", "manhood”, and "old age".

3. "Parhuzam" (P arallel) and "A hellen tragoedia”™ (The Hellenic Tragedy)

In the 1840s, there are two major studies testifying to the manner in
which Henszimann applies his general theory of art to the examination of
specific aesthetic questions. But even in regard to the oeuvre as a whole,
these are the two works that represent most directly the theoretical back-
ground of his practical activity as a critic. In both instances, his very
choice of topic links him with a crucial aesthetic question of his time.
The problems of the "graphic arts"”, particularly neglected in this part of
the world, and those of dramaturgy represent particular focal points of
the change of his views on art. Within specific professional fields he sets
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himself the object of revealing some special rules —yet, with the validity
of a general change in view. Both expositions contrast the individual fea-
tures of "Christian art" with their historical antecedents, especially with
heir ancient analogues. He conceives of the age of "Christian art" as ex-
ending from the Middle Ages to his own times, —in that he follows Hegel
d the Romantics.
It is clearly to be felt that Parhuzam was inspired by the patriotic
rvour of the National Assemblies of Pozsony. After an extended stay in
enna, the author, by then a qualified doctor, personally attended the
ccessful National Assembly of 1839—1840. Here he summarizes, in the form
a programme, his accumulated knowledge and maturing ambitions. O a
loser scrutiny, we find the parallel not primarily "between the ancient
and modern views on art and artistic educations”, as indicated in the title,
but rather between the modern practice of the academic requirements ab-
stracted from ancient art and the medieval natural concept. He calls his
method "negative", since the backbone of his line of reasoning is provided
by a critique of the dominant, institutional aesthetic norms. Seven of his
nine chapters discuss the training of artists, practice in the graphic arts,
and public taste in his times, all judged to have taken the wrong course.
The introductory and the concluding parts sum up the basic assumptions that
he starts from when he points out the untenability of the given state of
affairs, proclaiming a radically new direction to be followed.

Both his premises and his final conclusion centre on the contemporary
position of art. His theoretical stance serves as a guide to the analysis of
the situation; the art-historical examples and parallels shed light on the
causes of a view that has come to an impasse. At the same time, his aes-
thetic views, stated in definite terms, follow from the historical lessons
he has drawn, from the characterization of the given state of affairs. With
that in mind, he quotes the reviewed theoreticians selectively, according
to his priorities, in a concentrated form. He emphasizes "the transference
to practice, at all times, of theoretical views", "from old works to the
ennobling of nature”, the jettisoning of "false yardsticks". Thus he quotes
Winckelmann, Lessing, and Schiller too primarily as proponents of the
academic canons, of the notion of the "ideal". To this he counterposes his
oan formulation of the real task of art —i.e. "the portrayal, suited to
its owmn material, of the living, the characteristic and the purposeful“.09

For this definition, he makes use of Aloys Hirt's paper Versuch uber
das Kunstschéne, particularly the lesson of construing general "beauty”
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in different ways in different areas and the distinction of "artistic beau-
ty", and within that, the stressing of the elements of the "characteristic"
and the "individual”. But he goes further and'—in a manner not specially
indicated —he employs the method of the influential travel accounts of the
time, building on their experience. Waagen and Rumohr are the first to
provide such concrete descriptions of the particular works, the individual
distinctive features of their forms, techniqgue and style, as to make direct,
living observation yield precise data and historical definitions. Their
practice and that of the "art experts of Berlin" are part and parcel of the
view of the Viennese medal engraver and art collector J.D. Boehm, at whose
side Henszlmann acquires the application of the method and that erudite
artistic sense. If we compare his book with a later writing of his, a
tribute to Boehm, we recognize echoes of his master's theses and even his
favourite art-historical examples, which Henszlmann borrowed. Having
said that, he not only transmits all those legacies, but also groups,
adopts and applies them with a specified purpose. Not only does he resist
the concept of "beauty", as restricted by academic rules, which trammel
practice —not only does he extend the range of artistic freedom, in ac-
cordance with the creeds of Romanticism, —placing the individual, the
national, the natural at the centre, also admitting the portrayal of the
ugly —but, fusing, as it were, the experience of inquiry and observation
he also attempts a conceptual definition of the "artistic". He interprets
reasons, and amplifies every component of his quoted definition, adducing
vividly descriptive examples to illustrate them. Within the notion of the
"characteristic” he distinguishes between its objective, subjective, and
national aspects. An objective characteristic is "the linking and functioi
ing within an oeuvre of all the qualities and forces pertaining to the
individual”. By 'subjective’ he understands the personal features of the
work, i.e. originality. By 'national’ he means the features unique to a
nation, features he attributes to the differing historical, geographical,
economic and other conditions.

Art "... only deserves its name if it is in a characteristic relation-
ship with the author, his nation, and also the object depicted. is

to say, it is not just a characteristic feature we are here dealing with:
this feature is also a "relationship"”, a certain mpode which already holds
in itself the properties discussed later on, i.e. vitality, the purposeful,
and the portrayal adapted to its material. The "interplay" between the
"ceaselessly active parts" within the living organism where "every internal
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change normally brings on an external one and, conversely, every external
change normally produces an internal change in the organism" —it is this
mutual conditioning that must be reflected in the living work, in its owmn
"inevitably necessary harmony". The theatrical is the antithesis of the
regular, with all its artificiality —while the dramatic moment (Lessing) is
its suitable manifestation. For this characteristic, living unity to come
about, it has to make every one of its details, ail the materials and devices
it employs subservient to itself. In spatial arrangement, for example, the
"grouping of units" —i.e. composition —must be permeated by "purposeful-
ness". Only after —and on the basis of —a thorough mastering of the raw
materials, the instruments, and their technical handling can the artist sub-
ject all these to his will, to the work to be created.

Yet, something that receives even more emphasis than the discussion and
interpretation of the above is the fact that "there exists a strict organic
relationship between the three artistic concepts”. That basic principle, on
Henszlmann's part, is not just a thesis proclaimed, but also a habit of
vision —so much so that, in his argumentations, we witness how, in the
miscussion of every single question of detail, he also refers back to the
noie. One of the reasons for his repetitions too is the fact that his
Agative and positive examples, with their divergent references, illustrate

T and over again his conclusions, closely built on one another. Also in
case of the picture he draws of contemporary art and contemporary audi-
es, the individual phenomena are in a multiple causal relationship with
i another; he elucidates them in that organic, mutual conditoning. Thus
-“h he points out that "the so-called educated audience has no judgement,
mlcan it have one", he also comes up with an answer as to the reason —
.mely, "the bad rules inculcated in it" — which he vividly illustrates by
escribing its evolution, i.e. academic education. To illuminate just how
distorted that nmode of instruction is he gives a comparison with the work-
shop students of old German art. The medieval master, who worked in the same
workshop with a small number of students, first gave some Tighter tasks to
the beginner; yet, even at that early stage, he allowed the novice to take
part in the practical work. In architecture, that meant the preparation of
the stones, in painting, the rubbing and mixing of paint. Thus he simulta-
neously educated the student's "sense of muscle” and accustomed his hand to
the chisel, familiarizing him with the raw materials, giving him the ability,
for instance, to distinguish the stones according to their hardness. In
every instance, "mechanical proficiency” evolved hand in hand with "the

«
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development of the spirit", the latter being assigned the crucial role. The
individual was equipped with many-sided technical skills, without being
trammelled by expectations. The richness of nature was used directly as a
model, while giving plenty of latitude to individual initiative, which was
appreciated. That kind of training was marked by "gradual development and a
balance between practice and views". Present-day academic education, he
argues, is the diametrical opposite of all that. Students mechanically
develop their mere manual dexterity when first they copy leaves and flowers
and later on the plaster models of ancient statues. Even during the copying
it is the academic rules that determine in advance "the directions in which
the particular parts will stand in relation to each other". Thus, instead
of living observation, they internalize mechanisms. "Manual skill precedes
by far the development of spiritual talents". The works of only one period
—i.e. the Greek period, discovered during the time of Winckelmann —are
considered to be the yardstick, instead of "learning and recognizing the
achievements of every age". But even of the Greek period they have only an
impoverished, superficial image, since they perceive the beauty in the
regular, dead lines and fail to discover the life and character that are
behind them. It is the rules learnt as if by rote that they transfer both
to their owmn work and to judging the works of others. Even nature does not
escape their zeal: "the student, his imagination filled with notions of the
ideal nad beauty, endeavours to improve it too, with critical eyes and ac-
cording to the fiats of its canon". That ingrained prejudice then usually
"prevents” him from "understanding life and movement in artistic terms and
in accordance with their material".® The same method is applied in teaching
the composition of historical and genre pictures, landscapes and pictures
of state —whereas the work "can only spring from an inspiration of the -1
spirit". But it is precise this —individual discovery —that has its pat
blocked.

The nature of contemporary works is determined by these ingrained
limitations. At the exhibitions of the art associations, the spectator
finds himself face to face with a spate of paintings born of such mechanic
imitation —paintings which, depicting a great variety of objects, are
nevertheless ostentatiously dissimilar in their manners. The audience is
dazed by the sheer quantity, the electric cascade of pictures. The average
observer thus "oscillates between a hundred influences and impressions”,
until at last he either follows his omn whims or "hastily looks around for
some authorities". In the absence of "self-awareness"”, he "runs into the
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arms of strict ruled”. The situation is apparently the same in the galleries
of old pictures. In reality, however, these can and must be critically clas-
sified. That is made possible by the presence of "their peculiar national
character”, dut in the more recent works, that is unknown. In this way,
taste "misled and plunged into decline". Superficial variety and formal

virtuosity are on the rise, with commercial considerations also turning

artists in that direction. In the pictures, "frills and decorations" appear,

torn of manner and fashion, rather than "of a peculiar cultivation of their

rasters' talents" or an understanding of "local life, nature, and customs".34

Thus there is no point in extending the circle of the art associations,
;0 long as the multitude assembles without any understanding of art, and the
ules, their aims are formulated without a review of the entire art-his-
orical development. The applications of the new techniques, the "pursuit
f perfect elegance" in the most fashionable steel-engravings represent
xamples of the kind of artistic practice that lacks both life and character,
n the meanwhile, they disregard the peculiar requirements of the materials:
i the steel-engravings, contours tend to get blurred because of a lack of
Lrmness and strictness; in lithography, they forget to give prominence to
ie principal forms; in glass panel painting, colours are broken up, as
rtists try to impart plastic roundness to their figures. His criticism of
ie "black manner", the "daguerrotype"”, again indicates that "technical

iventions" are confused with the "divine spark”, "finer exercises" are
staken for art."”

While outlining and criticizing the present situation, Henszlmann maps
t the ways out, one by one. W have on our side "the connection between
t and nationality”, since we still "have our youthful vigour”, "we have
"We must create a Hungarian national style." He links

the French influence and intellectual dominance, with
"cosmopolitan" views, which strive "to abolish nationality". But the
gearance of "distinctiveness, that is, the creative spirit",

r owmn nationality".
iemism mainly with

replacing the
3zy, insubstantial ideal”, could usher in a new era, with art becoming
ational property"."”

Five years later, in 1846, he writes A hellen tragoedia (The Hellenic

igedy). His dramaturgical debate with Bajza had, in the meantime, given an
led reason for the deepening of his studies in this field.

His position,
ited in the introduction,

is that Greek drama has been overestimated so
, as opposed to the neglected "Christian drama". That'is to say, he is

exponent in his native Hungary of the bourgeois réévaluation in the field
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of dramaturgy that had been gaining ground in Western Europe from as far
back as the second half of the 18th century. He cites as his predecessors
"the schools of Lessing, Goethe, Herder and Hegel". Later on he takes AW.
Schlegel's dramaturgy as his basis, as it were. His views also carry within
them Schiller's principles on the historical and functional difference be-
tween Greek drama and "modern” contemporary drama.® Nonetheless, what we
have here is not simply a borrowing or application of the concepts of those
enumerated. He is strongly against an "isolated examination" of Greek trage-
dy. On the one hand, he attempts to scrutinize "the individual arts of the
Greeks ... in their close interrelationships”, while on the other hand he
invokes as arguments the connections with the attendant arts, the historical
development order of these; that is to say, he marshals, as a well-founded
argumentation, the entire concept of his general art theory —a concept that
was s till in embryo in Parhuzam, but was in the process of being built here.
Accordingly, the first-, second-, and third-generation arts which follow
each other in the course of historical development, in chronological se-
guence, —i.e. architecture, sculpture, and painting, —as well as the cor-
responding stages in poetry, i.e. lyrical poetry, the epic, and drama —
gradually become increasingly independent of one another. Relying on
Aristotle, he recalls the genesis of Greek drama, pointing at those features
of the games on Bacchus' feast which are akin to the epic (the reading of
Herodotus' histories, the hymn-like utterances of the chorus). But he also
recalls the "life of the Hellenic nation, their view of religion and life",
according to which the crowd is above the individual, a view showing itse If
already in the absence of portraiture, of the immortalization of the indivi-
dual in sculpture and painting —up to the age of Alexander the Great. This
idea of Boehm's he builds into his owmn reasoning, demonstrating that in
drama too portrayal is "typical”, rather than individual. At this point,

the researches of Winckelmann and Niebuhr, as well as Visconti's Icono-
graphia grecque, serve to support extensively his position. He analyzes
Aristotle's requirements, demonstrating, on the basis of the original text,
that he has no clear concept of "character”, as we understand it, because
l[fo>5 (ethos) blends that content with moralities. As for j(ftE«.KT*(charac-
ter), derived from the verb meaning "to engrave, to write letters”, it only
gained currency during the time of the Scholastics. The rules of Aristotle
expressly enjoin that a dramatic hero must not stand out by virtue of his
personal properties, he must be "equally balanced" (&/u-etAdj))- And sure
enough, we find no individualization in Greek drama; instead, they used a
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general concept of a particular principal quality as a substitute for it,
and they interpreted it philosophically. They distinguished neither genders
nor age; no tender emotions, no lifestyle, occupation, or nationality. "The
extreme point of general characterization" —that was as far as they got. A
comparison of Euripides' Electra and Shakespeare's Hamlet speaks for itself.

He reaches the high point of his treatise when he proceeds to discuss
the discrepancies of dramatic composition, in close connection with the
portrayal of poorly developed, typical and developed characters. In Greek
drama, e.g. in Oedipus, "the action springs not from Oedipus' character;
instead, Oedipus' character adjusts itself to fate". The action is impelled
forward not by human motives but by oracles, prophecies, the apparitions of
spirits, dreams and premonitions —all embodying destiny —and by affecting
turns of fortune. The simple structure and the small number of events are
lacking in "vital actions". The passive roles of intercessors, heralds, and
chorus are intimately bound up with the views held about destiny. The
development of Greek drama was fundamentally hindered by its dependence on
religion, morals, and customs —something that declares itself in the con-
temporary interpretation of "beauty". For example, a "beautiful death” means
dying decorously, in conformance with the demands of religion, —for
instance, by avenging oneself. And that is an added reason why it is mis-
leading to regard that which corresponds to the Hellenic rules as "ideal"
(Winckelmann, Schiller, Schlegel). In conformity with their om lives, it
is nobleness of character that primarily represents the ideal. That is s till
unknown anmong the Greeks. We find the explanation in their society. Ac-
cording to that, the individual is more a citizen, a member of a state,
rather than a "family man", that is, a private individual. Gust how dif-
ferent all that is from our present-day conception can be observed, for
instance, in the relationships between brothers and sisters, parents and
children, and marriage partners, where revenge, murder, and concubinage
betoken a fundamentally different type of "family feeling”. Women are in a
subordinate position, and there is no question of love of one's neighbour.
Conscience is weak —you need furies to support it. The dramatic subjects
are one-sided: gods, heroes —as featured in a typical manner. The three
unities signal theatrical imperfection; the recitation, the mask, the buskin
—these are all impediments to progress, all acting against vitality,
against the dramatic dénouement.

All of which goes to show that Greek drama must be considered as the
youth of drama, compared to which Christian drama is manhood, the age where
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"the enormous machine of art" already starts moving, "with its thousand
springs, devices, materials, and subjects". The latter is consequently
"deeper, more characteristic, changeable and intellectual® - and it is a big
mistake to set before it Hellenic art as an "eternal model”. >

Looking back on the two aesthetic treatises, we can observe that he
discusses the two topical questions —i.e. the task of contemporary graphic
arts and the more sophisticated demands of modern, Christian drama (more
sophisticated, that is, than those of Greek drama) —he discusses those two
guestions from the standpoint of his general art-theoretical system —a
system in the process of formation — into which he fits them and whose
arguments he uses to elucidate them. In other words, he differs fundamental-
ly —and in several ways —from contemporary Hungarian authors and their
aesthetic discussions. To begin with, he scrutinizes the particular problems
of particular genres and periods in the context of the entire art-historical
development and of the historical development providing the basis of the
former. That integrated approach is built on the relevant specialized
scholarly researches of the age, and it invokes the original sources (here,
for instance, the works of archeologists and experts on mythology specializ-
ing in antiquity, particularly those of Muller, Ottfried, and Overbecke). He
combines the lessons offered by specialized fields with a critical use of
artistic views (Lessing, Winckelmann, Schiller). But all these he applies
primarily by placing in the foreground the internal order of relationships
of the characteristics of the particular. For an accurate interpretation of
a work of art he uses the maximum possible amount of verifiable scientific
data concerning its age, idiom, and concept, but those he places at the
service of a primary examination of artistic quality.

His central aspiration is to use also the concrete analyses and contro-
versial questions to get nearer to a more accurate definition of the basic
concepts. He protests above all against the semantically and contentually
vaque term of "beauty”, making a remarkable attempt at defining the
"artistic", as a possible replacement,38 —first and foremost by clearly#
separating the reality outside the work and the reality within it and by
thinking through from several sides the individual and individualization.

4. The European "genealogy"™ of Henszlmann's theory of art

In his first major aesthetic treatises, as well as in the whole of his
theory of art, "organicity" can be regarded as a central element, a funda-
mental principle declaring itself in a diversity of meanings. It is precise-
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ly on the basis of its special diversity of meanings that we can trace his
theory's points of contact with, and dissimilarity from, the concepts of his
contemporaries and predecessors.

The most direct affinity is found to exist with the "organic theory" of
the Romantics. The comparison of the world to a living being, and then the
analogy of a work of art with a living organism, with plant life, —that is
something that we find right from Plato and Aristotle on in the thinkers of
the Italian Renaissance and subsequently in 17th-century England (Shafts-
bury, Newton). The parallel between the work of art and the organisms of
nature appears in Herder and Goethe as well. But it is in Coleridge and,
before him, in August Wilhelm Schlegel that we encounter the polarity of
"organic form" and "mechanical form" as a fully evolved aesthetic theory.
According to it, art, the process and result of creation are, by their very
nature, not mechanical but similar to the genesis and iorms of life of a
living organism. At its conception, the work in the artist's imagination is
an "embryo", a "seed" (Keim, Kern) that grows unconsciously and spontaneous-
ly, providing its own self-definition. Part of the essence of artistic crea-
tion is unity and inseparability ("Einheit und Unteilbarkeit"), the internal,
mutual conditioning of the whole and its parts ("durchgéangige Vollstandig-
keit und innere Wechselbestimmung des Ganzen und die Teile"). Material and
form interpenetrate in the work of art ("... Stoff und Form... bis zur
volligen Ununterscheidbarkeit gegenseitig durchdrungen haben").39

Even the first idea of the work arose in the artist's mind by the

latter placing itself in all of the former's relationships and circum-

stances as a spring acting and suffering in all parts of the work; and
as the idea gradually turns into a view, the artist also gets to know
the details more and more fully; those details he then extracts from
his imagination, applying them as parts of a whole to the object set

initially. u

It is worth taking a closer look at Henszimann's formulation. He does
not borrow phrases word for word or render German terms into Hungarian but
demonstrates, as it were, the psychological process. By reliving experiences
and on the basis of his own observation he separates, element by element,
the internal activities following each other in time or manifesting them-
selves simultaneously in differing qualities. He understands in a s till more
differentiated manner the meaning of the complex contents of the description
when he comments in Hungarian the German text quoted briefly: ™Den Stoff
durchdringen, mit demselben eins werden, ihn durchgeistigen, besselen'...
etc. could be rendered into Hungarian as follows: the artist should complete-
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ly penetrate his material, become one with it, put himself in it mentally...
During his activity, the artist should weld his individuality with his sub-
ject-matter as much as possible or develop it from the circumstances given
in the work."41 This is not a running commentary on his part, but an inter-
pretation —in accordance with his own system. In the given case we witness
the separation of the "subjective" and the "objective" sides of individuali-
zation, the process whereby things are made to become "characteristic".

And when he continues his train of thought, stating that it is "by
virtue of his approach” that the artist can impart a "new shape" to the
artistic raw material and subject-matter always received ready-made, and
that this approach "is a consequence of his age and subjective character”,
—adding that "the artist can only draw on the life surrounding him", —we
can obtain a picture of the multi-meaning organicity of his concept with all
its intertwinings. The psychological process of artistic creation, as con-
ceived in general, appears connected inseparably —according to a strict
objective necessity —with technical execution and its spatiotemporal —i.e.
historical —conditioning. Finally, it is in that system of relationships
that "characteristic-ness"”, which organizes elements into aesthetic quality,
is given its key role. It denotes a successful artistic individualization of
the material, the objectification of the character of the creative artist;
and, at the same time, the embodiment, to a smaller or larger degree, of his
omn age and milieu —i.e. the national character —in the character of the
creator, the work, and also the individualization.

Therefore the artist's "mode of approach” and the nature of the work
differ fundamentally depending on the differing climates and soils of the
particular periods and nations, similarly to plants growing up in different
terrestrial zones —as we find already in Herder. Also in conformity with
Herder's concept, when discussing the emergence of the special arts of the
particular nations, Henszlmann too takes into account the peculiar tradi-
tions, religions, customs, languages, and "time-spirits".42 S till, while in
Herder it takes the form of aesthetic relativism, in Henszlmann it fits into
a historical development order.

That historical development order includes, as components, all the
things that Winckelmann's researches had made common ground in art history
writing: art is one of the manifestations of the historical development of
mankind, and universal style changes together with the life of peoples,
reflecting the system of their mythologies, customs, and prohibitions.
Henszimann adopts the judgement and argumentation of Kunst der Altertums on
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the originality of Greek art, as opposed to the secondary, imitative works

of the Roman. 43

But he further expands the picture provided by Winckelmann,
chiefly in two directions. Firstly, the developmental process formulated
with regard to the Greeks and the Romans he extends to the other historical
periods, placing the "age of Christian art" at the centre. Secondly, he dif-
ferentiates in several ways the contents of "style", still treated by
Winckelmann as a total unity. He isolates the peculiar modes of manifesta-
tion of the particular branches of art. Here he makes use of Lessing's views
on the discrepancy between the respective modes of representation of paint-
ing and poetry —i.e. the spatial and the temporal mode of portrayal.44
Beyond that, he also pinpoints the place and defines the parameters of the
developmental transitions between the individual branches of art (e.g. those
of the relief, midway between architecture and sculpture); indeed, within
the particular branches of art too he names and describes the change, the
spacial artistic elements carrying quality. In this way, style appears,
within the universal development process, as the carrier of the character-
istics of the individual periods, nations, and creators. Here we can re-
cognize a vital use and further refinement —on the basis of individual ob-
servations and comparisons —of the experience of the authors of the travel
reports mentioned above —C. Rumohr, Waagen, and the "Berlin art experts”,
that is, Boehm's workshop. It is a school of developing one's artistic
sense, of equipping one with a conscious understanding of art —a school
that distinguishes, for instance, the particular stages of the perception
of the beauty of an object of art —as C. Rumohr puts it. At the lowest
level, it is merely the external qualities —for example, the sight of
colours, the alternation between darkness and light etc. —that captivate
the beholder. At a more advanced level, it is the regular relationships of
the lines and the forms, their proportions and harmony, which resembles
music, that are consciously perceived; and finally, a higher moral-intel-
lectual pleasure is afforded by the kind of symbolism of forms based on
nature, rather than intentionality.® The works and oeuvres thus observed
will be the subject of aesthetic judgement and a sequential historical
ordering, where the technical solutions, the application of certain forms,
the special individual features illustrate the vital mode of formation of
universal art history. At the same time, there are certain stylistical
features indicating where the work properly belongs historically.

When Henszlmann considers "all the life of all the arts" analogous
with "all the life of humanity”, he talks about three major categories of
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artistic portrayal, corresponding to three major historical periods. In the
ancient East we see the symbol (linguistic form), in ancient Greek art the
type, and in the art of the Christian era the character as the dominant
form of expression. That kind of division is parallel to Hegel's symbolic,
Classical, and Romantic stages, which he likewise considers to be the
characteristic forms of respectively the ancient East, the Greco-Roman age,
and the Middle Ages, with modern times also included. In another similarity,
both authors describe the three periods indicated as having first architec-
ture, then sculpture, and then painting, in that order, as the outstanding
branch of art. Hegel's system is echoed, too, in the linking of historical
discussion and aesthetic outlook and the historical treatment of the
particular aesthetic categories (genres, art forms, styles, modes of ex-
pression), the hierarchy of how they developed from each other. Yet, in
Henszimann, all that appears as an objective process. His reasoning, exposi-
tion, and argumentation are empirically, rather than philosophically, based.
The generation of art historians that started publishing their
principal works from the 1840s onwards was "under the powerful influence of
Hegel's aesthetic and historico-philosophical system”. - The members of that
generation were Henszlmann's most immediate colleagues and contemporaries.
For instance, Fr. Kugler and C. Schnaase,47 the authors of the first art-
historical manuals, summarize the previous experience in art history at the
same time as Henszlmann. They cast their net wide, trying to include in
their observations the entire known universal process, if possible, with
every branch of it (e.g. coins, engraved stones, and the miniatures of
manuscripts are also dealt with). Within that, they analyze the individual
works, and fit them into the whole of their system, as manifoldly as pos-
sible. In C. Schnaase's train of thought the philosophico-aesthetic
starting-point is still more pronounced. Starting from the general concepts
of beauty and art, from the ideas in the works, he sees a religious and
moral meaning in the particular works. Fr. Kugler, criticizing that theo-
retical starting-point, consciously counterposes to it his own inductive
view, in a programmatic effort to seek in the work itself the condition of
its omn existence. Henszlmann is near Fr. Kugler's concept, but in him
the historical and cultural-historical determinedness, on the one hand, and
the creative individual character of the work, on the other, appear as an
organic unity, with the two definitional of each other. C. Schnaase also
mentions "individual character”, as "Volksgeist”, and from the Middle Ages
forward he talks about the peculiar character of nations. But in Henszl-
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mann's system that national character is, at the same time, a necessary
carrier of individual expression as well, in a mutual dependence:

. hations occupy the same place in the community of peoples that the
individual holds in relation to his nation; moreover, the individual
becomes a person by the conmon forces and characteristics in him being
modified according to the possibilities and necessity: nationality is
determined no differently than the distinctive essence of the nation
by morals, customs, climate, local conditions etc. ... the objects
which are capable of fascinating the artist —prompting him to imbue
them with his spirit —are almost invariably and possibly exclusively
those that are of the kind with which and by which he.himself was
educated, which he saw before his eyes as he grew from a child into a
youth, and from a youth into an,adult, ... which were at work in him
due to constant contemplation.

In both art historian colleagues, the discussion of the relationship
of the various branches of art to each other features within the historical
development order; then, within the visual arts, they devote particular at-
tention to the Middle Ages, giving prominent treatment to the questions of
architecture, like Henszimann. The reason for that is, in a similar manner,
partly the same as that we see in Romanticism: recalling the Middle Ages
and also one's om national historical consciousness, the golden age of
one's own nation. On the other hand, architecture —and Gothicism in
particular —is the most perfect example and field of investigation where
the manifestation of artistic necessity is concerned. It is in architecture
that the principle of "functionality”, which also figures in C. Schnaase
("zZweckmassigkeit"), presents itself in the most direct way. In Henszlmann,
however, that "purposiveness" applies to all branches of art, to the special
artistic character in general.

Coming to this point, we see him as a menber of a narrower club among
his art historian colleagues —namely, that of Gothicism's passionate
researchers. He differs from the concepts of his predecessors and contempo-
raries —Matyas Roritzer, Sulpize Boisserée, Steiglitz, Hofstadt, Cockerell,
Billings, Popp, Griffiths, Cesarino, Kallenbach, and Heideloff —where he
believes that the reason for "artistic harmony" must be sought in laws more
deeply and more closely determined than they assumed.® On the one hand,
using the historical researches of Fr. Mertens and Thierry, he traces the
appearance and gradual evolution of Gothic architectural forms to the move-
ment and aspirations to independence of 12th-century French townson the
other hand, similarly to Viollet-le-Duc, he regards all construction ele-
ments from the pointed arch to the buttresses, from the ribs to the
gargoyles, as following from the functionality, the regular internal propor-
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tions of Gothic statics.* Thus Gothic architecture is a copybook example of
the principle that the reason for even the smallest ornament must be looked
for within the structure of the entire building. The point where Henszl-
mann's views differ from those of his contemporaries is where his theory of
proportions too differs from theirs. He particularly emphasizes that "every
single separate member" of a structure "is ... developed" from a certain
unit, as the standard. At the same time, he declares the principle of
"natural harmony" not only in relation to Gothicism, nor, indeed, only in
relation to architecture, but as something possessing general aesthetic
validity. The principle of "natural harmony" is "at once a mathematical and
organic principle" whose essence is this, that "we find the dominance of the
same principle wherever differing dimensions are united to create a conmnon
effect”

Accordingly, Henszlmann's conception on Gothicism and the theory of
proportions crowns, as it were, his theory of art, providing the quintes-
sence of the diversity of meanings of the notion of "organicity". Hence it
denotes the internal interdependence and functionality of the details of the
individual work, representing, at the same time, the organic formations of
the historical and developmental processes in both the particular details
and the work as a whole. Each carries a particular art-historical "result"
or "beginning”, from the standpoint of the satisfaction of practical needs,
as well as from that of technical solutions. Thus he is also akin to the
views of G Semper, who saw the conditioning of style in the determinedness
of the function performed. But Henszlmann extends it to all periods and
all domains of artistic endeavour, regarding it as valid to and qualitative-
ly determinative of every small detalil.

5. The place of Henszlmann's theory of art in the scholarship of his time

Henszlmann's aesthetics is essentially Romantic in nature. Defying the
rigid academic rules, he proclaims a return to nature, the freedom of the
artist, the creative superiority of originality, inspiration, individual
experience and passion to Classical tranquillity. Any object in nature can
be fit for artistic portrayal, the "ugly"” no less than the "beautiful"; the
important point is that it should be as far-removed from servile imitation
as possible, it should be pervaded as much as possible by the character of
the artist —while the creator should be imbued with his time and milieu,
the characteristics of his nation. He puts the works of "Christian art",
the architecture and painting of the Middle Ages, and modern drama above the
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models of ancient art. In all of those he praises the expression of the
national character, setting them as examples to the artists of the present
time. He urges that "they develop their omn character from themselves",
both in the sense of discovering the national past, of drawing on the
sources of popular poetry, and in the sense of relying on the creative
power of the personality, in the sense of a multifaceted portrayal of the
individual.

Yet, all these Romantic theses fit into the whole of a concept which,
wider than Romanticism, both differs from it and transcends it. On the one
hand, Henszlmann's ideal of art incorporates the above features —which are
identical with the aesthetics of Romanticism —in such a way that it
organically builds them into his concept of the developmental process of
art. Accordingly, the path of artistic expression leads through the stages
of the symbolic and the typical ("ideal") towards a steadily less abstract
portrayal which captures real life more and more thoroughly, manifoldly,
and dramatically, in a continually more individualized fashion. Thus he
tends to measure the art products of his own time against the requirements
of "life-likeness", rather than those of Romanticism, frequently invoking
the adjective "realist" and "realistic". He distinguishes this kind of
life-likeness from the "naturalistic", as a servile adherence to one's
model.

On the other hand, it is his way of approaching the theoretical ques-
tions of art that changes fundamentally compared to the aestheticians of
Romanticism. In Western Europe the Romantic movement is already over when
Henszlmann joins the circle of European experts dealing with art, to find
himself in the company of the foremost minds of the age.. Thus it is not in
themselves, but by virtue of their theoretical and practical application,
their integration into a systematic whole, that the above principles
acquire significance. Henszlmann is a member of a generation of European
scholars that participated in, and initiated, a decisive change in the his-
tory of learning.

Already in the development of the "Romantic view of nature" we see as
a "fundamental factor"” the change "... that took place in human thinking
when, at the turn of th 18th and 19th centuries, the mechanical-rationalist
view of nature, Newtonian in origin, gave way to a concept that treated
nature as an organism. The most systematic expression of that concept
—developed, in a sense, in terms of a polarity —is Schelling's natural
philosophy. The "organic theory" of Romanticism attests that not only
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his view of nature but also his "view of art" is opposed to the mechanical
school of thought. Nonetheless, that opposition®remains essentially within
the compass of art, marshalling experiences and subjective conviction in
place of arguments. In order that we may have arguments ready for use, the
first steps must be made towards treating art as an academic discipline in
its omn right. As the development of the human intellect, philosophy sys-
tematizes the concepts that aesthetics has used till now, Hegel creates a
synthesis of the concepts of art that have existed so far, with regard to
the art forms, the branches of art, and also the historical formation of
these. But there is still a gap to be filled, and, sure enough, in the
course of the 19th century —in the 1840s, in particular —there begins a
collecting of material on an enormous scale, which, by establishing uni-
versal art-historical collections and then museums, by an exact and factual
exploration of archeological finds and monuments, creates —for the first
time in the specialized field of art history —the preconditions for laying
the foundations of an independent academic discipline. In the given period
the "inventoriai® part of the work is still the dominant aspect. But even
that early stage is inseparable from a critical screening, the ascertaining
of the features of originality and the historical classification, which
gives prominence to the comparisons of art objects and also to emphasizing
the special criteria of the comparisons. The distinctive features of form,
the types, the features unique to particular artists are thus selected from
a host of examples —and in the process the criteria are defined that are
suitable for identifying the specificity (forms of vaulting, spatial types
in architecture; the changing of the subjects, the concept, the background
and grouping of pictures etc.).

Together with his colleagues,”6 Henszlmann too is engaged in this col-
lecting work, essentially positivist in nature. He utilizes and applies the
latest international results and, by exploring the material found in Hun-
gary, he contributes to those. He is responsible for bringing into wider use
or even creating numerous technical terms, especially in the technical
language of art history. S till, his fundamental and essentially independent-
ly undertaken aspiration is to try and find the dynamics of the development
of art - a "quest for the laws" - and the non-arbitrary modes.of "artistic
harmony". He considers the exactness of the natural sciences to be the
model, takino the view that "Art creates its work in the same way as nature
shapes her creatures —that is, with an organ%c necessity." S7 Nonetheless,
he takes great care to distinguish this, the organic necessity of "art" from
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the world of non-art —i.e. nature, the object chose as subject-matter,
direct empirical reality. He puts the artist's "transformation, transmuta-
tion" of all those at the centre, and now within that he tries to identify
the special rules of that transformation, in accordance with the artist's
concept, presentation and devices. Thus he not only counterposes the theses
of Romanticism to the mechanical-academic canon, but also creates different,
new, "artlike" basic concepts in the definition of the "characteristic,
vital and purposive". Like his specialized colleagues, he too strictly
eschews all speculative, philosophically conceived principles. "It is
necessary... to study the particular works of various periods and peoples,
comparing them with one another and investigating the causes and circum-
stances of their origin, and so to rise to the laws under whose fiat those
works were created"58 —that is how he formulates the basis of his empiri-
cal, experimental method.

On that basis, in contrast to his colleagues, he identifies the special
"organic necessity" of art not only within the "organism" of the work of
art, but —inseparably from this —also within the organism of the psycho-
logical process creating the work of art and within the organism of the
historical process determining the artistic heritage, the technical and
material conditions. Thus, beyond the Romantic school of thought, the unity
of the work of art is, in him, not "geheimnisvollere Einheit"; instead,
he aims at a professional knowledge of it. Especially in the first half of
his career, his activity is a modern and vital active force. From the 1960s
onwards, he falls into the error —not unknown in other contemporaries of
his —of adjusting his discoveries to his favourite theses, rather than the
other way round. He, a vehement critic of academism, was to become an
exponent of normative aesthetics.@ Even so, that rigidity is, throughout
his life, countervailed by his practice of giving priority to his experi-
ences of art over theoretical concepts.

Notes

AChronologically, the graveside speech and the obituary (by respective-
ly Zsolt Bedthy and Pal Gyulai) slide over the question with rhetorical
phrases. ("You have often led us ... along the paths where we and our suc-
cessors quest for the hidden laws of the fine arts"; he charted "new direc-
tions" "in aesthetic literature”.) Cf. Bedthy, Zsolt: Speech at the funeral
of I.H., on behalf of the University, on December 7, 1888, archive of
manuscripts of the Hungarian Academy of Sciences, bequest of Laszl6 Négyesy;
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Gyulai, Pal: Obituary of I. H. in the Kisfaludy Society, on December 19,
1888. The first major study on Henszlmann was written by Regina Korach

(H. 1. mi(ivészeti elmélete) (The Art Theory of |I. H.), Budapest, 1902). At
some points, she positively denies that H. had a systematic theory of art,
while at others, rather self-contradictorily, she reckons with the presence
of such a theory. Cf. "We do not find in his papers, either, a coherent,
consistent, systematic whole of principles and views, and only if we read
them carefully do the leading ideas, as it were, become distinct —the ideas
around which the less important ones tend to crystallize" (op. cit. 9). "He
does not aim, then, at writing a systematic aesthetics —nowhere, in general,
does he seek to set up a theory; instead, he gives only practical guidance,
abstracting truths from the phenomena of the flowering of the artsT" (op.

cit. 9); "... although.he often denies it, he nevertheless wants to consider
these (the things of art) theoretically as well" (op. cit. 10). Elsewhere:
"To learn more about his theory of art..." (op. cit. 9). (ltalics added —
K. Sz))

Janos Kelecsényi puts the following question: "Are these new ideas? No,
they had already been ripened by contemporary German art philosophy." But
"he examines critically the most acceptable results, arranging them in a
sober eclectic manner." At the same time, he chooses the following title for
the second chapter of his paper. The theory of artistic development. Within
that, after an interpretation of the theory of development, he expresses the
view that "This theory ... is a bit weak"”. He cites chiefly Fechner's "Vor-
schule der Aesthetik", Bernat Alexander, and "Die Anfange der Kunst" by
Grosse, as the "different methods" "of today". On the other hand, he also
states that "Modern aesthetics endorses H.'s theory of development" —and
here he refers to Waernemann, Ruskin, and R Hamann, compared to whom
Henszlmann gives something more, too, in that he writes about "the tasks
nearer home", giving them prominent treatment. Finally, however, in contrast
with all these, he comes up with the following very firm assessment: "In
the middle of the 19th century, a Hungarian thinker constructs his system
from his own studies in the theory of art, giving expression to the art-
philosophical views of the whole century." "The protagonist of the Romantic
direction ... proclaims the main principles of Romanticism: its individual,
national, and popular principle, thereby opening up a new era in Hungarian
art theory." "The first Hungarian philosopher of art and the art philosopher
of Hungarian Romanticism." (Kelecsényi, Janos: H. |. esthetikdja /The
Aesthetics of |I. H./, Athenaeum, Philosofiai és &llamtudomanyi folydirat
/Athenaeum, Philosophical and political science journal/, vol. 19, no. 2 of
1910, 8>-132. Quoted passages: 84-94; 1004102, 130-132).

In this respect, Béla Janosi and Arpad Schauschek do not bring anything
new to the judgements. (Janosi, Béla: H. |I. és Erdélyi Janos aesthetikai
elmélete /The Aesthetic Theorv of |I. H. and Janos Erdélyi/, Budapest. Szle
1914. 139. 26-65; Schauschek, Arpad: Henszlmann Imre. Annual of the Kisfalu-
dy Society. Budapest (1918) 151—213).

In the summary of the companion of literary history, Antal Weber does
not discuss this question (op. cit. Ill. 664—667).

OZédOI‘, Anna: Henszlmann Imre emlékezete (The Memory of Imre Henszl-
mann). Magyar Tudomény (Hungarian Scholarship), 1964/2. 63-68; 67.

"The more recent researches on Henszlmann —investigations with an art-
historical starting-point —were initiated by Anna Z&dor (cf. op. cit.; H.
I. épitészetelmelete és a "gotizalas" kialakulasa /1. H.'s Theory of Archi-
tecture and the Development of "Gothicizing"/, Az Epités- és Kozlekedéstud.
I. Kozi. /Bulletin of the Scientific Institute of Construction and Communi-
cations/, 1966(2) 207-228; H. und die Theorie der Neugotik, Sbornik Néarod-
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niho Muzea v Prazey 1967(4/3) 319-323). Of her students, Arpad Timéar wrote
his diploma thesis*about Henszlmann's activity as an art critic (1960-
manuscript). He has been conducting his researches in this field ever since.
Ermné Marosi, first in his diploma thesis (A goétikus stiluskorszak szemlé-
lete a magyar mivészettorténeti szakirodalomban /The Gothic Period, as
Viewed in the Hungarian Art-Historical Literature/, 1965, manuscript), and
then in his doctoral dissertation (A kassai Szt. Erzsébet templom k&zépkori
épitéstorténetének kérdései /Questions of the Medieval Construction History
of Kassa's St. Elizabeth's Church/, 1969, manuscript), put the figure of
Henszimann at the centre, as it were, especially as regards the evaluation
of the monograph on the history of the Cathedral of Kassa. His publications:
Das romantische Zeitalter der ungarischen Kunstgeschichtsschreibung, Anna-
les Univ. Scient. Budapest, de Rol. E6t. nominatae, 1965 (43—8); Tanulmé-
nyok a kassai Szent Erzsébet templom kdzépkori épitéstorténetéhez (Studies
on the Medieval Construction History of Kassa's St. Elizabeth's Church),
[—I1. Mdv. tort. i. Ert. (Bulletin of the Institute of Art History),
1969/1, 1971/4. On the part of the QW (National Inspectorate of Monuments)
Dr. Béla Borsos deals with Henszlmann's work (cf. Magyar Mlemlékvédelem
/Protection of Monuments in Hungary/ 1967-68, |—l. 1872—1880; 1880—1888;
—Akadémiai Kiadd, 1970). In his thesis for the candidate's degree, centred
on Hungarian Romantic architecture, Dénes Komarik raises some questions
relevant to Henszimann's theory of art. In addition to the written works of
those enumerated, Lilia Henszlmann has given valuable assistance through
verbal communication, which has proved crucial and most informative on all
points, and which | take this opportunity to thank her for.

NSzéles, Klara: H. |I. mivészettorténeti el6adasai kritikatdorténeti
szemszOgbdl (The Art-Historical Lectures of I. H., from the Standpoint of
the History of Criticism) (I—VI. Hectographed manuscript, Library of the
Museum of Fine Arts) (manuscript).

ACf.: "He devoted a great deal of attention at that time" (1840s) "to
the history of art too, and the result of his studies he wanted to lay
before the Hungarian public in a comprehensive work, which, covering
material up to the time of Alexander the Great, is in manuscript, bearing
the title 'The History of Old Art'"™ —that is what we can read in Szinnyei
(7091). Eré Marosi discovered this in the bequest in Kassa: "There is,
among his manuscripts, ... a fragment of a comprehensive German-language
work on the history of painting, which he calls Boehmia." He adds: "This
is probably what Imre Vachot, who lived in the same house as H. in those
days, referred to in a letter he wrote to Erdélyi in 1840. In it he mentions
that H., together with Boehm, is writing a major work on the history of art,
based on the Belvedere and Boehm's private collection." (Erndé Marosi: A
gotikus stiluskorszak szemlélete... 1963. 8; The quoted letter: The cor-
respondence of J. E. |. 93).

Henszlmann himself, in his introduction to "Parhuzam" (1841), writes
that his present work is a protest, a "negative path", a first step to make
sure that "the French general and superficial views" do not spread. For the
next step he proposes art history itself, the heeding of the lessons it has
to offer, and finally he puts forward his concrete proposals on present-day
graphics. (Cf. Péarhuzam. Preface. |-V Il). Following that, in 1846 —the
year of the famous itinerary congress of Kassa, the year when the idea of
protecting monuments was o fficially raised and when the first monograph
(first in Hungarian architectural history too) on the Cathedral of Kassa
appeared —Henszlmann's lecture "A hellen tragoedia" is published in the
annual of the Kisfaludy Society (amongst the events of 1843-1845). In it,
for an introduction, as it were, he sketches out the concept of an entire
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art-historical and also art-theoretical development. For instance, with re-
gard to the order and laws of the arts he names three "laws", the first of
which applies to the visual arts and the developmental principle of their
history. Thus it can be assumed that his attention is engaged - what is
more, it is permanently engaged - by the history of art. In his other, later
writings the constant presence of this leading idea is still more evident.
(See A mivészet fejlédésének térvényei /The Laws of the Development of Art/,
1864-65; A kozépkori épitészet /Medieval Architecture/, lecture at the Hun-
garian Academy of Sciences, no date; Tanulmanyok a gothok miivészeterdl
/Studies on the Art of the Goths/. Inaugural lecture, January 12, 1874; Ta-
nulméanyok a kézépkori roman épitészeti chronologia kdrébdl /Studies in the
Chronology of Medieval Romanesque Architecture/, etc., finally: his universi-
ty lectures on art history, referred to above (from 1873; Egypt — Dutch
painting); The Development of the Visual Arts, 1883).

60p. cit. Annual of the Kisfaludy Society, 1846 (1843—1845) 125-126.
(The length of the whole treatise: 125-428).

M few characteristic directions of his multifaceted activity (under
poin)t B | give a detailed bibliography on his work as a critic in the for-
ties) :

a) After completing his medical studies in Pest, Vienna, and Padua
(1837, Padua); after a long trip to Italy and an extended stay in Vienna
(from autumn 1838 to spring 1841: where he also learns Hungarian from Imre
Vachot, he writes, after his drama Brutus und die Tarquinier, Parhuzam) —
in 1841 he moves to Pest and publishes his book.

b) From 1841 he is an associate member of the Hungarian Academy of Sci-
ences (gains distinction by his work in archeology and art history).

c) From 1843 he is a member of the Kisfaludy Society (studies in
dramaturgy).

d) From 1843 he publishes and edits the journal Vierteljahrsschrift aus
und far Ungarn in Leipzig.

e) From 1846 he conducts excavations (Pauline monastery of Buda). In the
same year he publishes his first Hungarian-language monograph on art history
called The Gothic Churches of the Towmn of Kassa. Already previously he had
raised the question of protecting monuments on a national scale (1845, P.
H.); now he raises it officially as well (Itinerary Congress of Hungarian
Phisicians and Natural Scientists Kassa.)

f) In addition to his influential Parhuzam, "his art critiques which,
published at frequent intervals, were veritable treatises in their owmn
right, made him an authoritative factor of the intellectual life of his
time, someone known for his rigorous standards". (Zador, Anna: op. cit. 66).

g) Crowning all these is Magyar Szépirodalmi Szemle (Hungarian Literary
Review) (1847), which he edited jointly with Janos Erdélyi, as well as his
influential critical essays on literature.

oMarosi, Erné: op. cit. 15.

QCf. Sore Remarks Explanatory of a Series of Drawing lllustrative of the
alleged Discovery of the Constructional Laws of Medieval Church Architec-
ture —Read at an Intermediate Ordinary General Meeting of the Royal Insti-
tute of British Architects, December 6, 1852 by Dr. Henszimann. Presented
by Zador, Anna: H. |. épitészelmélete és a "gotizalas" kialakulasa, loc.
cit. appendix 218-—228. Théorie des proportions dans l'architecture
Egyptienne, Dorique et du moyen &ge. Paris. 1860. A detailed description of
his theory of proportions: Zador, Anna op. cit.; Marosi, Ermé: op. cit.
17—22. In the same place, on the contacts between |I. H. and Viollet-le-Duc
and his circle. We can also compare this with the daily observations of
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contemporaries on Henszlmann's assiduous activities in exile (see Degré,
Alajos: Visszaemlékezéseim /My Recollections/, 1883(11)211).

10Az Akadémia palotajanak torténete (The History of the Palace of the
Academy), 1862. (Archiv of manuscripts of the Hungarian Academy of Sciences)
For the debates surrounding his return home and the architectural designs
see, furthermore, the bequest of Kassa (verbal communication by Erné Maro-
si) . His continuous work in his native Hungary is interrupted by such
foreign trips and commissions as, for instance, the trip to Constantinople
and Athens in 1862, with Ferenc Kubinyi Sr. and Arnold Ipolyi, or his at-
tendance —on behalf of the Hungarian Academy of Sciences —of the Paris
Art Exhibition of 1867.

A"As in the preceding, here too the bibliography we give is obviously
incomplete; we merely outline or try to give an idea of the main acitivities

12A mlivészet torténete (The History of Art) I-VIl is identical with the
above-mentioned hectographed manuscript, with careful notes by his students,
on the basis of his lectures. (Library of the Museum of Fine Arts, no. 2273)

AThe exact titles and bibliographical data of his theoretical studies:
A mivészet fejlédésének tdrvényei 1864-65. (The Laws of the Development of
Art 1864-65.) Works of I. Henszlmann IX (358—359; Id. 1865. X 296—298);
A kozépkori épitészet (Medieval Architecture), Budapest, no date, 1~0;
A képzémivészetek fejl6dése (The Development of the Visual Arts), Annual of
the Kisfaludy Society. U. F. XX (1884-85), 113; id. in book form, with the
obituary by P&l Gyulai: Budapest, Franklin, 1906.

14Cf. eg. Magyarorszag O-keresztény, roman és atmeneti styld miemlékei-
nek rovid ismertetése (A Brief Review of Hungary's Old Christian, Roman-
esque, and Trahsitional-Style Monuments), Budapest, 1876; Magyarorszag goth-
stylii mlemlékei (Hungary's Gothic Monuments), Budapest, 1880, etc. —Or in
his smaller studies: Kis-bényei roman izlésld templomnak leirdsa (A Descrip-
tion of the Romanesque Church at Kis-Bénye), 1862; A bél-harom-kuti, mas-
képp apéatfalvi egyhdznak aranyai (The Proportions of the Church at Bél-
Harom-Kat, Otherwise Known as Apatfalva), 1866, etc.

AAn example taken at random —though a central one, to be sure —is
the raising and the solution of the questions connected with the Cathedral
of Kassa. According to the art historian, H's book (1846) "did not solve
—indeed, it did not even raise in a clear-cut fashion —the problems of
construction history: by its normative approach it inherently aligned it -
self with a phase in the history of scholarship that was, by then, already
on the decline.'1"The building received its first blow when, in 1846, under
Bishop Ignac Fabry, on the basis of the designs of Karoly Gerster and the
advice of 1. H., the first ‘'restoration' of it was commenced”; "... the
brandnew forms and the altered general aspect reflected the Romantic re-
storers' ideas of Gothicism, rather than the original aspect of the church.”
(Marosi, Ern6: A kassai Szent Erzsébet templom kdzépkori épitéstorténetének
kérdései /Questions of the Medieval Construction History of Kassa's St.
Elizabeth's Church/; doctoral dissertation, manuscript, 4, 12. Italics
mine: K. Sz.)

H |. 1 tagnak az épitészek' angol kir. intézetében targyalt folfe-
dezésér6l a' kozépkori egyhaz épitészeti elv koril... (On the Discovery of
I.H., discussed in the Royal Institute of British Architects, about the
Principle of Medieval Church Architecture...) Antal Tasner's report, M Ak
Ert. (Hungarian Academy Bulletin) vol. XIIl. no. 2. 1833. 45-53. —Presented
by zZ&ador, Anna: op. cit. 219.T

17Cf. Zé&dor, Anna: H. |. épitészelmélete és a "gdétizalas" kialakulasa...
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®For example, in Parhuzam he talks about "The relative strict connec-
tion between the vital, the characteristic, and the purposive”, emphasizing
that "... there exists a strict organic relationship between the three
artistic concepts”. "It would be an unsuccessful and also harmful endeavour
to try and separate those from each other in an excessively theoretical
manner (8); he defines style, in the case of particular masters, as "the
final result of his whole beinp and thinking... in other words, of all his
physical and psychological qualities acting together" (20); "In the living
organism there is always and ceaselessly the untiring, mutually modifying
agent of the interplay between the active parts". From A hellen tragoedia
(1843): "The arts must be considered in their relationship with each other
as life's works." (loc. cit. 128). He analyzes the way in which Greek
mythology, life, and art are inbued with each other and are born of each
other —invoking the examples of Egyptian and Indian culture, which, though
different in character, display similar internal organic relationships (147).
This is how he begins A mlivészet fejlédésének torvényei (The Laws of the
Development of Art) (1864—63): "Art creates its work in the same way as
nature shapes her creatures —that is to say, with an organic necessity"
etc.( loc. cit. 358). Finally, A képz6mivészetek fejl6dése (The Development
of the Visual Arts) (1883), while giving a universal evolutionary historical
picture, sees, within that, the relationship between the work and the
artist, for instance, like this: "By concept we mean the birth and the
development of the work within the artist. After the image of the object
has, as it were, flashed into his mind, it is necessary... for him to shape
it inwadly to bring it closer and closer to its definitive form" (37);
"... the logical and organic style" figures as a qualitative stage, as a
yardstick (73—4). Amongst the special tasks of art he mentions "organicity"
("lex organisationis") in the first place (99—01) etc.

ACf. A hellen tragoedia, 1843. loc. cit. 147.
27Cf. A mlivészet torténete (The History of Art) 1/1-458; 111/140 etc.

2Lt Generation: Poetry: Music: The graphic arts:
first epic poetry rhythm architecture
second lyric poetry melody sculpture
third dramaturgy harmony painting

(A mlvészet fejl6désének torvényei /The Laws of the Development of
Art/, the seventh law, loc. cit. 358).

22Cf. ibid, law no. 8.

o*7

Cf. A mulveészet fejlédésének torvényei is completed, in the second
lecture (1865). with the section entitled Az épitészet atalan tekintve (A
General View of Architecture). By the same token, it is no accident that he
chooses A kdzépkori épitészet (Medieval Architecture) for the subject of a
long treatise (meeting of the Hungarian Academy of Sciences), and Gothi-
cizing, as well as the investigation of the secrets of the theory of propor-
tions, as the central preoccupation of his whole life.

2"A mulivészet torténete 1/5; 1/99—100; 1/103; 1/80; 1/63; 1/76.

25"Sign" "is a manifestation, a figure in the visual arts by which we
wish to excite attention through the senses". Between symbol and the thing
denoted there exists a definite relationship, whether on the basis of con-
vention or by virtue of resemblance. (E.g. the scarab of the Egyptians is a
symbol of the world.) The "typical concept" is where "looking at the
various individuals within the species we create a conceptual figure, as it
were, one, moreover, that is abstracted from the former". (A képzémlivésze-
tek fejlédése, 78, 940; 17-18).
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26 and 26an rnlivészet tdrténete V. The Italian school 17, 18, 20-21,
48-49. (Iltalics mine: K Sz.)

27 and 27ap képzé6rnivészetek fejl6dése, 132-133, 97-98, 9-10; 132-133,
140-141.

280p. cit. 97-122, 122-133, 131-144, 143-144.

29Henszlmann, Imre: Parhuzam az 6- és ujkori mivészeti nézetek és neve-
lések kodzt kulonos tekintettel a mdvészeti fejlédésre Magyarorszagon
(Parallel between the Ancient and Modern Artistic Views and Educations, with
Especial Regard to the Development of Art in Hungary), 1841. 5.

38Die Horen, 1797. no. 7, 137.

N Henszlmann, Emerich: Daniel Joseph Boehm, Oesterreichische Rewue
1866. 1/110—4227. We can find, for instance, the example of Masaccio, who
recorded with lightning speed the movement in the streets and the example of
Rembrandt, who portrayed the elephant as having several trunks, to suggest
movement. Apart from here, the examples are also used in Parhuzam.

m Parhuzam, 17. 8.

330p. cit. 33, 57, 59.
340p. cit. 60, 67, 75.
350p. cit. 110, 111, 112
360p. cit. 75, 39.

37See: Schiller: A kérus felhasznaldsa a tragédiaban. Véalogatott esztéti-
kai irdsok. (The Use of the Chorus in the Tragedy. Selected Aesthetic
Writings.) 378. A hellen tragoedia, Annual of the Kisfaludy Society (1846)
1843-1845. (125428), 125, 147, 162-167, 186, 308, 350, 377, 388, 396, 413,
420, 426.

37a0p. cit. ibid.
38Parhuzam, 114-132, 82.

3QSchIegeI, A.W.: Uber dramatische Kunst und Literatur. Heidelberg,
1917. 111.; Sammtliche Werke, VI1Il. 122; XIl. 187; Vorlesungen uber Schone
Literature und Kunst, Stuttgart, 1884. |. 49-50.

48Parhuzam, 82.

410p. cit., ibid.

42Herder: Von deutschen Art und Kunst, 1773. Samtliche Werke V. 217—218.
43Winckelmann, J. J.: op. cit. 191197, 248-278.

44Lessing, G E.: Laokoon, 1963. 46.

Aﬁzumohr, C.: ltalienische Forschungen, 1827. |. 138-144.
Marosi, E.: Introduction to an Anthology (manuscript), 93.

47Kugler, Fr.: Handbuch der Kunstgeschichte, Stuttgart, 1842. Geschichte
der Baukunst, 1-5; Schnaase, C.: Geschichte der bildenden Kinste 1—. Diussel-
dorf, 1865.8

48Kugler, Fr.: op. cit., introduction.
49Pélrhuzam 11.

50Cf. Sore Remarks Explanatory... loc. cit. The Nuremberg architect
Matyads Roritzer: Von der Fialengerechtigkeit; Boisserée, S.: Geschichte und
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Beschreibung des Dors von Kdéln, 183; Stieglitz, Chr. Ludwig: Von altdeutscher
Baukunst, Leipzig, 1820; Hoffstadt, Fr.: Gotisches ABC Buch, 1840; Cockerell,
Ch. R.: Ancient Sculpture in Lincoln (?) Cathedral, 1848; Billings, R.W.
Attempt to define the geometric proportions of Gothic Architecture, 1840;
Pope, Juste and Buleau, Th.: Les trois &ges de l'architecture gothique,

1841; G riffith, W.P.: Ancient Gothic churches, their proportions and chro-
matics, 1847—4832; Cesarino, C.: Di Lucia Vitruvio Pollione de Architettura,
1321; Kallenbach, G.: Chronologie der deutschen mittelalterlichen Baukunst,
1844—46; Heideloff, Karl: Nirnberger Baudenkmale, 1837.

N Henszlmann, |.: A kozépkori épitészet 12—18.

52VioIIet-Ie-Duc: Dictionnaire Raisonné, 1854—1868. Entry: "Architec-
ture"”.

N Henszlmann, |.: Some Remarks... loc. cit. 222. On the evaluation of
Henszlmann's theory of proportions: Marosi, E.: A gotikus stiluskorszak
szemlélete... manuscript, 17—20.

rSemper, G.: Die vier Elemente der Baukunst, Braunschweig, 1851.

N Horvath,, K.: A romantika természetszemlélete (Romanticism's View of
Nature), manuscript 1. (Soviet-Hungarian volume on Romanticism). According
to the researches of K. H., the claim here formulated is corroborated,
amongst others, by Willey, Basil: The Eighteenth Century Background. London,
1946; Korff, H. A.: Geist der Goethezeit. T. 2 and 3; Beach, Joseph Barren:
The Concept of Nature in Nineteenth Century English Poetry. New York, 1966;
Knittenmeyer, Heinrich: Schelling und die romantische Schul. Minchen, 1929.

59We have to think primarily of the other two members of the "great
triad", namely, Floris Romer and Arnold Ipolyi —and the honorary fourth,
Ferenc Pulszky.

N Henszlmann, |.: A mivészet fejl6désének torvényei, loc. cit. law
no. 1._

5f|Op. cit. Az épitészet altalan tekintve. Law no. 10.

598ch|ege|, A.W.: Uber dramatische Kunst und Literatur Il. 97.

60See the questions associated with the Cathedral of Kassa, and finally
the solution of the restoration —note 15.
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THE BEST HUNGARIAN NOVEL OF THE INTER-WAR PERIOD

(DEZSO KOSZTOLANYI: EDES ANNA /SWEET ANNA/)
GABRIELLA HIMA

Debrecen

The generation "which, born between 1880 and 1890, suddenly entered
the scene in 1910, in literature, art, academic endeavour, will —though we
do not know yet —be called 'the great generation' by those viewing history
from a sufficient distance", predicted Kosztolanyi back in 1922, in a
journalistic writing of his. "Not only people, but periods too have some-
thing to say. Sore periods arrive laden with new feelings and disquieting
thoughts and need a whole camp, an entire army of distinguished individuals
to unburden themselves and to drive home what they are really about. At
such times, talents come in groups. One complements, explains, stimulates
the other."*

Kosztolanyi himself is a member of the family of this "great genera-
tion". He was born in the same decade as such world celbrities as Stravinsky
and Barték, Picasso and Braque, Joyce and Kafka, Le Corbusier and Gropius,
and in the same year — 1885 —as Georg Lukacs, Khlebnikov and Tatlin. Kosz-
tolanyi is not just a contemporary of those enumerated; —his oeuvre too is
worthy of theirs.

Kosztolanyi the poet and prose-writer is an absolute and authentic
example of natural "bilinguality” rarely to be met with in world literature.
Verse and prose are equally his mother tongue; his short stories and novels
are genuine epic works, —an exceptional quality that makes him, as a poet,
unique in Hungarian literature —and probably not only there. Roman Jakobson,
the renowned structuralist linguist proficient in about a dozen languages,
mentions Pushkin and Macha, Lermontov and Heine, Pasternak and Mallarmé as
the most successful exponents of this sort of "bilinguality"”; yet, in their
prose, for all the admiration he has for the all but perfect mastery they
have of their acquired idiom, he nevertheless does detect some "quaint
overtone" in the accent. No such "overtones" can be felt in Kosztolanyi's
prose.

From 1908 —the year he started out as a poet —right until his death
in 1936, Dezs6 Kosztolanyi created a whole string of verses, short stories,

Akadémiai Kiadd, Budapest
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critiques, sketched, and essays, which belonged —and s till belong —to the
best of the Hungarian literature of his age. However, the novels hallmarking
the middle phase of his career (one short novel and four novels, all of them
written between 1920 and 1926) stand solitary, without antecederits and fol-
lowt-ups,within the oeuvre. At the same time, these four novels vie with the
best achievements of the par excellence novelists of the age —indeed, Edes
Anna (1926), chronologically the last to be written, even surpasses them. In
the monographic literature in Hungary | am probably not alone with the
opinion that this work is the best Hungarian novel of the inter-war period.

In the more than six decades that have elapsed since it was written,
Edes Anna has proved to be the author's most contradictorily evaluated work
and the one too that has been interpreted in the most extreme terms. Its
assessment is virtually an index of the evaluations of Kosztolanyi, given
that it is as much at the mercy of the prevailing trends of the moment as
the writer's controversial ideological utterances. Already in 1926, the year
it was published, it was perceived to be an act of political position-
taking, which, depending on the readers' party affiliations, was greeted
with loud acclaim or suspicious reservation. It brought a thaw in the fros-
ty relations between Kosztolanyi and the émigrés, while rendering the al-
ready precarious "alliance" between the régime and the writer still more un-
certain. Today too the contradictions and difficulties around the inter-
pretation of the novel continue to stem from two sources. First, there is
the point of view one adopts when reading the work —whether one absorbs it
from a political-sociological, a psychological or some other standpoint. The
second source is the fact that, for the sake of his choice of subject-
matter, the writer seems to have given up the essential principle of shaping
a novel that he had used in his second and third novels, reverting instead
to the genre form he had experimentally developed in his first novel (Nero),
i.e. the parable. Yet, while Nero evokes the events and trials of the stor-
my period that had just ended —the First World War, and the revolutions
and counterrevolutions following it —emblematically, by way of historical
analogy, in Edes Anna the topical subject-matter appears without recourse
to any analogy, in its bald reality —as though the artist, averse to
engaging in politics, had deliberately forced himself to depart from his
omn habit of intelligence as a novelist only because he felt that the ac-
tions and destiny of his heroine allowed —and indeed, impelled him to
present the essence of the given historical-social situation.

The palpable argument of the sociologically-politically inspired inter-
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pretations is the master-servant relationship placed right at the centre of
the plot —a relationship which, in the period after the collapse of the
Commune, seems especially problematic, and which breaks up with the
servant's murderous action, here killing of her masters. For this reason,
some declare Edes Anna to be not simply a social novel, but one of class
struggle almost. Similarly to one of the characters in the novel, portrayed
with strong reservation and irony, SzilArd Druma —an eternal typifyer of
the narrow-minded philistine — they link the murder with the historical-
political situation, assuming a direct causal relationship between them.2
Others, however, deny not only that relationship, but also the social nature
of the conflict® —similarly to the writer, who declares that "there is no
social conclusion, there is only humanity".” That statement —made in reply
to critical acclaim from the left, which he nevertheless considered to have
missed the point —is absolutely in keeping with his own philosophy, ac-
cording to which the suffering of mankind is not due to one person or class
oppressing and exploiting the other, as the ideologues of communism claim.
The cause of suffering, in his veiw, is much more the fact that man is born
free, and even if poverty falls to his lot, nobody can deprive him with
impunity of his elementary right to freedom and happiness. The writer's
opinion, of course, is just one of many, nor does it deserve a special place
in the fabric of judgements relating to the work. All that being said, we
shall see in the course of the analysis that those who regard the social
problem complex in the novel as an accidental frame are nearer the truth
than those who see in it the essence of the work's message.

There are quite a few analysts too who, as with the earlier ones, in
this novel as well seem to detect a type of Freudism, since here too the
tension that builds up explodes in an unexpected, fatal action. To be sure,
Kosztolanyi does build the clichés of the psychological novel, considered to
be dominant all over Europe in the 1910s and '20s, into all five novels, and
the plot too he ostensibly directs in every instance according to the tested
scheme. S till, analysts who try to prove the application of the Freudian
scheme are nevertheless perplexed by the manner in which the murder takes
place because, unable to track the changes happening in the psyche, they
feel the final action to be a surprising and irrational twist. The old
debate about the motivation or otherwise of the action has essentially been
decided,” —yet, characteristically, those claiming that the action was
adequately motivated take their arguments not from-the work itself; instead,
it is on the basis of their omn life-experience that they qualify as
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unbearable the all but improbable physical and psychic overstraining that
even in itself justifies the final action. That is, while one camp sees in
the deliberate lack of motivation the writer's subjectivity and refuses to
accept the resulting action as psychologically authentic,6 the other camp
only feels, but does not entirely comprehend the necessity of the hero's
reaction, and, instead of arguments, they use persuasion in their endeavour
to gain acceptance for the idea that the action is well-motivated.® As the
poetic signals present in the work escape both parties, they naturally also
fail to notice that the principal heroine is not a character shaped by means
of traditional psychological portrayal, and that the murder, when it takes
place, is meant to serve not so much a psychological authenticity, but
rather the showing up of the truth of life. In other words, the plotting of
the story of Edes Anna does not, in fact, conform to the rules of the
traditional social-psychological novel. The transformation of the personali-
ty, which was an organizing principle of the plots of the earlier novels as
well, here too functions as the main principle of construction, —with the
difference that here the process of change happens in layers where it cannot
be traced with the traditional psychographical method; therefore the signals
referring to this are made by means of a different sign-system, previously
less frequently used in Hungarian literature.

The function of preparation in the structure

As in Kosztolanyi's novels in general, the time of the beginning of
the action is here too stated exactly: five o'clock in the afternoon, July
31st, 1919. This is the time when the aeroplane of Béla Kun (President of
the Republic of Councils, which had been toppled on that day) rises into
the air, to take the proletarian leader out of the country —the man who,
with pockets bulging with cakes from Budapest's posh 'Gerbaud' tea-room
and his arms scarcely able to hold their burden of stolen art treasures,
leaves the city, bidding an ignominious farewell to the burghers of Buda,
gazing after him. The narrative voice stylized to suit the mentality of the
average citizen recounts the events in a dry, matter-of-fact manner,
imitating the authentic position of the eyewitness, indeed, furnishing in-
controvertible proof of the "it-happened-exactly-so" of the events —a gold
chain drops from the aeroplane right in the middle of the Vérmezd park, in
front of the feet of a respectable, trustworthy citizen, an honest taxpayer
who is also named -, while what he illustrates is really the mechanism of
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how legends and gossip-like rumours arise. The irresistible humour of the
introduction stems from that contradictory presentment.

It is the contradictory situation that imparts humour to the dialogue
that takes place an hour later, in the hall of a bourgeois apartment,
during the minutes of the historical chaos and uncertainty —a dialogue in-
volving Ficsor, the caretaker —a supporter of the communist government
that had just been overthrown —and Kornél Vizy, the landlord —a representa-
tive of the old régime, preparing for a restoration. And while "his Worship"
and the "comrade", seeking to find out from each other the real state of
play in the power equation, converse with each other with true "world-
historical politeness", her Ladyship, Mrs. Vizy bursts into the room and,
possessed of the most recent information, is about to throw the “"comrade"
out of the apartment. The latter, however, uses a clever ruse to deflect
the woman's passion directed against him: he recommends a maidservant to
the woman, who faces perpetual problems with servants, partly because of the
difficult historical period and partly because, as a result of her hysteri-
cal temperament, she is left by servant after servant. The effect is devas-
tating:

Mrs. Vizy thought her ears were ringing, that she had misheard.

She looked at the caretaker with a deep interest she could not hide.

Her eyes brightened. She could not have felt greater joy had she been

promised a diamond necklace.

Actually, that is all there is to the introduction, containing the
premises. The legendary maidservant —as yet only through the information
given by the caretaker —enters Mrs. Vizy's life, to completely fill her
imagination, so that waiting for her is, for the moment, the sole content
of her life.

Iwo weeks —an eternity to Mrs. Vizy —elapse from Ficsor's offer to
Anna's personal appearance; during that time, the city and the whole coun-
try witnessed "events that turned everything upside down. Budapest was oc-
cupied". But not by the big powers, as Vizy and his friends in the Ministry
had been wishing and predicting; instead, the Romanians were marching down
its streets (carrying out the decision of the Trianon Peace Treaty, which,
as a consequence of its defeat in World War |, reduced the territory of
historical Hungary to one third of its size), with the ear-splitting blaring
of trumpets and showing off their brandnew uniforms. lhe scene is at once
terrible and bizarre:

Neither the Hungarians nor the Romanians could ever, in their
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wildest dreams, have believed this. They looked at each other surprised,
wondering at what had really happened...

The Hungarians saw from their windows that already Romanian cars
were careening along the streets, yet, they refused to believe it. The
Romanians themselves did not believe it at first, either.

Although these events and the consequences of the previous historical
period, which were now descending like an avalanche, shook the public
opinion of the whole nation, they have almost no effect whatsoever on the
lives of the two emerging protagonists. We do not know much about Anna at
this particular point, but we can be fairly certain that all these have
hardly disturbed her in the performance of her daily work. As for Mrs. Vizy,
she has not even noticed the 'world around her. While her husband the very
next day took on a new exterior and set about reorganizing work in the
Ministry, the most she did —burning in the fever of waiting for the
servant —was to take an occasional peep into the stairhall, and even then
her sole motive was to obtain from the caretaker new and new information
about the maidservant.

Though Anna does not appear personally until the sixth chapter, the
organizing principle of the events is woven around her person actually
already from the second chapter. In addition, we learn about the episodes
of Mrs. Vizy's life-history preceding the chronology of the plot; from the
series of unhappy incidents she has had with servants we can also guess at
her complex, which explains the abnormally feverish excitement with which
she watches Anna's coming; we learn about the difficulties involved in
"securing" the girl; yet, the story really consists of a series of prepara-
tions relating to the person of Anna and expanding from stage to stage —
quite until the moment that she actually enters the scene. Both Mrs. Vizy
and the reader are prepared for Anna by Mr. and Mrs. Ficsor; it is from
their casual remarks that the figure of an attractive and ideal servant girl
emerges. The narrator suggests the tension of waiting with a psychologically
authentic episode, characteristic of Mrs. Vizy's pathological personality:
she seeks the girl out to watch her from a distance at least, so that the
phantom-image within her may assume a living form.

The writer's system of composition proceeds from the universal to the
particular. We first learn that, in contrast with Mrs. Vizy's opinion, based
on the experiences she has had so far, there still does exist an ideal
servant. We then learn about the circumstances that she is soon to be thrown
into - including Mrs. Vizy's personality; then the phantom-image of the girl;
and when the scene is set for the person who has been the centre of the
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myth to appear in the flesh, we encounter an unknown figure, not the one
Mrs. Vizy has seen and prepared herself for.

The series of preparations ends with the two protagonists meeting each
other. Yet, there is a last phase built in here as well. On August 14th, on
the morning of a "hot and bright", "wonderful summer day"”, Mrs. Vizy, by now
beginning to despair, unexpectedly hears a knock on her door. She spends
some minutes in feverish preparation, ~ and then, when she says 'Come in'

"in a stifled voice", Ficsor appears in the doorway —alone.
After him —for two seconds, three seconds, four seconds —nobody.
~ 'Well?" she said, beginning to believe that she had been fooled
again.

'Here she is', the caretaker reassured her, 'here she is'.
And then the girl entered too.

Time and space as devices of personality portrayal

With the entrance of Anna on the scene, the slow narrative tempo,
serving to build up tension and to delay, quickens, with the rhythm of nar-
ration becoming stricter. At first blush, the portrayal of the two protago-
nists is done according to the conventions of the psychological novel. It
has been revealed about Mrs. Vizy before the moment of the encounter that
she is a hysterical eccentric, obsessed with the question of servants. That
is quite sufficient for intimating that her relationship with the new
servant girl will be a psychologically deviant one. The manner in which the
encounter takes place only confirms that suspicion.

The two protagonists represent two opposite types of one and the same
personality category. To Mrs. Vizy, aggressiveness is natural —as indeed,
she naturally expects Anna to yield to aggression and submit to the terror
she uses towards her from the very first moment. Later on, the relationship
between the two of them degenerates into a peculiar wolf-lamb relationship
which, appart from the characteristics of the two personalities, has some
external determinants as well.

W have seen the special historical situation that provided the back-
drop to the encounter, but we have also seen that neither Anna nor Mrs. Vizy
took any notice of it. Indirectly, however, history did intrude into their
lives, inasmuch as it was Ficsor, frightened by the new change of régime,
that forced the encounter, in order to save his skin. It is as though the
three characters' use of chronology and space crossed one another only by
accident. In the case of Anna, for instance, chronology has crowded in from
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different sides. Her mother has died, her stepmother has driven her away
from home; after the family and social catastrophe happens, she is left with
nothing apart from her individual life-chronology. In the given social-
historical situation, however, she has no opportunity whatsoever for a
genuinely individual use of that individual life-chronology. She is forced
to perform menial jobs, that is, like the Roman slaves of old, she serves
with her body, her soul and personality for food and lodging —and theoreti-
cally, of course, for wages too, but Anna refrains from claiming those. Her
individual life-chronology —her sole property —is thus turned into per-
petual working time by her Pest masters, who thereby actually prolong their
om term of life, —and their outrageous conduct towards the servant, so
far from being accounted a crime, is actually regarded almost as a benefac-
tion in the given social environment. The only Budapest relative, Ficsor,
poses before Anna as a benefactor, and so does Mrs. Vizy too; in fact, both
use her and exploit her from various motives and for various purposes. This
is the point where, in their lives too, the strands of time have converged.
The tide of fortune has turned, and Ficsor is now in trouble. But here is
the opportunity for him to extricate himself and to put his employers in
his debt for the rest of their lives. For Mrs. Vizy too an opportunity has
now presented itself of solving once and for all the central problem of her
life, the question of servants. Her family life is dreary, her child died
some time before; she expends all her pent-up passion and bitterness on the
servants, who do not take it well or for long. She, in her impatience,
dismisses her last servant and, frightened by the precipitate decision,
feels she has exposed her whole life to uncertainty. She regards securing
the new girl as a make-or-break question.

The coincidence of the concentration of time in the lives of these
three characters is thus only seemingly accidental: underlying these ac-
cidents are the inner dynamics of the historical-political relationships
also generally determining the life of Budapest in those days; —that is the
common element in the three characters' journey through life. That said, the
communication between the various characters' use of time-space is governed
not by accidents, but by an overall pattern manifesting itself in the form
of accidents - without the heroes themselves being aware of that.

Whereas we get to know Mrs .Vizy's personality completely already in the
course of the preparation, Anna's personality —though partially revealed as
the action progresses —essentially preserves its mysteriousness throughout.
When she first enters the scene, we are given only an external description
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of her —partly from the particulars of the servant's licence and partly
from Mrs. Vizy's impressions —and a highly individual psychological charac-
terization, performed not by means of the traditional method —for instance,
a detailed description of, say, the face and the expression of the eyes —
but through an analysis of the communication between the heroine and her
environment. In this novel, an active interpretation of its space will be one
of the most important devices of delineating the dominant figure. We got a
narrator's description of the locale already in the previous chapters, but
this —by now familiar —space is now presented from a new angle, i.e. from
the heroine's reaction to the milieu. The locale, just as in the earlier
novels, is here too an interior one; the action takes place almost exclusive-
ly in the interior of this apartment, and this perspective is so claustro-
phobically restricted as to give the impression of a real prison, in accord-
ance with the heroine's prisoner position.

Accordingly, the repeated presentment of the locale is now realized
from a new angle, by placing it into Anna's consciousness. Naturally, Anna
has no comprehensive sense of space, only sensations and impressions, which
are unpleasant to the point of unbearability. First, the nauseating "un-
speakable stench"”, which she could not trace the source of, "all she knew
was that she could not bear it, —all she knew was that already at the first
moment she had wanted to run out and that, if she listened to her healthful
instinct, she would rush out and run away without taking leave or saying
good-bye". She is constantly on the verge of fainting from the smell of
camphor coming out of the piano. At the same time, she is overawed by the
décor, the furnishings of the flat: "she was looking at it dazzled and
dizzy", "it seemed as though she had been brought to an enchanted castle".
The sumptous interiors appear to her just as alien as her omn "kingdom",
the dingy kitchen, in which the first night she felt as though even her bed
had overturned —or the huge fire wall, the storey, the fiery squares flash-
ing on the wall and the mysterious sound of the piano. But it was not only
that these surroundings appeared intimidatingly alien to her —she appeared
alien in them too. It is significant, in view of what happens later, that
the first night Mrs. Vizy locks the doors opening into the bedroom, some-
thing she has never done before, against any of her hated servants. So there
is, at first, a mutual sense of alienness; but while Mrs. Vizy's mistrust
of Anna soon disappears, Anna "felt more and more repelled"” day in day out,
though she herself did not know what repelled her. She was proud that her
masters were distinguished people, that they owned the finest house in the
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neighbourhood —yet, if, coming home from the shopping, "she caught sight
of the house at No. 238 Attila Street, she shuddered". "She simply could not
get used to it."

The activity and independent life of the space in Edes Anna plays an
important role in the psychological portrayal, as the environment clearly
has an effect on the personality of the heroine. The protagonist's attitude
to the locale is used by the author not for simple characterization; instead,
it is the locale itself that —by its active intervention —triggers certain
changes in the heroine. These are expressed in trivial things, such as the
strange fear that unfamiliar things provoke in her. Not only the smell of
camphor or the name Kornél (her master's Christian name), but "the furniture
too filled her with some nameless terror". She shuddered to see that the
stove was not green but white, "while the walls in the parlour were green
and not white, the table was not round but hexagonal and low, one of the
doors opened inwards, the other outwards". Anna is encircled, deformed by
these frighteningly unfamiliar and strange surroundings, and her objectless
horror is nothing other than a coherent expression of her undifferentiated
experience of locale.

The trap of the desire for affection

Kosztolanyi undertook an enormously difficult, almost insoluble task
when he placed at the centre of the motivational sequence the figure of a
person almost without any awareness, locked up in an extremely narrow world
and virtually incapable of communication. S till, that lack of awareness was
absolutely vital from the standpoint of the plot, because without it the
explosion of the conflict could not have been delayed for such a long time,
nor could its impact of unexpectedness have beeri’so devastating. It is as
though, for the sake of following through the plot he had conceived, Kosz-
tolanyi, beyond the existential determinations, had also called in aid the
biological conditionings. Of course, he had resorted to such a device in an
earlier novel as well, but there his heroine's plainness did not confront
him with the kind of difficulties here posed by Anna's —to quote the in-
vestigating judge's words —"ignorance bordering on puerility"”.

Anna's feeble-mindedness is a topic of debate in the monographic
literature on the subject. It is generally denied, and critics quot% certain
details of the action in an attempt to prove her "normal humanity,” tacitly
assuming her soundness of mind. These passages, however, only argue the
normality of Anna's emotional life, testifying that lying behind her ap-
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parent unpretentiousness there is a genuine passion for seeking happiness.
Even under her limitations, she recognizes exactly her elementary needs, she
feels how frustrated these are, and even if temporarily she suppresses with-
in herself the desire for satisfaction of those needs, she does not give
them up for good. She feels that the things she misses most are the warmth
of human companionship and affection: "Still, it was the children she missed
most, —the children who were her living toys, her dear little playmates.
For up until now she has been earning her bread by playing with them. Here
too she would have liked to fondle someone, to tell them nursery rhymes.

But what could she do with these serious adults, who were coming and going
around her with their closed, separate lives?"

It is precisely because of this craving of affection that Mrs. Vizy's
nephew Jancsi —s till half adolescent —can become an element in plotting
the story. In contrast with Anna, Jancsi pursues the gratification of his
biological, rather than emotional, needs when, during a temporary stay as a
guest, he allows himself to become for a few days the object of Anna's af-
fection. This relationship has been analyzed a great deal as a decisive
motive for Anna's action; its nature, however, was approached from a
peculiar viewpoint. The development and the breakup of the relationship
were perceived as a social problem, whereas the consequences are just the
same as in the case of any other betrayed lover. The social approach sees
in the relationship of Jancsi and Anna a temporary absence of the alienness,
a breaking down of the barriers, and then, in the termination of the rela-
tionship by Jancsi, a restoring of the distance between master and servant.
From this they draw the conclusion that Jancsi sins against Anna with the
indifference of the master, rather than that of a man.

The works usually mentioned as the literary antecedents and relatives
of Edes Anna are Kosztolanyi's journalistic writings on servants, some Hun-
garian works of prose fiction,® and perhaps a short story by Chekhov,
centred on the theme of servants. But Tolstoy's Resurrection too belongs in
this category; in its prehistory, the romantic involvement between the
young Nekhlyudov and Katusha Maslova, the fulfilment of that relationship
and the subsequent sudden breaking-up distantly remind one of the story of
Jancsi and Anna's relationship. For Jancsi's part, one cannot deny the
sincerity of the attachment, the presence of certain feelings —after all,
for four days he is literally in a fever, and after the fulfilment he
passes through the "education of love" backwards as well, from the physical
relationship to tender courting. Having said that, while Nekhlyudov and
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Katusa, in the period of the burgeoning of their love, are indeed separated
from each other by social differences, the cooling-off of Jancsi's feelings
is only indirectly attributable to Anna's social position. Jancsi loses his
infatuation for Anna as a woman —so much so that he is deeply ashamed of
this relationship, would like to forget it forthwith. After four days, as
if awakening from a stupor, Jancsi, who fantasizes about elegant luxurious
women, feels the servant girl —bedraggled and dishevelled, corny-handed
from work —to be unbearable; "he could not even look at her any longer, he
fe It physical pain whenever he opened the door on her", "he was running
away from her". He could not understand himself: "Is this the person he has
once loved, can it be that he hasever loved this person?" He was filled
with revulsion by the nearness of the girl, he did not eventalk to her,
and when Anna, because of pregnancy, asked him for help, "he shuddered to
think that he was talking to her like this, in such an ugly partnership”.
He now thinks of Anna as of some object, referring to her inwardly as "that
thing".

Anna, by contrast, is more and more deeply in love, and she does not
understand Jancsi's frosty behaviour. Every night and every day she was
expecting him, hoping for at least a kind word from him, and because it was
in vain, she was suffering:

For even if she did not think of what had been she felt that what had

been was no longer there, —like an animal which, outside past and

future, lives in a constant present, —like a dog that is not given to
eat and does not know what's wrong with it, and yet it drags itself up
to its empty food bowl, sniffs it round and, seeing that it sees noth-
ing, it despondently slinks to its kennel, casting furtive glances
back on its way.

Anna was made happy by Jancsi, if only for a few days, and it was
precisely the experience of happiness that, with the happy state gone,
turned the earlier feeling of want into excruciating torment. Yet, there is
nothing to warrant us explaining Jancsi's behaviour in terms of the cruelty
or indifference of the master. It is the man turning away from Anna, who
suffers the humiliation not simply in her capacity as servant, but also in
her position as woman, since Jancsi's conduct is addressed not to the
servant, but to the female partner unworthy of him. It is not just Jancsi
who thinks of Anna as if she were an object; the narrator's word is also
ambivalent towards her: in the passage just quoted, it compares her feelings
to those of a dog. For Anna, however delicate a creature she may be, has,
for all her external beauty, readiness for accommodation and inborn tact,
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something subhuman in her being. It is not just her intellectual level, but
also her emotional reactions that the narrator depicts as being primitive,
thereby —even if unwittingly —justifying Jancsi's conduct. Jancsi treats
Anna selfishly and shabbily, but only as a man, not as master. The reason
for his behaviour is not primarily Anna's position as servant, but her
personality: her reticence, her mode of expression, which is at the level
of gestures, her lack of ability to think, the portrayed nature of her emo-
tions seem to suggest a fairly primitive, but nevertheless human-value-
orientod manner of living and perception of life.

The limits of linguistic portrayal

The perfect maidservant, who carries out her masters' orders mutely,
without protesting, unexpectedly rebels against them and slays them. It is
as though this ostensibly simple and straightforward story were deliberate-
ly wrapped in mystery by the writer, so that he may blend the traditional
procedure of constructing the plot with the then widespread psychological
method, whose presence we may detect in the frequent use of the psycho-
logical devices of creating an effedt —i.e. unexpected turns prepared with
delays and gradual buildups. What one gets in the novel, however, —as has
been pointed out earlier on —is not so much a mixture of the story-building
and psychological procedures, but rather a clash between the ideals of
tradtional psychological portrayal, on the one hand, and of the meaning-
creating text, on the other. That is attested by the fact that, in addition
to the two types of text —purely narrative descriptions and theatricallized
texts based upon dialogues —we see the presence, nay, the growing dominance
of a third type —i.e. the protagonist's non-verbal communications, ex-
pressed by means of gestures and physiological changes, which are meant to
replace, as it were, the heroine's interior discourse. The novel mode of
portrayal is intimately bound up with Kosztolanyi's view of language.

In works of literature, meaning is created by the text; therefore, in
every instance, the text has to contain —linguistically —the code by means
of which it can be deciphered. At the same time, the fundamental elements
of plot motivation are not necessarily linguistic meanings, since the
breaking-up of the plot into poetically meaningful segments is not neces-
sarily performed on a linguistic-logical basis. Let us see an example of
that.

From Anna's appearance to the first words she speaks there elapses a
fairly long period of time, especially if we take it into account that the
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moment she enters the scene she finds herself in a talking situation. But
the conversation between Anna and Mrs. Vizy is a strange dialogue, as the
two protagonists communicate via an interpreter. The “"interpreter” is, of
course, Ficsor, who answers Mrs. Vizy's questions for Anna - indeed, he also
explains why the girl does not speak: "she is embarrassed. She is very shy".
From Anna's part, that "light and sad" shrug of her shoulders is the only
personal answer, which Mrs. Vizy interprets as rebellion, but Ficsor again
clears her: "that was not her intention". Ficsor "translates" not only An-
na's gestures for Mrs. Vizy, but also Mrs. Vizy's words for Anna, as if for
a mentally retarded or hearing-handicapped person —or a small child, for
whom every single word has to be repeated articulately, to help it under-
stand. The first time Anna speaks when she is left alone by Ficsor, but
even then she does not say more than a few words. All the more expressive
are her gestures, which, however, —apart from that single shrug of the
shoulders —Mrs. Vizy does not even notice.

In both his linguistic-literary essays and his practice as a writer of
fiction, Kosztolanyi was preoccupied with the relationship between language
and thinking, and the conclusion he arrived at had a decisive influence on
the system of signals he used in his imaginative fiction. The monographic
literature raises the problem that, if Kosztolanyi inclined towards an
identification of language and thinking, he could not have carried on with
the sort of fictional portraiture inspired by depth psychology, as that is
predicated on a recognition of the primacy of thought —indeed, of affects
and emotions not perceived at the level of awareness —over language. 2 A
cording to this opinion,it was the identification of language and thinking
that led to the final breakwith the psychological novel and resulted, later
on, in a work of problematic genre, which radically transformed the sign-
system of the traditional narrative work. Without undertaking, in this place,
a more detailed criticalpresentation of this veiw, | merely wish to observe
that we witness examplesof the confrontation —and a measure of coexis-
tence—between the psychological novel and the new ideal of the novel al-
ready from his second novel onwards; as for the character-drawing in Edes
Anna, that is built up predominantly according to the canons of the new
ideal of the novel.

Kosztoladnyi's view of language and thinking has much in common with his
contemporary, Vigotsky's view; the latter —also in the Twenties—suggests
that "the thought happens, rather than finding expression, in the word".
Vigotsky, attempting to trace the child's development of speech by taking
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into account socialization and the —as regards its direction —opposite
but parallel process of individuation, arrives at the total functional and
structural differentiation of "socialized external speech” and "individual
interior speech".® Kosztolanyi —who regards language not as an instrument
of communication, but as a form of existence of consciousness —also at-
tempts to apply his theoretical insight in his practice as a writer of fic-
tion in the Twenties. Already in his earlier novels, the heroes' interior
monologue is assigned an important poetical role. In Edes Anna, Kosztolanyi,
in fact, motivates the final action from two angles —from the victim's
(Mrs. Vizy's) side and from the perpetrator's (Anna's) side too; yet,
readers who are prepared for the reception of only the traditional systems
of signals can perceive only the first, where it is presented from Mrs.
Vizy's side. True, viewed exclusively from that side too, the murder is
generally held to be sufficiently motivated.” Similarly to those who accuse
Kosztolanyi of arbitrariness, they miss the other sequence of motivations
because the protagonist is "mute": she is incapable of an intellectual
relationship to reality and herself, she is incapable of reflection.

The motivation of the murder from the perpetrator's side is built ex-
clusively on her interior speech; yet, since the heroine is "mute", that
speech is patently un-speech-like —i.e. instead of communicating the
heroine's thoughts in the language of words, it presents —with the help of
gestures, replacing words as their equivalents, pantomimic signals and more
widely construed bodily-physiological changes —the genesis of her feelings.
In the following pages, | shall attempt to present the writer's tour de
force whereby he miraculously transforms this passive and "mute" character
into an active heroine, portraying —by means of a peculiar system of
signs —the psychic process within the heroine that leads from resignation
to rebellion.

The inform ative value of the body's "giveaways"

In the monographic literature, we also encounter the opinion that the
event of the murder is not a psychological mystery; it cannot be unriddled
by psychological inquiry if only because the heroine displays not psychic,
but only vegetative reactions to the events (blushing, paling, nausea,
tremors etc.); hence the work —in contrast with the earlier Kosztolanyi
novels —could be called not so much a psychological, but rather a "physio-
logical novel”.~ | mentioned in the previous chapter that the motivation
of the final action, qualified by many as unexpected and mysterious, is
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contained in the overall scheme; but the poetic signals are generally and
predominantly transmitted through other than the accustomed —i.e. through
non-linguistic —channels. This means that the transformation occurring in
the heroine's personality-structure is well-founded from the' standpoint of
the events that wreck her life, even if, with the narrator's verbal infor-
mation as one's sole guide, it is impossible to trace. This arises from the
biological conditioning - the intellectual limitations - of the manifoldly
determined personality, which, however, is indispensable for the increasing-
ly unbearable burdens weighing her down to crowd in on her invisibly, as it
were, to the outside observer, so that the unquestioning obedience appears
to be acquiescence. While, from Anna's viewpoint, the murder is not only to
be expected, but indeed the only rational answer to this absolutely inhuman
pressure, in the outside observer it may, indeed, create an impression of
unexpectedness and irrationality. To achieve that dual effect, the writer
employs a principle of oppositions in the portrayal of the personality. The
automaton-like behaviour of the apparently uncomplaining and subservient
heroine is contradicted by the abrupt body movements —changes of colour in
her countenance, changes of posture and look — which betray the "short-
comings" and "faults” —i.e. the human characteristics — the final limits
of the psychic and physical endurance of this being, who functions almost
like some automatic machine.

We have already discussed the sort of reactions that the Vizys' house
provoked from Anna the first time. The physiological changes there listed —
gestures, as defined in a broader meaning —recur with increasing frequency
during the plot, they expand —and since the conditions inducing them, so
far from relaxing, actually become constantly more oppressive and hopeless,
these physiological changes not only repeat themselves, but become permanent,
to provide the first and most important symptoms of the morphogenesis of the
transformation occurring in the personality. These signals, then, do not
serve the three-dimensional quality of the description of the figure; on the
contrary, they are intended to deny it. While the external characterization
shows Anna as a machine functioning with increasing perfection, the re-
curring and ever more frequent bodily "giveaways" contradict that descrip-
tion and provide information about the invisible processes taking place in
the internal spheres of the psyche —information that, to the narrator's
activity, is impossible to portray. Coming in sudden bursts, these irrepres-
sible gestures, as defensive reactions, mark the utmost limits of the
heroine's psychological endurance.
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The first signals came already at the time Anna entered the scene.
Nonetheless, the call of the instinct to escape is not followed by a serious
attempt to run away; the heroine responds to the unpleasant stimuli by
shutting herself in. Anna tries to relieve the disharmony of external and
internal freedom by escaping into work, as well as into solitude. Absorption
in her work is a kind of drug for her, while solitude seems a viable means
of self-defence, in that it creates for her some sort of extra-social posi-
tion: isolated from people, including those of her omn station, the servants,
Anna, in spite of the peculiar circumstances, is able to feel free. Solitude
—as with earlier Kosztolanyi heroes —is, for her too, an effective means
of protection so long as she does not come into personal contact with the
outside world. The relationship with Jancsi is really crucial, as it is
there that she relinquishes her defensive posture, and from this point on,
everything is changed for her and around her. It is at this point too that
she first shows the symptoms of the psychic disturbance. The hallucinations
and visions she has the first time are due only to the tablets she has
received from Jancsi, but following her recovery, she behaves more and more
strangely: she sings while working, something she has never done earlier;
before going to bed, she wandered about in the flat "throwing her arms
about", —out into the corridor, "from there, back in, she opened the door
of the room, the parlour”, like one who is looking for something, yet "she
did not know what she was looking for, nor did she know what was the matter
with her". Now for the first time, she feels fatigue from her work —indeed,
not only fatigue, "but some drunken exhaustion". "Something had dulled, had
grown nunb in her”, and the previously perpetually active girl "stands about
in a stupor, with empty hands"; if spoken to, she gives a start. Even her
exterior is changed: "she had grown plain. Her hair was falling out. There
were steadily more tangles of hair caught in tx iron comb. She did not like
to show herself in public".

That is the situation in which Mr. Bathory, the widowed chimney-sweep,
Anna's suitor arrives on the scene —apparently the only realistic chance of
escape for Anna. Anna's inability to make up her mind, her susceptibility to
influence, which declares itself in that predicament, may be the factor
that, apart from her "muteness”, lays her open to the suspicion that she is
a nincompoop. Anna decides on her own fate, on whether or not she should
get married, depending on the sort of advice she is given by the person she
happens to be talking to at the moment. That is why Mrs. Vizy finds it so
easy to talk her out of Mr. Bathory —no armtwisting is needed. Is she being
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simple-minded there or is it rather a question of the chimneysweep not being
a real alternative for her, after all? It is probably the latter, as there
are no emotional reasons for this marriage, and what Mrs. Vizy says —she
would be an "unpaid servant” there too - is essentially correct. Getting
married would not change Anna's life, only her social prestige, but Anna is
not interested in that: her personal happiness is scarcely at all affected
by whether she is called wife or servant.

With this, her escape-route is cut off, and her transformation is
completed as well: "she was losing her appeal from day to day. She merged
into the routine of the household so much that she disappeared, she was not
even noticed, nor did she come up anywhere as a topic of conversation. Like
most servants, she too started to imitate her mistress."”

After this, the attention of not only the household and the neighbour-
hood, but of the narrator as well turns away from Anna; he continues
relating the story on Jancsi's strand, a strand that later proves complete-
ly episodic in character: it has absolutely no bearing on subsequent events,
but is sufficient for diverting the reader's attention from Anna. It almost
convinces us of Anna's acquiescence in her fate: nothing of interest can
now happen arolind her, for she has indeed become what her masters wished
her to be.

After this, Anna does not reappear until the eve of the murder, when,
at a reception held on the occasion of Vizy's appointment as undersecretary
of state, we see her as an uninteresting subsidiary figure in the background,
a kind of "Cinderella" to be ashamed of. In her eternal checkered dress and
squelching clogs she cannot show herself before the guests either; banished
to the kitchen, to the stoveside, she listens to the news that the borrowed
servants, dressed as housemaids, keep bringing from the parlour along with
the trays. She learns that inside, Jancsi is courting the beautiful Mrs.
Moviszter; then she sees with her om eyes the young master dancing from the
drawing-room to the bathroom, as "he clasped his partner to himself, kissing
her neck". At this point, the deep sexy laughter of the doctor's wife was
heard.

The symptoms indicating the earlier psychic disturbance suddenly re-
appear:

Anna, who was standing about in the hall with ears red from the
stove's flames, heard it. She wanted to run back into the kitchen, but

bumped into the wall. The lamps flared up with a sort of squint-eyed
light.
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In the minutes preceding the murder, the manifestations indicating the dis-
turbance become more frequent. There is some aimless fumbling, stumbling
back and forth, running in and out, voracious eating of food, followed by
one last —though uncertain and unrealistic —attempt to escape: "She
slumped onto the hall door, as if wanting to get out of here, to go some-
where. But she changed her mind, ran with much noise into the bathroom, and
from there, through the yellow wallpapered door, into the bedroom.”

The disturbed psychic state, like the ones analyzed earlier on, is
this time too provoked by the person of Jancsi. Ihe first suspicious signs
showed in November; the murder happened in April. Ihe spacing out in time
is achieved by the narration by pushing Anna into the background and in-
cluding the digression on Jancsi; the intention was clearly to create an
impression of acquiescence, order, psychological consolidation; —that is
why Anna was not dealt with in the intervening five months. The symptoms
shown during that period are reconstructed only after the event, from the
testimonies of witnesses given at the hearing. From these it emerges that
Anna had been all along signalling, in her own way, the tension building up
in her, only then —prior to the murder —nobody yet attached any importance
to this: her aimless hanging around Jancsi's old lodgings, her firghtened
running, screaming flight and trembling then s till appeared but the insig-
nificant faults of an otherwise impeccably working machine.

While critics generally explain the necessity of the murder only from
Mrs. Vizy's side, here | have made an attempt at reconstructing the series
of motivations —consisting exclusively of gestures and vegetative bodily
signals —from Anna's point of view. lhese signals, as internal transmis-
sions, directly represent the transition from external impulses to the ac-
tion itself; moreover, reflecting the preverbal phase of the heroine's
thoughts and emotions, they perform the function of interior speech in the
structure. But since these thoughts and feelings, as a result of the
heroine's "lack of awareness", fail to reach the verbal level of conscious
perception, the mode of portrayal based upon gestures and other linguistic
signs has —as has been seen —either given rise to the charge of a lack of
motivation or spawned a plethora of contradictory interpretations.

Kosztolanyi's mode of portrayal is unorthodox because the "vocal part"
of the central figure is metaverbal. It is generally the transition between
external and interior speech that works of prose fiction meke the object of
cognition, because it is here that one can psychically or intellectually
capture the process which leads from the impulses triggered by the series of
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external events to recognition and the subsequent action. In the case of
Anna, the traditional node of portrayal is not a viable method because her
development of thinking and speech did not undergo the differentiation be-
tween "interior" and "external" speech. What frequently lays her open to
the suspicion of being mentally retarded is really none other than the ar-
rest of her intellectual and linguistic development at a relatively early,
infantile level. She has not developed the ability of external, dialogic
speech —hence she is unable to communicate her individual experiences. The
sort of dialogical speech which, using Vigotsky's terminology, we call
"external speech" and in common parlance refer to as 'actual speech' is
entirely absent in her. Anna is characterized almost exclusively by this
egocentric interior speech; this is what she uses for the purposes of
communication too, even though it is totally unsuitable for communication.
When, for instance, she would like to inform Jancsi of her pregnancy, he
understands only one word of her gibbering —"disgrace"”. And when the
investigators question her on the reason for her action, again she is able
to bring out only one word —namely, "I". But throughout the entire plot,
she is unable to make herself understood to a single individual. Her isola-
tion may partly be due to her inability to communicate. Her speech is deep-
ly anchored in her ontological status: she has no reflections, only reflexes,
her passion too erupts not in words, but in action. Looked at from this
angle, Anna's murder is nothing other than an exteriorization —"socializa-
tion" —of her elusive word, her secret sign-language; through it she does
indeed manage to establish a communicative contact with the outer world.
Anna translated the meaning of her individual experiences not into the
language of words, but directly into the language of action.

The consequences of the action in the universe of the novel

Anna's murder, therefore, —even if it cannot be foreseen with complete
certainty —can be guessed from her responses to the external stimuli; after
it has been committed, it is almost natural, readily understandable even
without an explanation —indeed, it does not really admit of a verbal expla-
nation.17 That is what the judge hints at when he resignedly gives up trying
to find out the reason:

The presiding judge guessed that there could be something here, a
secret hidden from them all, perhaps even from the defendant herself...

He knew that an action could not be explained by a single reason —or

by many, for that matter; behind every action there is the whole person,
with his or her whole life, which the judicature is unable to unravel.
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The judge —similarly to Moviszter, who appears as witness for the defence —
does not have the totality of Anna's life-experiences, he knows only the
"product”. His skepticism stems not only from the writer's own skepticism
concerning cognition, but also from a fundamentally correct insight —namely,
that a living personality cannot be appraised merely through his action, but
only on the basis of his whole life —the whole of his individual activity.

It is through her murder that Anna eventually rises from an unhappy
and pitiable victim to become a tragic heroine. It is unequivocally in her
facing up to action that her tragedy can be grasped, as indeed the writer's
attitude too is defined in the light of that tragic moment. The moral of
Edes Anna is more universal, and at the same time tougher as well, than that
of sentimental-lachrymose servants' stories. The last chance of an indi-
vidual who, entirely defenceless and bereft of protection, has been robbed
of his individual life-chronology as well is not stoicism —as the heroes in
the earlier Kosztolanyi novels believed — but struggle, because even the
most hopeless struggle can present you with an experience of the tragic, —
even if you undertake the battle without the chance of victory.

It is precisely her unconscious rebellion that creates the pathos of
Anna's personality. She instinctively protests against the giving up of her
personality, and her anxiety effects appearing in the course of the plot,
which arise from her despair over her hopeless fate, perform a kind of
defensive function. Her hallucinations and visions are psychic consequences
of the danger threatening her personality. Anna feels that "the odds are
stacked against her", and she tries to defend herself. To her, defending
herself is the only way of self-fulfilment. Shutting herself in, as a
tactic, does work up to the point that the relationship with Jancsi makes a
breach in it. lhat said, it is not Jancsi who is the enemy, he —as the
cause of her happiness and agony —only helps her realize the distance that
exists between her world and the world of her masters.

For Anna, the murder is ultimately an act of self-preservation: though
retaliation, it is not a social revenge, not the underdog's bloody count-
settling with her exploiter and oppressor. It is the repressed desire for
human values, for a meaningful life and happiness that breaks forth from
Anna, and she exacts satisfaction for her crippled life, the blighting of
her prospects —on the one that she feels is repsonsible for her misfortune.
Anna, of course, cannot see further, and she cannot recognize the social
rules which have made the master-servant relationship possib therefore
the murder of Vizy cannot be regarded as part of her revenge, nor can it be
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explained by the same motives as the murder of Mrs. Vizy, for Anna fails to
perceive that the historical reality that has produced her predicament is
embodied precisely by Vizy. 18 His murder is accidental; it is of the same
type as Raskolnikov's murder of the usurer's younger sister in Crime and
Punishment.

S till, Kosztolanyi does not close the novel with the murder. Cbmpacting
the events of the half a year or so that elapses between the murder and the
hearing and then describing the hearing in greater detail, ha also adds an
epilogic closing to the story; in it, he reminds us that he did not intend
to explain the lesson of Anna's action and fate to the narrower, fictional
milieu, the burghers of Budapest's Krisztina district. Nor could he have
done that, as, to this layer, the story simply does not have a moral —or if
it has one, it is by no means the same as that drawn either by the writer or
the reader. There is no question here of the tragedy's catharsis; it is once
again the philistine left alone triumphant on the stage (just like Homais,
the apothecary in Flaubert) —the philistine, who, in this novel is called
Druma, and who sits in judgement not only over Anna, but also over her
creator, Kosztolanyi. As for Anna, even her memory is consigned to oblivion:

Once a women stopped in front of the house in Attila Street, and
said to her husband,

'This is where she lived. Don't you remember her? She was a tall
girl, strong, with black eyes and big hands.'

'She was plain', the men said.

'She was fairly pretty', said the woman. 'She was pretty. When
the Romanians were camping here, she had a Romanian soldier as her

lover.'
That is how her memory faded. Nobody now knew about her who she

had been. She had been quite forgotten.

And if she had not been living in the Maria-Nosztra penal institu-
tion for womren but had been resting instead somewhere in Transdanubia,
under the acacias of Balatonf6kajar's cemetery, —her effacement could
not have been more complete.

It is no accident that the genre of Edes Anna is the novel, rather
than the tragedy, because the novel portraying everyday life —even like
everyday life itself and in contrast with the human soul —is averse to big
moments of drama and emotion, because it does not believe in the cleansing

force of these emotional experiences.

The view of history

Although the events of 1919, the war, the revolutions, the terror and
the consolidation do feature in all of Kosztolanyi's novels, only in his
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first and last novels do they appear as a direct backdrop to the fictional
landscape: in the first, Nero, only at a remove, in the disguise of the
well-known conditions and figures of ancient history; in Edes Anna —his
only novel set in Budapest — however, he treats of the tragedy of 1919,
on the face of it, directly, without recourse to any analogies, as of the
experience of the contemporary and the eyewitness. There it was proved that
the historical personality —in contrast with his owmn belief —is not the
impelling force, but only the object of the mechanism called historical
process. In Edes Anna, the relationship between history and the individual
is reformulated from a different angle —from the perspective of the
average person —and in a latent manner, but with a similar lesson.

That Kosztolanyi, after some pure manifestations of the genre of the
novel, should have again turned to the genre of the parable, which he had
once tried and then forgotten for a while, is attributable, before all else,
to personal reasons. In his journalistic writings, he made some unsuccess-
ful attempts at retrospectively justifying the role he had played in the
period, absolutely packed with political and historical events, of the year
1919; —and from this standpoint, he did not achieve his object with Nero
either, although there, in the figures of Seneca, Lucanus, and Britannicus,
he was seeking for answers to the moral and intellectual dilemmas of the
apolitical intellectual who suddenly finds himself in the thick of politics
—he was seeking for answers, moreover, that would point beyond the given
situation, and which he intended to be universally valid. The behaviours
represented by the first two heroes proved later on, in the light of the
objective logic of their subsequent fortunes, to be utter failures; as for
the third, it turned out to be not a realistic alternative. And that the
historical parallel with ancient Rome in Nero did not, for all that, turn
into an empty allegory is due precisely to the life-like portrayal —i.e.
the portrayal in an epic spacetime —of the philosophically profoundly well-
reasoned behaviour models which, pointing beyond the conrete historical
conditions, emerge from confrontations and comparisons with each other.

In Edes Anna, all the important external events of the period from the
overthrow of the Republic of Councils to the consolidation are included in
the plot, and that in such a way that all the sudden historical changes can
be brought into some sort of connection —mostly based on chronological
contact —with the turning-points of the story-line portraying the private
events. n the first page of the novel, we learn about Béla Kun's legenda-
ry flight from the country on board an aircraft and, indirectly, of the
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overthrow of the Commune. In the next chapter, the husband and wife who are
central figures of the plot learn about that sudden turn of events —as well
as of the existence of a mysterious servant girl —nearly at one and the
sare time. In the wife's consciousness, this latter piece of information
crowds out everything else —any event, however important it may be in the
life of the country, the nation, pales into insignificance as being of
secondary importance or irrelevant. And as in the consciousness of one of
the principal personages, so also in the portrayal of the narrator —who
has placed himself inside that consciousness —all the events are dwarfed
by the developing and continually expanding myth of the maidservant. The
marching in of the Romanians is followed by Anna's entrance into the Vizys'
household by an interval of just a few days —and of the two events it is
the latter that is the real sensation in the Krisztina district; it diverts
the attention of both the characters and the reader from that other event.
Anna's gradual adjustment to the new surroundings happens simultaneously
with the slow consolidation. lhe evacuation of the Romanians and the
marching in of the Commander-in-chief are followed immediately by the
chimneysweep episode, which again causes a far greater stir in the lives of
the burghers of the Krisztina district, and in particular, in the lives of
the Vizys, than the ponp and ceremony of the historical event.

It is as though Kosztolanyi deliberately constructed the plot in such
a way that to particular momentous historical-political events some totally
private events should be assigned —events, however, which are crucial in
the life of the individual — so that the significance of the historical
events is eclipsed in everyday life. With that parallel construction, he
leaves no doubt as to which is more important to the individual. Ihe ex-
ternal, historical changes are entirely robbed of their weight by the
existential turning-points, and the former, so far from influencing the
lives of the characters, actually often fail to even properly permeate
their minds. lo Mrs. Vizy and Anna, for instance, it is entirely indif-
ferent what is happening in the world outside at the given moment; the
relationship between the two of them is not altered by the successive

events of either the revolution or the counterrevolution, the occupation or
the "liberation". lhis mode of construction ultimately serves to ironically
"debunk” the significance of the historical and political events: looked at
from this perspective, history is nothing other than a paltry product of
the selfish and petty games played out between the powerholders —for it
may determine the fate of nations and fix national boundaries, yet, it has
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scarcely any impact on the lives of the burghers of the Krisztina district;
the ordinary average person is more indifferent towards it than towards any
of the trifling matters he encounters in his own everyday life. History has
no power over the individual, as the individual too has no control over the
course of history. lhe individual, whether a historical personality of
great stature or a small average person, is not in a position to decide and
change.

The value of Moviszter's example

In Edes Anna, then, it was again by recourse to the genre of the
parable that the author managed to raise the basic conflict from the
political into the moral sphere —for the relationship between Anna and
Mrs. Vizy is, on the evidence of the novel, a moral, rather than a social,
problem. Subjection has always existed and it always will, so long as men
live in communities —and they do live in communities, as there is no
alternative; hence it has to be accepted that the structure of the communi-
ty, in whichever version of democracy, is hierarchical. The existence of a
'‘pecking order' is a fundamental condition that is independent of social
formation; for that very reason, the tensions arising from it are of a
moral, rather than a political, nature. The master-servant relationship,
of course, —bound as it is to a particular age and system of social organi-
zation —represents an extreme form of this organization into higher and
lower ranks, possibly unmatched except for the institution of slavery.

Having said that, for this conflict to erupt in the form in which it
did here, the social conditionings proved insufficient, so the writer also
invoked some biological conditionings. Ihis is true not only of Anna,
ignorant to the point of a lack of awareness, but also of the hysterical
Mrs. Vizy, who is a pathological personality. Bringing them together was
absolutely vital for the conflict to be touched off in such a form; what
is more, the circumstance that the conflict erupts between precisely this
kind of mistress and servant, possessed of no ordinary characteristics,
attests that the author was looking for characters to suit a story found
beforehand, and, for the sake of success, resorted to one of the naturalist-
positivist devices of portrayal he had rejected or at least never used.

Edes Anna is a moral-philosophical parable which, in an artificially created
model situation, proves the validity of a moral thes.is —in such a way,
however, that it does not, for a moment, lose touch with the concrete Hun-
garian historical reality that has called the work into existence, and the
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characters meet not only the exigencies of the situation, but also the re-
quirements dictated by their ontological status and the demands made on
them by society. Edes Anna, therefore, is a parable that also tries to
integrate into itself the genre features of the novel of destiny, since
Anna's murder not only proves a moral-philosophical thesis, but —authenti-
cally revealing the laws of the reality portrayed in the novel —paradoxi-
cally confirms the truth of life.

That the encounter of Anna and Mrs. Vizy will have ominous consequences
is divined, apart from the persons involved, by someone else too. W have
seen that both protagonists have, right from the outset, some sort of fore-
boding, which alternately weakens and intensifies, but is probably present
in Anna throughout. She feels at the very first moment of the encounter
that she will not be able to bear this place; yet, she does not listen to
her instincts telling her to escape. Mrs. Vizy too feels something o ff-
putting in Anna, more sharply, more definitely than in any of her predeces-
sors, but her misgivings are lulled later on.

Doctor Moviszter, who lives next door, also suspects that the mistress-
servant relationship between Anna and Mrs. Vizy is abnormal and that it
mey have some surprises in store for all of them. Old and terminally ill,
Moviszter, both as next-door neighbour and as a member of the Vizys' circle
of friends, is an eyewitness of how that relationship works out. Moreover,
he is not merely a passive observer: whenever he has a chance, he, following
the dictates of his conscience, tries to intervene in that relationship and
to make the Vizys see reason —yet, to no avails. Already in the ideological
debate following the sponge-cake episode (Anna is put to the test in front
of the Vizys' guests to see if she likes sponge cake) he finds himself in a
minority of one; he is unable to ram home to the Vizys —or, for that
matter, to the other two neighbours, Tatar and Druma, who also marshal
ideological arguments in support of the Vizys' attitude to servants —he
is, then, unable to ram home to them, let alone gain acceptance for, his
om point of view. He also tries to bring Mrs. Vizy round during one of
his doctor's visits, when, well before the tragic final outcome, he almost
prophetically warns her: "Believe me, a perfect servant is not such a good
thing. Let her be like the rest: both good and bad."

Moviszter is himself an employer of servants, he belongs to the same
social layer as the Drumas, the Tatars or the Vizys, but he differs from
them in that he also tries to feel himself into the position of the other
party: "Their situation isn't rosy either", he argues to Mrs. Vizy. "They



DEZSO KOSZTOLANYIl: EDES ANNA 75

labour and toil so much, and their work is such that they cannot even find
pleasure in it, because no sooner is it finished than it disappears, im-
mediately eaten up by others, dirtied and ruined by us —yes, please —by
us. So let them have at least the compensation of being able to be a little
bad at times. One has to understand this." Mrs. Vizy's reaction to the
attempt to convince her is typically that of someone who has never tried to
intellectually identify with the feelings, thoughts, or attitudes of another
person: "But | do understand... There's only one thing | can't understand.
Tell me, dear doctor, why are they such pigs?"

Nor does Moviszter's testimony given at the hearing meet with more
sympathy from the audience than his opinions expressed in the circle of his
friends.Moviszter is alone; public opinion, which goes against him, is re-
presented by Druma and people of his ilk.

In the earlier historical debate between Tatar and Moviszter, which
starts from the sponge-cake eating habits of servants, we witness a clash
between two opposing viewpoints, of which Tatar's is in line with the semi-
official ideology of the ruling class of the day, while Moviszter's views
are so far-removed from it as to lay him open to the charge that he is a
communist. His debate partners —half jocularly, half seriously —call him
"Red" and "old Bolshevik", even though what the doctor proclaims is the
diametrical opposite of the revolutionary ideology of the communists.
Moviszter would like to see compassion as the fundamental principle of
human coexistence, because he is convinced that compassion is the only
force that could make the originally and necessarily existing inequalities
endurable. The law of compassion is identical with the law of the kingdom
of Christ, but it would be a mistake to try and bring that kingdom down to
earth. The communists, in Moviszter's opinion, have committed that mistake,
thereby destroying the ideal itself. But the ideal can only stay alive if
people refrain from trying to put it into practice. It is enough if the
human spirit treasures the ideal and remains faithful to it.

Hence Moviszter is opposed not only to the doctrine represented by
Tatar, Druma and Vizy; —he condemns at least as bitterly the professional
planners of earthly happiness and the lying preachers of heavenly bliss.
The earth is a vale of tears, and only by exercising compassion can we
alleviate that. The proper place for the kingdom of Christ is neither in
heaven nor on earth, but solely in the human soul.

Moviszter's philosophy, just as earlier Seneca's, has been identified
by many with the author's philosophy —apparently with full reason too, for,
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in all conscience, we do find some word-for-word correspondences between
Moviszter's pronouncements and certain of Kosztolanyi's journalistic utter-
ances. This having been said, it would be wrong to see in Moviszter the
writer's counterpart. Although, of the characters portrayed in the novel,
he is, to the writer, undoubtedly the most attractive carrier of ideas,

the one most endeared to him, —Kosztolanyi is too sober to try and justify
in practice the quixotic views of his hero; he does not even attempt to
house his hero's ideas in a central figure and to try them out in the life
of a central figure. Moviszter's principles do not influence his own
personal fate —indeed, he does not have a fate, only a vocal part; for
this reason, he is not really a hero, only a performer of a characteristi-
cally Kosztolanyian role —i.e. that of the philosopher of compassion,
whose function within the novel would be to relieve the ineluctable suf-
ferings. Such a role had existed in all of Kosztolanyid earlier novels,
but the persons filling that role at least had the advantage of being able,
if only temporarily, for a short time, to give real comfort to those in
need of it. Moviszter's activity, however, is a total fiasco; there is
nothing to confirm him in the significance of the exercise of his activity.
He cannot hope to establish contact with Anna, and as for the Vizys of this
world, he can never make himself understood to them. To proclaim his
principles, he —in contrast with his predecessors —needs nothing short of
heroism, but even his heroism is pointless. At the hearing, Moviszter, in
defence of Anna, even incurs the risk of persecution, of becoming suspect,
nay, ludicrous —all to no avail. The sort of humanity, goodwill, psycho-
logical insight and knowledge of mankind that he possesses are, in the
world portrayed in the novel, totally ineffective. Although Moviszter does
obey the call of his conscience, the value of the brave stand he takes lies
in itself —it is neither socially useful, nor does it enable him to save
Anna.

Edes Anna is Kosztolanyid last "regular" novel. From the remaining
decade or so of his career we know of only one more attempt of his, an un-
completed novel, while the string of new verses and short stories he pro-
duced attests that his creative powers, far from being on the wane, were
actually blossoming.

Kosztoldnyi the novelist did perceive the tragedy of life - a percep-
tion that is, of course, inseparable from the Hungarian reality of the
Twenties, the tragic course taken by Hungarian history after Trianon —

and in all of his novels he argued the tragic nature of individual life.
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This tragic quality, in the various life-situations and in the different
personages' passage through life, did indeed present the force of a norm.
In all of Kosztolanyi's novels, fate closed tragically the pilgrimage of
the central figure, no matter what philosophy on life he or she had pro-
fessed or followed in practice: those who had chosen the tactic of escape
succumbed in the same way as those who had undertaken action. No alterna-
tive presented itself to resolve the tragic life-situations.

With the novels, the time of active heroes —or heroes making some sort
of attempt at action —was over. Their failure had proved that action —
even the most radical, most brutal action —did not alter the essence of
life and the order of the world, but it did not improve the lot of the
individual either. Still, Edes Anna is not the "swan song" of Kosztolanyi
the novelist. Sweet Anna is to be succeeded by a hero who does not even
attempt action; he is Kornél Esti, who combines the sharpest clearsighted-
ness with the most complete passivity. True, Kosztolanyi does not write a
novel about him, but makes him, instead, the hero of short stories es-
sentially independent of each other, which he subsequently composes into an
integrated whole. However, the "novellistic® quality of that cycle of
stories and its connection with the earlier novels is a topic for another
study.
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In 1836, a year before the death of the talented Irish composer, John
Field, Robert Schumann wrote an enthusiastic assessment of Field's Piano
Concerto No. 7:

The best way to review this concerto would be to add a thousand copies
of it to this issue of the Neue Zeitschrift as a special supplement...

For I an full of it, and can think of hardly anything sensible to
say about it except unending praise.

The original score lies opened before me. One should see it! —
browned as though it had crossed the equator —notes like stakes —
clarinets peering through in between —thick cross-beams covering whole
pages —in the middle a moonlight nocturne ‘woven of rosedust and
lily-snow', which reminded ne of old Zelter and how, in a certain
passage in The Creation he found the moonrise and, ironically rubbing
his hands in the time-honoured gesture, exclaimed blissfully: 'This
fellow will make a name for himself!' —and then again a nota bene
with crossed-out measures and above them in capital letters: 'Cette
page est bonne'.

Yes, everything is good; indeed good enough to be kissed, and
particularly you, you whole last movement, with your divine tedium,
your charm, your clumsiness and your beautiful spirit, good enough to
kiss from head to toe. Away with your forms and your thorough-bass
conventions! Your schoolroom desks were carved from the cedar of
genius, and not just once! Do your duty, i.e. have talent, be Fields,
write as you wish, be poets and persons, | beg you!

Expounding the principles of his Romantic aesthetics and transfiguring
his owmn critics' censures into John Field's merits, Schumann hails here the
Irish composer as an authentic talent. This is high praise from a high
place, extended with a mixture of emotional Aufschwung and witty irony, not
unlike the disposition of the scherzo movements of Schumann's First and
Fourth Symphonies, and lavished by the Romantic composer-critic of Fantasie-
stiucke on a fellow-"fantasist".

Schumann's praise of Field is all the more significant since it is in
sharp contrast with the typical nineteenth-century appraisal of English
music by German critics, who usually looked upon England as "the land with-
out music".» While this evaluation is rather rash and harsh (the music of
William Sterndale Bennett was appreciated even by Schumann and Mendelssohn),
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it is undeniably true that throughout the eighteenth and nineteenth cen-
turies native imaginative music in England (Arne, Boyce, Stanley, Crotch,
Hook, Bennett, and even the work of such a distinguished initiator of a
musical revival in the second half of the nineteenth century as Parry) was
far less important than Realistic fiction based on rational, critical,
utilitarian and ameliorative norms (Defoe, Richardson, Fielding, Smollett,
the Bronte sisters, Dickens, Thackeray or George Eliot).

The tentative tendency of a reciprocal relationship between the rela-
tive importance of music and fiction can be observed in other periods of
British culture as well. The golden age of British music (Dunstable, Tallis,
Byrd, Morley, Dowland, Weelkes, Wilbye and Purcell) marks but the embryonic
stage of the history of British fiction (Sidney, Lyly and Nashe). At the
time of the second efflorescence of British music in the twentieth century
(Warlock, Elgar, Delius, Holst, Vaughan Williams, Walton, Tippett, Britten,
Searle and Fricker), the traditional Realistic novel, even if it did not
disappear (Galsworthy, Bennett, Wells, Amis, Braine and Wain), lost the
central significance it had enjoyed earlier; and as traditional values came
to be replaced by experimental ones, an important branch of the novel be-
care subjectivized (Woolf) and even adopted poetic techniques and musical
structures (Huxley and Joyce). Viewed in this axiological context, John
Field's music —with no comparable British achievement in the Irish com
poser's lifetime (1782—837) —should be considered as an Irish exception
to a British "rule"”, or at least a tangible trend.

The development of German and Austrian culture would seem to corrobo-
rate the validity of this axiological pattern from the other side of a
comparable constellation. The tendency of reciprocity in the achievement of
great music and (traditional) fiction can be equally observed in Germany
and Austria in the eighteenth and nineteenth centuries, but there it was
music which reached an unprecedented and unsurpassed level (Bach, Handel,
Haydn, Mozart, Beethoven, Schubert, Schumann, Mendelssohn, Brahms and
Wagner), to which the performance of the novel (even in Goethe's Werther
and Wilhelm Meister) was unable to rise.

Other national developments also testify to a similar dichotomy. In
the United States even the music of a Barber, Copland, Ives, Gershwin or
Cage cannot compete with the longer and more prominent range of novelists
like Cooper, Hawthorne, Melville, Mark Twain, London, Crane, James, Dreiser,
Hemingway, Fitzgerald, Steinbeck, Faulkner or Styron.

In France in the first half of the nineteenth century with his Sym
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phonie Fantastic Berlioz emerged as a lonely giant, while the Realistic
novel was a strong and broad stream (Balzac, Stendhal, and Flaubert). In

the second half of the century, when this type of novel was replaced by
Naturalistic fiction (Zola) and the lyrically refined and musically balanced
artistic novel of introverted Impressionism and psychological analysis
(Proust), the importance of music increased (partly Bizet and Gounod, but
mainly Debussy and Ravel).

In Italy at the beginning of the nineteenth century the novelist
Manzoni was an isolated phenomenon, and until the last decades of the cen-
tury the Italian novel could not live up to the standard of the Italian
opera (Rossini, Bellini, Donizetti, Verdi and Puccini).

The imaginative achievement of John Field's music may be an Irish ex-
ception to a British "rule", but it is very much a part of the more compre-
hensive, more universal tendency delineated above. Those Irish-born novel-
ists who approximated the Realistic pattern (Swift and Sterne) combined
English social raw material with distance-keeping, imaginative Irish wit,
and had considerably predated Field. The representative nineteenth-century
Irish novelist, Sheridan Le Fanu, had Romantic, "Gothic" leanings.

The development of nineteenth- and twentieth-century Hungarian culture
was also characterized by the outstanding role of music (Erkel, Liszt,Bar-
tok and Kodaly) which the Hungarian novel rarely approached.

These examples are too numerous to be dismissed as merely accidental.
They suggest, if not a rule without exception, a tendency which consists in
a reciprocal historical relationship between the heydays of Realistic fic-
tion and great music. The uneven development of culture relies on a correla-
tion between values outside and inside art. From an axiological point of
view, a work of art is a specific model of value, a sensuous value-judge-
ment (rather than a mere illustration of ethical tenets).

Such a historical connection is supported by aesthetic considerations
as well. The historical polarity of traditional fiction and significant
music corresponds to their aesthetic polarity. Whereas the novel satisfies
the Hegelian claim of objective totality and provides a vast, moving and
changing panorama of a three-dimensional social cross-section represented
as an objective network of social types, music expresses an emotionally and
imaginatively focused and minutely graded interior universe, weaving a
sensitive network of inner relationships without any immediate reference to
a visible or tangible world of external objects. While this opposition does
not deny the ability of music to suggest the objective essence of a histori-
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cally determined human predicament, the visual wealth and auditory poverty
of fiction and the auditory richness and visual poverty of music do consti-
tute two opposed poles as far as the artistic moulding of human reality is
concerned.

the parallelism between the historic and aesthetic reciprocity of fic-
tion and music might throw some light on why golden ages of fiction and
music are often dichotomous. Homogeneous, objective, wide-spread and far-
reaching social changes (such as the consolidation of bourgeois society)
with a definite direction, evaluation and a discernible trend favour the
unfolding of the traditional Realistic novel, which represents a completed
phase of social development in a vast tableau. A composer's imagination,
however, can soar high under different socio-political conditions as well.
Marx observed that the achievement of Classical German philosophy relied
on the fact that the Germans were tracing in intellectual terms what the
French were doing in political terms.” Mutatis mutandis, if Classical German
philosophy was an intellectual contemporay of the period of the French
Revolution, Classical German music was an emotional and imaginative con-
temporary of these events. Such reflections may explain why the musical
imagination is sometimes able to compose an organic and coherent whole even
from contradictory and fragmented material in periods when a Realistic
narrative attempt at a synthesis of a comparable magnitude would be doomed
to failure or would result in empty utopianism. lhe tardiness of bourgeois
development and the historical necessity to lead a national life in the
axiologically emphatic medium of culture created the conditions of an
imaginative self-expression of national identity in Ireland. lhis axio-
logical constellation is responsible for the importance of folk-tales, folk-
lore in general, poetry and poetic drama in Irish culture, and it may also
throw an explanatory beam of light on the imaginative achievement of John
Field's music.

Field was not only a talented composer; he was also an original one.
W.S. Bennett may have been "an English Mendelssohn",* but nobody has ever
thought of referring to Mendelssohn as a German Bennett. Even much of good
music in England in the nineteenth century was historically imitative.
Field, by contrast, was no imitator; he was an initiator, an inventor. A
case in point is Field's creation of the genre of the nocturne, which
earned him the admiration of F. Liszt. In his introductory essay to Field's
Nocturnes published in 1859 Liszt extols
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the poignant charm of these tender poems, /their/ balmy freshness,...

vague Aeolian tones, ... half-sighs, ... plaintive wailings, ecstatic

moanings, ... /and/ delicate originality, which excluded neither
extreme simplicity of sentiment, nor variety of form and embellish-
ment. ... For him, invention and facility were one, diversity of form

a necessity. ... His tranquillity was wellnigh somnolent. ... Field was

the first to introduce a style in no way derived from the established

categories, and in which feeling and melody, freed from the trammels
of coercive form, reign supreme. ... The title Nocturne aptly applies
to the pieces so named by Field, for it bears out thoughts at the out-
set toward those hours wherein the soul, released from all the cares of
the day, is lost jn self-contemplation, and soars toward the regions of

a starlit heaven.

Written with Romantic passion and pathos, this is an evaluation worthy of
Field and characteristic of Liszt.

In the era of Sentimentalism and Romanticism, to attribute value to
nocturnal moods was, of course, very much in the air, in fact, in those
overcast skies to which so many poets, painters and composers turned their
eyes, and in those sensitive "regions of a starlit heaven" which Liszt has
so eloquently described.

SthiIIer's typological discrimination between the "Naive" and "Senti-
mental" was developed into the "Classical' and "Romantic" by the Schlegel

10 Schiller's

brothers, as Goethe remarked9 and modern critics maintain.
metaphors of the "Naive" poet being at one with nature and the "Sentimental”
poet only seeking it can be axiologically conceptualized: while the "Naive"
poet or artist can easily and naturally express his values in a plastic
manner in terms of existing conditions, often even of external reality, the
"Sentimental” writer or artist cannot: his value system is basically di-
vorced from that immediately found in philistine reality, so he must develop
special means to give a sensuous form to his values. Although a composer
does not, as a rule, work with representational images, he may embrace
(Haydn, Mozart and Beethoven) or discard plastic ways and forms of moulding
his emotional material. Schiller's generic categories characterizing the
"Sentimental” attitude and method can be amply exemplified by Field's
Nocturnes: those in the minor key are invariably elegiac (No. 2 in C minor,
No. 10 in E minor and No, 13 in D minor); those in the major key are usual-
ly idyllic (No. 1in Eflat, No. 3in Aflat, No. 4in A, No. 3 in Bflat,
No. 6in F, No. 7in C, No. 8in A, No. 9in E flat, No. 11 in E flat, No.
12 in G No. 14 in C, No. 13 in C, No. 16 in F and No. 17 in E); while
those called Midi (No. 18 in E) and Le Troubadour (No. 19 in C) have a
vivacious, dance-like character and —as Patrick Piggott has convincingly
pointed outll —are not really nocturnes at all, and, despite their usual
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inclusion in most collected editions of Field's Nocturnes, should not be
considered as such.

The imaginatively idyllic nature of some of the Nocturnes is also
underlined by their alternative titles and sometimes by their origins: a
variant of Nocturne No. 5 is named Serenade; Nocturne No. 8 was also pub-
lished as one of Three Romances (1814) and had earlier appeared as the
Pastorale movement of Divertissement No. 2 (1811); Nocturne No. 12 had pre-
viously figured as a lyric interlude in the first movement of Field's Piano
Concerto No. 7; Nocturne No. 16 contains a phrase which Field took over
from his Fantaisie sur une Polonaise favorite; and Nocturne 17 is the solo
version of Field's Grand Pastorale, an elaborate piece for piano and string
quartet.

The musical pattern of the nocturne develops and crystallizes the
"Sentimental” attitude in a generic form. Hence its novelty even in com
parison with such delightfully vigorous and plasticly articulated lyric
pieces as Mozart's Serenata notturna (K. 239) or Eine kleine Nachtmusik
(K. 325). The same applies to poems ranging from Young's The Complaint, or
Night Thoughts on Life, Death and Immortality (predating Schiller’'s essay)
to Shelley's To the Moonbeam, A Summer Evening Churchyard, The Waning Moon,
or To Night; as well as to paintings like Turner's Fishermen at Sea, Moon-
light, a Study at Millbank and Shield Lighthouse or Friedrich's Two Men
Watching the Moon and Moonrise at the Sea.

In his fine analysis of Field's Nocturnes Liszt extends the nocturnal
period to include dawn. With his unique ability to associate tone with
colour, he writes:

The third and sixth Nocturnes bear a pastoral character: their melodies

seem as woven of the balmiest breezes, sighing warmly and moistly; they

appear to reflect the changing shades that dye the vapors of dawn, rose
tints giving way to bluish, and these in turn to lilac. In the latter,
however, the forms stand out more clearly, with sharper outlines, as

if oppressive heat had already dissipated the mists of morning. One

meets therein with sinuosities like those of a great wave bearing

sparkling wavelets resembling diamond chips, rolling its se”entine

swells across a landscape radiant with light and freshness.
Such a free treatment of the nocturnal duration is, in the case of Nocturnes
in the major key, not surprising; Field's Nocturnes are, after all, "half-
waking dreams, ... they live and move only in the dreamy imagination of the
poet, and not in waking reality".13 (Seeing an” kind of images while
listening to the Nocturnes is, of course, not necessary.) What is surprising,
even intriguing and exhilarating, is the fact that Liszt describes Field's
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Nocturnes in terms ot Turner's landscapes and seascapes. The serpentine
swell of sparkling waves drifting diamond-shaped reflections is often en-
countered in Turner's "sinuous"paintings, from the more traditional early
Egremont Sea Piece to the Impressionistic late Yacht Approaching the Coast.
The "vapors of dawh", "rose tints", "bluish" and "lilac" colours mark the
colour scheme of paintings like Turner's Venice, Looking East from the
Giudecca: Sunrise with conspicuous accuracy. The subdued and delicate quali
ty of "changing shades", "rose" tints and "bluish"” hues are also the proper
ties of Turner's watercolour of Venice painted with spots of semi-trans-
parent pastel layers. Liszt's reference to "changing shades", "rose tints
giving way to bluish, and these in turn to lilac" correlate with Turner's
comparable interest in emphasizing (even in his spatial medium) modifica-
tions of views and impressions, evoking and expressing changing moods,
"modulations of ... sentiment",A the transformation of one state into an-
other. Liszt's association of aural manifestations ("melodies"”) with visual
impressions ("tints") and tactile as well as heat sensations ("balmiest
breezes, sighing warmly and moistly") is also parallel to Turner's fusion
of impressions in his watercolour of Venice.

The phenomenon can hardly be explained away by claiming that this was
after all the way Venice looked like. In Canaletto's Classical Venetian
vedutas Venice looks very different. His views are sharp, clear, brilliant,
factual and topographically accurate, apparently painted by an artist who
was able to represent his internal values through depicting external reali-
ty. Turner, however, was not; he belonged to the Romantic trend which
developed from Schiller's "Sentimental" attitude. The painter of the
Venetian Sunrise, as well as of Sunrise, with a Boat between Headlands,
Sunrise with Sea Monsters, Norham Castle, Sunrise and The Blue Rigi: Lake
of Lucern —Sunrise has transformed external reality to give an impression
of his own internal system of values, and in some respects foreshadowed
the Impressionism of Monet,™ just as some of Field's Nocturnes and several
of Chopin's Nocturnes (for example his Nocturnes in E flat major, Op. 55,
No. 2; B major, Op. 62, No. 1; or E minor, Op. posth.) give a foretaste of
Debussy's music. There are parallel passages even between an ostinato sec-
tion for violins in the first movement of Field's Piano Concerto No. 6 and
Debussy's Petite Suite.” This is why Liszt —himself anticipating in his
owmn music later developments —was justified to express, with the instinc-
tive insight of involuntary intuition, his impression of Field's Nocturnes
in terms of Turner's paintings.
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The anticipation of quasi-Impressionistic procedures within a Romantic
idiom can’ also be observed in Field's Nocturne No. 7,where the simple melody
in continuous, moderato motion and in thred-four time is played by the left
hand, over which a broken octave of a dominant pedal is heard. After ten
occurrences this motif is ornamentally transformed and persistently returns.
This effectively simple arrangement "finds an interesting parallel in the
work of certain Impressionist painters who rendered special effects of
light with the use of a palette limited to only two or three colours".17 In
this connection P. Piggott aptly mentions the example of Whistler, who,
touched by some Impressionistic procedures, entitled his fine decorative
canvases as Arrangement in Grey and Black and even as Nocturne in Buie and
Green or Nocturne in Blue and Gold and Nocturne in Black and Gold. The
latter type of painting did not leave Debussy's Three Nocturnes unaffected.
Turner had achieved a comparable colour scheme in his paintings Moonlight
or The Evening Star.

18

Field's Impressionistic foresights have their harmonic aspects. In the
final version of his Nocturne No. 2 he finishes the piece with "a wistful,
almost Impressionistic coda, containing one of his favourite pedal effects —
a haze of shifting harmonies above a sustained tonic". 19 Nocturne 11 reveals
"imaginative asides in harmonic ambiguity".20 In Nocturne No. 14 in C Tanor,
after the final cadence of an episode in G major, its "left-hand arpeggio
continues with slight shifts of harmony, until it settles on a repeated G
whereupon the music of the introduction returns in the key of A flat, the
connecting link being the note G, which is absorbed in the dominant seventh
of the new key". The emphasis is not on energetic advancement and aim-
propelled progress, but on sensitive transition and sensuous transference;
on an "endless modulation of the .. chord of the sentiment",22 the gentle
modification and shifting readjustment of an emotional state, the gradual
re-evaluation of a fragile mood and a tonal shade from the aspect of an-
other mood and shade.

The phenomenon may be called a musical metaphor. That a metaphor can
be transplanted from one artistic medium to another is graphically proved
by the literary description of a pictorial metaphor in Proust's Remembrance
of Things Past. Proust applies the term in the extended sense of sensuous
transference to describe the Impressionistic seascapes of the painter
E Istir, who, in depicting the harbour of Carquethuit on the Balbec coast,
used "one of his metaphors ... employing, for the little town, only marine
terms, and urban terms for the sea".” The resulting "poetic" suppression
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of the line of demarcation between land and sea is also typical of Turner
(Port, or Dordrecht, Storm-clouds: Sunset, The Chain Pier, Brighton, Arch-
way with Trees by the Sea, The Evening Star, Sunrise, with a Boat between
Headlands, or Yacht Approaching the Coast). The saturation of Shelley's
poetry with metaphors (and tropes derived from metaphors) based on the
linguistic transference of a name to another phenomenon is egually con-
spicuous (Ode to the West Wind, The Sensitive Plant, The Cloud, To a Sky-
lark, etc.). Such an extended sense of metaphor may invoke Impressionistical-
ly rich blended sensations, but the notion itself is not metaphorically
ambiguous: whether it refers to a literary, pictorial or musical phenomenon,
it invariably involves a sensuous (linguistic, visual or auditory) trans-
ference of gualities. Cutting across various areas and branches of art, it
also focuses a formal procedure of selecting, condensing, generalizing and
evaluating phenomena conceived and captured differently in the "Naive" and
"Sentimental" groups. Hence its axiological importance: if value is con-
sidered to be the human significance of phenomena, then the function of
form is to highlight value by patterning guality.

Liszt's analysis of Field not only suggests specific Romantic traits
paving the way for Impressionistic effects; it also points out the
pioneering significance of Field's Nocturnes for Romantic music at large:
Field "opened the way for all the productions which have since appeared
under the various titles of Songs without Words, Impromptus, Ballades, etc.,
and to him we may trace the origin of pieces designed to portray subjective
and profound emotion".24 Liszt's mentioning "Songs without Words" immediate-
ly calls to mind the music of Mendelssohn; the "Impromptus" evoke Schubert;
the "Ballades" in this context suggest Chopin; the mood of the Nocturnes
summons up Liszt's Consolations; and the very name and character of Field's
Nocturnes conjure up the most important field of generic irradiation:
Chopin's Nocturnes.

By the time Chopin composed his posthumously published early (1827)
Nocturne in E minor, Field had already been widely known both as a perfect
pianist and as an accomplished composer. The grandson of an organist and
the son of a violinist in Dublin, the boy betrayed talent in music at an
early age. In 1792, not yet ten years old, he played a concerto by his
teacher, Giordani, with success in Dublin. In 1792 and 1793 he also started
writing music, arranging for the piano an Irish air (Go to the Devil and
Shake Yourself) and two rondos on Giordani's songs. In London, in 1794, he
performed a sonata by Clementi, who gave him lessons and employed him as
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salesman in his piano shop. Field's talent was acknowledged by Haydn, Dussek
and Cramer. 2 In 1799, at the age of 17, Field already performed his own
first Piano Concerto which was very well received. In 1802 Clementi took
him to France, Germany and Russia, where Field gave concerts and earned
acclaim. Field settled in St. Petersburg, led the actual life of "the fic-
tional Irishman",26 and soon became a bohemian, a teacher (one of his
students being Glinka), a pianist, and a composer of fame. He did his best
to keep his personal independence and artistic autonomy. When Count Orlov
offered him the title of "Court Pianist", he refused the honour with a
characteristic bon mot: "La cour n'est pas faite pour moi, et je ne sais pas
w2l Field was certainly right: the court was not made for
him, and he was not nmade to court it.

1811 saw the publication of Field's Divertissement avec Quatour No. 2
in A—Pastorale et Rondeau, whose Pastorale movement, somewhat shortened
and reshaped, came to be resurrected as Nocturne No. 8. In 1814 Field's
first three Nocturnes were published; in 1815 his Piano Concerto No. 1 in E
flat with Classical tones and overtones and his Piano Concerto No. 2 in A
flat with a Romantic fabric were printed. In 1816 his Piano Concerto No. 3
in E flat, Piano Concerto No. 4 in E flat and Romance in E flat (the later
Nocturne No. 9) were seen in print. In 1817 Nocturnes Nos 4, 5 and 6 as well
as Piano Concerto No. 5 in C appeared and soon became popular.28 By 1822
Nocturnes No. 7 and No, 8 had been brought out; and in 1823 Field's Piano
Concerto No. 6 in C was published.

lhus Chopin had a chance of knowing much of Field's work before 1827,
and he. in fact, taught his pupils Field's Nocturnes and Concertos, and he
himself often played Field's Nocturnes and Concerto No. 2.29 In 1833
Chopin heard Field perform his Piano Concerto No. 7 in Paris.

The stylistic affinity between Field's and Chopin's Nocturnes —as
David Branson has pointed out in a summarizing fashion and with polemic
passion"50 —is conspicuous. It is not merely a matter of mood, sensibility,
tone or the appearance of a cantilena melody over an arpeggio accompani-
ment (as in Field's Nocturnes Nos 5, v or 15 and Chopin's Nocturnes Op. 9,
No. 1, No. 3, Op. 15, No. 2 and Op. 27, No. 1, No. 2, etc.): the pianistic
eguivalent of an operatic bel canto. The stylistic convergence also appears
in the cumulative and increasingly imaginative effect of particular details.

The falling and rising melodic phrases of Field's Nocturnes No. 1, Ng_
10, No. 11 and No. 13 are paralleled by a comparable undulation in the

opening theme of Chopin's Nocturne Op, 27, No. 2. Like Field in his E flat

lui fair la cour.
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Nocturne No. 1, Chopin in his equally E flat Nocturne Op. 9, No. 2 also
couples a descending passage with a chiming close. Both Field's Nocturne
No. 1 and Chopin's Nocturne Op. 15, No. 1 are characterized by a yearningly
open, Romantically conceived and song-like bel canto.”

Placing the melodic line under a repeated over-note appears in Field's
Nocturne No. 2 and reappears in Chopin's Nocturne Op. 32, No. 1. The
rhythmic figure, in Field's Second Nocturne, of a triplet with a lengthened
(or rest-complemented) second note and a shortened third note followed by
the same note also occurs in several of Chopin's Nocturnes (Op. 9, No. 3,
Op. 32, No. 2, Op. 55, No. 2 and Op. 62, No. 1).

A decorative pattern repeated an octave higher (as in Field's Nocturne
No. 5) is also heard in Chopin's Nocturne Op. 32, No. 1. The throbbing chord
passage in Field's Fifth Nocturne has a parallel in the middle section of
Chopin's Nocturne Op. 32, No. 2. A phrase in the ninth bar of Field's
Nocturne No. 6 has its equivalent in the fourth bar of Chopin's Nocturne
Op. 9, No, 2. The descending phrase-ending of three chromatic notes cropping
up in bar 6 of Field's Nocturne No. 8 is also present in bar 26 of Chopin's
Nocturne Op. 55, No. 2.

Field's Nocturne No. 9 and Chopin's Nocturne Op. 9, No. 2 appear to be
especially closely linked by the fall-rise of the opening theme, the key of
E flat major, the melody starting on the note G (not counting the upbeat in
the Chopin), the rising triplets of the accompaniment, the time signature
six-eight in the Field and twelve-eight in the Chopin, the dolce character
of both pieces, and by the fact that even the decorative turn embellishing
the melody appears at the same place (between the fifth and sixth triplets
of the bass). Field's Nocturne No. 14 (in Liszt's order No. 16) and Chopin's
Nocturne Op. 27, No. 1 share a chromatic bias. 32

Further examples could, of course, be quoted, but this much may suffice
to suggest that Field did not simply hit upon the name of the nocturne; he
also initiated a new way of feeling, a new kind of sensibility, and a new
course of imagination: indeed a new norm and form of evaluation which
Chopin developed, elaborated and brought to exquisite, elegiac perfection.

Field's imaginative originality also asserts itself in the treatment
of the storm. To show the way in which his innovative Romantic fantasy
worked, it is necessary to take a look at the Classical solution of the
problem.

In Haydn's oratorio, The Seasons (1801), the storm is a formidable
threat. Already Simon's,Lukas' and Hanne's recitative (No. 16) in "Summer"
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expresses ill forebodings: Simon sings of "unusual darkness" and "wrathful
vapours”, Lukas of "the threat'ning storm" and "disaster”, and Hanne of
"fear" and "a deathlike silence". In No. 17 the full chorus and the full
orchestra combine to render the fearful rage of the tempest. In the words
of Gottfried van Swieten's libretto based on James Thomson's poem:

Hark! the storm's tremendous voice,

Heaven protect us!

The mighty thunder rolls!

The rushing tempest rages!

Where shall we fly! away!

Sheets of livid flame wrapping ether in a blaze!

The fierce ragged lightning bursting the clouds,

Now the flood in torrent descends.

The C minor key of the storm scene also performs its tonal function in
conveying tempestuous tension. Between the G minor of the opening and the C
major of the closing of the oratorio, the C minor key in the progressive
tonality of the work "serves a function similar to that in The Creation;
for Haydn it was the key that symbolized the world before light. Therefore
it is used at the beginning of 'Summer to describe the pre-dawn and later
the storm during which the heavens are darkened. The lightless beginning of
'Winter', and the symbol of old age, is also expressed by C minor". The
chromatic notes in the fugue of Haydn, inspired by Hé&ndel, in the concluding
phase of the storm also contribute to contrapuntal suspense.

Although unsupported by the evidence of words and expressed with the
continuous personal presence of a tempestuous temperament, thessioiEmiinr.tée
fourth movement of Beethoven's Symphony No. 6 (1807—808) unquestionably
transmits the sense of an even more fundamental threat. In Beethoven's work
the storm appears in unsurpassed symphonic pomp in E minor with thundering
drums, lightning flutes, running violins and the raging of the whole
orchestra. Chromatic dissonance plays its part as it steps up the horrifying
intensity of the tempest. When the storm is gone, the shepherds have a very
good reason to rejoice and sing a hyym of gratitude in the last movement of
the symphony.

In a branch of Romantic music (Schubert's Stormy Morning in the song
cycle The Winter Journey 1827, Berlioz's Fantastic Symphony 1830, Mendels-
sohn's Scottish Symphony 1831-1842, Bellini's The Puritans of Scotland
1833, Wagner's The Flying Dutchman 1841, Liszt's Les Préludes 1848-1850,
Berlioz's The Trojans 1853-1858, or Verdi's Otell6 1887, etc.) the ominous
character of the storm is maintained and in some respects is even sharpened.
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The usual attraction of the Romantic imagination to the extreme found a
natural medium in the storm: the extreme state of nature.

Field, however, was not content with this much. In his Piano Concerto
No. 5 in C major, which he subtitled L'Incendie par 1'Crage (1815-1817), he
seems to have started in a different direction. The difference does not lie
in Field's effort to reach a powerful effect: all composers depicting a
storm have endeavoured to do so, and Romantic composers were especially
keen on enlarging their resources to outdo their predecessors.

Field became acquainted with Daniel Steibelt's Piano Concerto No. 3
(L'Orage) as early as 1798, when it enthralled London audiences with its
evocation of the storm in the middle of its final rondo movement. Steibelt's
programme concerto also scored a great success in St. Petersburg even in the
1810s, and it was Field's ambition to outdistance Steibelt in a friendly
rivalry. Accordingly, Field fortified his orchestra, added a bass trombone,
used some extra percussion, employed a bell, and in the storm section even
prescribed a second piano to obtain extra sonority and to reinforce the solo
instrument without hammering inordinately the soft-toned and square-shaped
piano of his day. As against Steibelt's L'Orage, Field evoked the impres-
sion of L'Incendie par 1'Orage suggesting "not merely a storm but some kind
of catastrophe resulting from it; though whether this was merely a fire
caused by lightning or a symbol of some larger event (the burning of
Moscow?) one can only guess".?

But Field's originality does not simply lie in the onomatopoeic depic-
tion of lightning, thunder, wind and fire. His innovative spirit is chiefly
revealed in his imaginative reinterpretation and revaluation of the storm.
Changing the key to C minor lends the storm scene a passionate quality.
Placing the tempest into the development section of the first movement of
the concerto creates the conditions for a modification of meaning: the
phase of development'is the most unstable part of any piece in the sonata
form. Field increases the impression of instability by large-scale modula-
tion, intensive and inventive passage work, roaring tremolos in the bass
range and sparkling ornaments in the high register, dynamic runs, chromatic
effects, and ragged (dotted and syncopated) rhythms. The Romantic outcome
of this climate of transformation is a veritable change of musical content:
from an awful force the storm becomes an awesome power, an awe-inspiring,
even sublime agent, the fantastic proof of creative fantasy. The peak of
the process is the enormous fortissimo outburst of the orchestra and the
piano, shrieking in ecstatic semitone friction, and submerging metric
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stress in phrase accent in bars 379-382: an eruption of flames (not unlike
the bursting "black rain and fire" of Shelley’s Ode to the West Wind or
turner's image in lhe Burning of the Houses of Lords and Commons, October
16, 1834). It is a flashing fireband shooting up, curving down, sparkling
up, dying down, and giving way to a scherzando passage in A minor.

Ihis passage shows some melodic, metric and rhythmic similarity
(though, of course, no identity) with the main theme of the last movement
in Chopin's Piano Concerto in F minor (1829-1830), while the prolongued
motif at the peak of Field's storm with its circular movement rising above,
sinking below, and returning to the initial note foreshadows the shape of
the central motif —appearing, as it were, in diminution —in Chopin's
"Winter Wind" Study, Etude No. 11 in the Op. 23 set (1832-1836). What Field
had begun, Chopin brought to full fruition. He did not do so in conscious
imitation, but in creating a form which carried further Field's achievement
in reinterpreting and revaluating the meaning and human significance of the
tempest. lhe form used, by Chopin developed the norm established by Field.
Essentially this is the axiological basis of the stylistic affinity between
their music.

Chopin's "Winter Wind" Study opens with a four-bar introduction. It
was, in fact, a friend of Chopin's, Charles A Hoffmann, who suggested to
the composer that such a preparatory section might enhance the overall ef-
fect.» So the introduction was an afterthought; but what a thought! Chopin
took the hint, and composed his musical preface with perfect autonomy and
ingenuity.

When the haunting and singing phrase is first presented in the right
hand part, it is immediately present in the alert consciousness of the
listener; yet since it is played lento and piano, it is also distant and
elegiac. lhe double curve of its gentle and fragile melodic line is entire-
ly unaccompanied, so its key is mysteriously undecided: it can be both C
major and A minor (bars 1-2). A fermata renders its musical gesture in-
creasingly tentative.

When the phrase is repeated in bars 3 and 4, the riddle seems to be
solved; the notes C, G and C under the melodic E set the tune in C major..
Yet the initial duality persists on another plane: if the melody is now
filled in and rounded off by chords which lend it a measure of corporeality
and solemnity, it is also made more remote and enigmatic by the pianissimo
mark. Its groping character is further emphasized by another fermata. The
presence and absence of the phrase are simultaneously enhanced. Beauty is
the object of Romantic yearning.
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The third cell in the introduction is the last chord of bar 4. The 0
in the treble register and the B in the deep bass might —in isolation, and
after the repeated alternation of tonic chords in C major and subdominant
chords in F major —point to G major, which, as dominant, could prepare a
return to C major. This, however, would be a platitudinous solution.

Under the note D the right hand also plays a G sharp (rather than G).
Thus considered, the chord would suggest not the fifth degree of C major
but the seventh degree of A minor; it would constitute a compound diminished
fifth chord consisting of two minor thirds. It would be the closest relative
of the diminished seventh chord (consisting of three minor thirds), which,
as James Anderson Winn w ittily remarks, was to Romantic music "what the
adverbial clause beginning' 'where' or 'when' was to Romantic poetry: a
smoothly plausible way of continuing motion, a means to juxtapose and as-
sociate images or key-areas without committing oneself to one unequivocal
grammatical relation between those elements".

This, however, is not the full truth about the imaginative nature of
this chord. The previous chord has a fermata over it and contains an E.
Because of the fermata, the E is held long; since however, it is a minim,
it also sounds long and, if ever so gently, losing even a part of its
pianissimo volume, it affects the last chord of the introduction, making it
tactfully and gracefully the dominant seventh chord of A minor. It also has
a fermata, the third one in four bars, indicating that the phrase is feeling
its way in an ambiguous course.

In bar 5 the storm breaks out vigorously (allegro con brio) in A minor,
which proves to be the basic key of the study. The left hand plays the
opening phrase of the introduction energetically, forte and risoluto. The
dramatic shift in dynamics is not only a guantitative but also a qualita-
tive change: the phrase has now lost its elegiac nature and has assumed a
passionate quality, which is increased by the rapid chromatic action and
counteraction of the right hand, indicating the fact that the contradictory
principle in the introductory section is not lost but reproduced at a higher
level as an energizing factor and explosive agent. "This study must be
treated throughout as a polyphonic duet between the two hands with atten-
tion to the melodic writing implicit in most of the semiquaver figura-
tion". 37 The piece is also mede "virile, energetic and boisterous"38 by the
sectional return and dynamic increase of the basic theme; by a fantasy-
driven range of large-scale modulations; as well as -by the practice of
joining "two entirely foreign harmonies by chromatic progressions in all
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parts. Thus ... an E major and a C minor triad can be joined together...
(bars 49 and 50)". Such an imaginative joining of distant harmonic poles
in  Romantic music corresponds to the equally imaginative linking of distant
linguistic poles in Romantic poetry (Shelley's similes and metaphors in
Ode to the West Wind) as well as to the atmospheric fusion of diverse
masses of whirling colour in Romantic painting (Turner's Snow Storm).

The enormous increase of tempestuous energy is also expressed by the
changing range and shape of the basic phrase. The left hand starts playing
it in the deep bass, but soon (already in bar 11) a treble clef notation
crops up on the bass staff, and is repeated in bar 21; while in bars 41-44
the phrase rises to the treble range, is played by the right hand, and is
counterpointed by the figurations of the left hand, which now also plays in
the treble clef. The identical dotted notes of the first motif of the first
phrase are either reinforced by repetition or are replaced by triplets (bar
10, etc.), which may be widely placed (bars 17, 18, 35, 36, 81 and 82) and
often point upwards, sword-like (bars 11, 21, 29, 38, 39, etc.). If we also
take into account the dynamic surge of the Etude from piano and pianissimo
to forte, fortissimo and forte-fortissimo (iff); consider the summarizing
last blasts of the crucial phrase with its second motif appearing heavily
accented and in augmentation; and if we listen to the passionate and
parallel run, ascending rush and upward thrust of both hands at the very
end of the Study, then we have so many good reasons to regard it as a tour
de force of Romantic imagination: a fantastic and cathartic reassessment of
the tempest. The emphasis is not on onomatopoeic effects or tone-painting,
but on the rendition of a tempestuous mood and an imaginative revaluation
of that mood. Field's pioneering achievement is brought here to organic
perfection.

The clue to understanding this miraculous transfiguration lies in
Chopin's "Revolutionary" Study, Etude Op. 10, No. 12 in C minor, dedicated
to Liszt. Composed in Stuttgart in September 1831, when Chopin was on his
way to Paris and received news that the czar's troops had crushed the
Polish revolutionary uprising and struggle for independence,4® The "Revolu-
tionary" Study expresses not only the composer's tragic shock, but also his
"terrific defiance",41 his cathartic transformation of an acutely painful
experience. "The defeated Polish revolution was bound to be victorious in
Chopin's music."42 Such a thorough-going change could only be effected by
the power of creative imagination. Chopin’s Etudes are a far cry from the
didactic exercises of Clementi, Cramer, Czerny and Bertini, and even from
those of Dussek, Hummel, Moscheles or Kalkbrenner.
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Chopin's "Winter Wind" and "Revolutionary" Etudes are related not only
in mood, passion, their minor key, allegro tempo, dynamic contrasts, sharp
accents, the flash and flicker of high treble notes against a deep, dark
bass, a final augmentation,43 the parallel motion of both hands in the
closing run, the enormously wide-spread interaction between chromatically
coloured, modulating, murmuring, roaring and rushing semiquaver figurations,
and an eloquent, energetic, restated, reinforced and reshaped two-motif
phrase, but to a certain extent also in sonme traits of the pattern of the
seminal phrase itself: in the dotted rhythm of the first motif and the
semitone step up and back in the second motif (which in The "Revolutionary"
Study is also dotted). The motifs in The "Revolutionary” Study nmay be
sharper, more pointed, dotted differently, thrusting upward and immediately
sword-like, but the parallels between The "Winter Wind"Etude and The "Revo-
lutionary" Etude are strong enough to transfer, "transpose" and warrant the
claim of Istvdn Kecskeméti (made in a different context and comparing dif-
ferent études): "Chopin has written two Etudes in C minor: both are cycle-
closing pieces, and, regarding their content and expressive form, both
could be called either 'Storm' or 'Revolutionary' Etudes". The tempestuous
or revolutionary character is also the property of the B minor Study (Op.
25, No. 10) and of Nos. 3, 8, 22 and 2 of the Préludes (1838—1839) in the
Op. 28 series.™ The link, however, is the closest between The "Winter
Wind" Etude and The "Revolutionary" Study. In The "Winter Wind" Etude "the
le ft hand has a march-like theme and ... the right hand ‘accompaniment'
combines harmonic and melodic functions in a uniquely formulated and strong-
ly characterised pattern, sweeping across the registers to create a dramatic
and powerful counterpoint to the principle theme. It is the most impas-
sioned of the later set, recalling the 'revolutionary' study in its heroic
tone and its structural breadth”. This is why in Chopin's creative imagi-
nation the storm has changed its charge, sign and value: from a negative
force it has become a positive power.

Such an axiological change, initiated by Field and completed by Chopin,
can also be observed in the poetry of Shelley and the painting of Turner.
Shelley was bound to know the threat of storm both in his life and death.
He knew it and expressed it in his poetry as well (A Vision of the Sea,
1820). Yet when his imagination has given an impalpably sensuous form to
his utopistically radical ideals, the tempestuous wind has become a value-
bearing force of transformation and inspiration (Ode to the West Wind,
1819). The change from Autumn to Winter and from Winter to Spring (Sections



96 EGRI, P.

| and V), from calm to thunderstorm (I1) and seastorm (l11), from passivity
to activity (IV), and from nature to society (V); -the change of allegiances
from things driven (a leaf, a cloud, a wave) to the phenomenon driving them
("Be thou, Spirit fierce,/ My spirit! Be thou me, impetuous one!"); the
change from long to short sentences; the change of subjunctive verb forms
("If I were a dead leaf") into imperatives ("Make ne thy lyre", "Drive ny
dead thoughts", "Scatter... / Ashes and sparks, my words among mankind!");
the unexpected, uncustomary and at this time unusual change of the rhyme
scheme in the last structural section from aba, bcb, cdc, ded, ee into aba,
bchb, crc-jc~, cnhdc”, dd, using (in the pronunciation of "hearth” and "wind")
contemporary vowel and diphthong variants as rhymes,4" paralleling and
contrasting, with sustained diminution, the augmented culminations of Field's
and Chopin's storm scenes, and suggesting, with the "mighty harmonies” of a
powerful closure, the musical magic of "the incantation of this verse" and
"The trumpet of a prophecy”; the cumulative change of the overwhelming
crescendo of sequential terza rimas, forceful alliterations, enormous en-
jambments and the leitm otif-like sectional recurrence of addressing the
wind; and the general change of tone from the yearningly elegiac to the
triumphantly tempestuous: all these imaginative changes of value and
evaluation correspond to the process and progress of the storm in Field's
Concerto No. 5 and Chopin's "Winter Wind" Study.

A comparable revaluation of the storm took place in Turner's oeuvre.
Of his numerous stormy seascapes, the Calais Pier canvas, first exhibited
in London at the Royal Academy in 1803, undoubtedly represents the tern-
pestuous sea as the ominous medium of serious danger. "Nearly swampt",48
Turner noted tersely in his sketchbook, recording the perilous experience
of his risky arrival in 1802 at Calais, the first stage of his first tour
abroad.

The painting is composed in dramatic contrasts. The walls- of waves
threaten the fragile sailing boats, and rush against the stiff structural
line of the wooden pier, which protrudes into the raging sea and constitutes
a slanting axis. The lurching set of struggling boats tossed by the stormy
sea draws another slanting axis pointing precariously and ambiguously both
forward, to the middle of the sea, and backward, to the pier. The dual use
of the axis heightens the dramatic effect: the fishermen make an effort to
move away from the pier, but the waves drift them back, and maey easily knock
them against the pier. Human endeavour and natural force fatefully clash.
The partly lit up and slightly sinuous line of the horizon, where the sea
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and The sky meet, create a third axis against which the diagonals of the
composition are measured. A fourth axis is formed by the nervous line of

variously tilted masts pointing upward, ending at differently placed, ac-
cented points, and reinforcing each other's position by what might be

termed the visual equivalent of a syncopated staccato effect. The tem-
pestuous drama is expanded from plane to space.

The spatial quality is further enhanced by the fifth axis embodied by
the edge of the billowing clouds slanting from upper left to lower right,
working against the direction of the masts, continuing, as it were, in the
bending line and upright back of the pier, and supported by further di-
agonals of parallel beams of light.

All these variously placed but invariably dynamic axes unite in a
vertiginous vortex and universalize, as formative principles, the movement
of the voracious whirlpool circling around a cone of wave in the foreground,
where a diamond-shaped ravine is carved out of the surface of the sea,
ready to collapse and crumble into the circular swirl it holds.

The colour scheme of the painting is equally dynamic. It also suggests
a circular pattern each stage of which represents a contrast. The wall of
wave more or less parallel to the position of the viewer is white and
bright with spuming froth, but it is also counterpointed by the dark brown
and the dark green sea. The shaking and shivering sail of the boat in the
middle is a bit darker than the white of the wave, but it is still light,
even sunlit against the heavy mass of a dark rain-cloud. The sail to the
left is russet brown and is contrasted by the light blue opening in the sky
where the mast points. The extreme left of the picture is occupied by a
deep dark mass of clouds and by whirling waves which lead the eye back to
the white foam indicating that the colour scheme has come full circle.

The dramatic quality of the tempestuous scene is also increased by
related opposites: the convex cone of wave in the foreground and the con-
cave opening in the sky; the lit up sail in the middle and its luminous and
vaporous mirror-image copied upon darker clouds. The sharp white of a
waving flag and a flying gull, set against the huge dark surface of storm-
clouds, strike the eye as a shrill shrike would the ear.

If in the early Calais Pier the tempest is definitely formidable, in
the late Snow Storm (1842) it is positively sublime. The element of deep
danger is a part of the sublime, a tense field of drama, the medium of
cathartic triumph. In his crossing to Calais Turner was surprised by the
storm. In the experience depicted in the Snow Storm he exposed himself to
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the storm. He is reported as having said, "l whished to show what such a
scene was like; | got the sailors to lash ne to the mast to observe it; |
was lashed for four hours and | did not expect to escape but I felt bound
to record it if | did". Some scholars query the authenticity of this
claim,50 but there can be no doubt about the fact that turner mede such a
claim, subtitled his painting as "steam-boat off a harbour's mouth making
signals in shallow water, and going by the lead. lhe author was in this
storm on the night the Ariel left Harwich",5* and the composition of the
painting is such as if he had been lashed to the mast. It is an extra-
ordinary evocation of a deeply personal experience.

If in the Calais Pier the movement of the tempest tends to be circular,
in the Snow Storm it _ifE circular.

While in the Calais Pier canvas the pier, the boats, the sea and the
sky are separate entities, people and objects are clearly recognizable,
circularity is emphasized at the thematic level (the swirling sea and the
shape of ropes in the foreground) and generalized in form by the cumulative
effect of the various axes, the Snow Storm presents a cosmic whirlwind,
deletes dividing lines, and supprresses most details. lhis is why for the
average contemporary eye it looked like a "mass of soap-suds and white-
wash"; 52 and this is the reason why for the modern viewer it is the internal-
ized evocation of a crucial experience, an eternalized impression of a
seething swirl captured with the anticipation of a modern sensibility which
had a liberating effect on Monet and Pissarro twenty years after turner's
death.55

In his original, witty and erudite book, lhe Englishness of English
Art, Nikolaus Pevsner supposes that "turner's world of fantasmagoria”, his
"atmospheric view", "unplastic, cloudy or steamy treatment" were basically
the consequences of English climate which brought about "the incorporeal
tradition of English art".5 While there can be no doubt about the fact that
English moisture and mist, the frequent changes of atmosphere have had their
fingerprints on turner's art, it is also true that English climate did not
change from Hogarth to turner, but English art did; climatic conditions
were the same in Turner's youth and old age, but his manner of representa-
tion became thoroughly modified; and Turner's influence on Monet was not
the effect of British climate on French weather. The Impressionistic
incorporeality of Turner's later art can be explained on an axiological,
rather than meteorological, basis: as soon as the Industrial Revolution mede
it impossible for the Romantic artist to express his values through the
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immediate forms of external reality, the imaginative transformation of that
reality became a matter of paramount importance. In France a similar process
took place later. This is the basis of the conspicuous modernity of the
British Romantic Movement in poetry (Shelley), music (Field) and painting
(Turner) alike.

In the Calais Pier, influenced by the seascapes of Willem van de Velde,
even water is characterized by the solidity of glass. In the Snow Storm even
solid objects possess the fluidity of water.

In the early seascape people are actual and, to a certain extent, even
anecdotal figures. In the late picture no clear-cut figure is visible; how-
ever, configurations of vapour, light and cloud suggest the possibility of
an impalpable spiritual presence on either side of the mast. Are these
shapes like the symbolic angel in the middle of the equally circular paint-
ing, The Angel Standing in the Sun (1846)? They are less definite, but they
certainly have symbolic overtones. Or are they rather like the mythical
figure of Moses in the-upper middle part of the experimental circular
painting having the long title of Light and Colour (Goethe's Theory) —the
Morning after the Deluge —Moses Writing the Book of Genesis (1843)? They
are more impalpable, but they may have some mythical implications. Are they
there at all? They may well be. The ambiguity of their presence is the
ontology of the fantastic.

In the Calais Pier the centre of the maelstrom is external to the
sailing boats; it is placed at the bottom left corner of the composition.

In the Snow Storm the centre of the cosmic turmoil is the mast of the ship,
the real or fictional position of the painter "at the center of the land-
scape". His body may be the target of the storm, but his fantasy is the
power centre of the tempest. The movement of the sweeping whirlpool is
centrifugal. "Turner's painting is a work not of self-effacement but of
survival and triumphant self-assertion."58 Its energy is the positive power
of creative imagination. Its source is the Shelleyan wish of "Make ne thy
lyre" and "Be thou me" (Ode to the West Wind), the imaginary and imagina-
tive paradox of pantheistic identification (without, of course, Shelley's
explicitly verbalized social message). Its gesture is the sensuous form of
a positive value judgement. Its achievement —like those of Field, Chopin
and Shelley —is the imaginative praise of human creativity.

At this point, a more quiet coda is in order. Even if Field's stature
was admittedly smaller than Chopin's, Shelley's or Turner's, and his sense
of structure and grasp on pattern was less sure than theirs, "in a rich age
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of English poetry” and painting "Field was the only musician capable of un-
covering a complementary vein of lyrical music",59 whether elegiac or pas-
sionate. The fact that he can be compared to them at all is a measure of his
signficance. But his importance is not simply historical. He was not only
the inventor of the nocturne, the initiator of the Romantic revaluation of
the storm, and not even merely one of the pioneers of Romantic music. He

was more than that: an imaginative composer worth listening to. In his oan
right. Even today.”
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(n the basis of all that has been said so far it may fairly be argued
that every sentence in the novel throws the reader's attention onto the
tortured face in the photo; all the "elements" are built into the text in
such a way that, expanding each other, they might, at the end of the novel,
supply the final significance, the meaning of the sign —the sign that can
be recognized right from the outset in the suffering and yet ecstatically
radiant face. The picture, taken in China, is a snapshot of someone we do
not even know the name of —hence it could be anybody. We see him at the
particular moment of a ritual torture session when men exists in the inter-
mediate state between life and death, but already in the radiance of an
intuitive knowledge of the truth, and when, to him, the "profane world",
and with it time, cease to exist; if his features reflect earthly pain and
celestial light, it must be some novel experience, unknown to the un-
initiated, that he undergoes. (See "Himmlische u. Irdische"”; "Amor Sagrado
—Amor Profano").

In the scrutiny of the novel's space-time, the "photo" is the most
important "element”, in that right from the outset (even if indirectly) it
keeps alive the reader's interest in the event being enacted in China —in
spite of the fact that it is not until Chapter VII that we are provided
with detailed information on it.

There is a host of studies devoted to the roots of rites , their devel-
opment and interpretation. All of them tend to suggest that rites —regard-
less of the particular geographical locations in which they occur —are
invariably performed in accordance with a set of prescribed procedures.
Their object is always to lead the community back to some pristine and
primordial state, which, full as it is of suffering, ultimately carries in
it, at the moment of arrival, the possibility of a "perpetual fresh start".
Forming a part of all mysteries is the triad of suffering —death —fresh
start; yet, only for everyday life, for profane existence is this death a
frightening reality; it is, at the same time, a starting-point for the
existence that the spirit wants to enter. Reading the novel, we witness

Akadémiai Kiad6, Budapest
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this "retracing of our steps". It is the memory images of the journey (B and

motifs) and the omens that form the bridge which enables the WOVAN -
obedient only to the laws of the interior stream of consciousness and
shedding the coordinates of the accustomed profane space-time, yet always
starting from those —to enter a sphere which, before our very eyes, emerges
from the world of everyday life and its chronometrically recordable minutes
to become something transcendental, a single eternity which, however, a life -
time can fill with an infinite number of moments. A special merit and
peculiarity of the novel's composition is the way in which the writer is
able to make the reader accept the process as something natural and self-
evident. From the very beginning, there in the consciousness of the WMAN
are the memory images that her other "self", the Man, by the perpetual duty
of "concentration", by "remembrance”, translates, in her, into genuine under-
standing and knowledge.

Recalling the three major units of the novel, i.e. the locale of the
"events" enacted in the HOUSE (A motif), the SEASHORE (B motif), and the
CHNESE CO.OR (B* motif), we might state the following: in all three
locales we encounter descriptions of the locale one would normally find in
any other novel set in a homogeneous space: in the HOEE we are presented
with a sketchy description of the path leading from the gate to the "room",
and also of the odd paraphernalia of the completely locked room (the water,
mixed in with chromium, in a small bowl on the iron table, with tufts of
cotton-wool, reminiscent of rotting lotuses, the mirror, the door and the
closed window, and, last but not least, the photo). The seashore descrip-
tion of the B motif comes across as just as realistic as the meticulous
depiction of the ritual torture played out in China (B motif). The novel
is shaped through a series of associations in the "interior 'lI'". The basis
for that is provided by the two kinds of meaning carried by the individual
"elements” and "memory images": the everyday meaning of the objects existing
in the profane space and time (photo, mirror, window etc.) and also the
selfsame objects in their interrelationship with other objects (starfish —
photo —sign on the window) imperceptibly lead the WOMMN into a sphere
where, at the level of fear —intuition, and finally at that of the
"initiated", MM learns something of the cosmic secret, that is, rises into
sacred space.

The simultaneous presence of two levels in the experiences is attested
by the A motif (HOUSE), which is worth recalling exclusively from this
standpoint:
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Farabeuf arrives at the "house" from the outside world, he crosses the
THRESHOD, and as he does so everything loses its former meaning, suggesting,
instead, something else, whose real significance the reader does not yet
understand. The frequent and emphatic mention of the threshold justifies
the reader in attributing some meaning, special importance to the seemingly
casual remark, which, however, is repeated several times. The threshold,
just like the DOIR later on, definitely represents a dividing line. It may
represent the gulf between the external and the internal, but equally —as
in the case of the novel —it may represent the possibility of transition
to the world of individuality; it suggests that, by entering the "house",
he shuts out the external world with all its rules and laws —in other
words, there exists every chance for the "I" to be at one with itself.
Where Farabeuf arrives, there is nothing to measure time, we do not know
the season, the year, or even the hour, —only the sudden fall of darkness
and the light succeeding it informs us —not of the passage of time, but of
the constant stream of thoughts, whether correct or incorrect in its course.
Hence the "threshold" is not —as is usually the case —a symbol of one's
arrival at one's home, but an image of the "I" arriving at loneliness.

The "house" s till signals only a preexistent circumstance which may
denote a profane or sacred locale, as the case may be. In short, the
"house" represents the characteristics we were born with, which were al-
lotted to us as our physical being, in which we can experience life in two
different ways at one and the same time, at two levels, —i.e. the way we
receive it, halfready, as it were, experiencing it with the memory of
reason, and, conversely, with the peculiar memory of emotion, by taking
into consideration the countless "signs" crowding our paths before us
during our lives, —signs under whose impact the automatically recorded
memories of the mind acquire their true meaning and the "sign" reveals its
"significance".

Through entire chapters, the WOMAN is unable to tear herself away from
the bits and fragments of memories, she is unable to find her bearings on
her own, that is why she calls Farabeuf, waiting for him in the "PARLOUR.
The "parlour" is the penultimate locale in the novel where the WA s till
moves at once in a "celestial" and "terrestrial" locale, a "sacred" and
"profane” locale; therefore the "parlour" proves that, for man, there is
no pure "profane” existence in the novel", and there is no opportunity for
the WOMMN and the MAN —i.e. the "I" —to experience a "sacred" space-time
that is self-existent, which is not anchored in the real experiences under-
gone in the profane space, or which could be divorced from those.
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It is the "omens" that enable the author to drive home to the reader
that every experience can be absorbed in two ways: it is enough to have a
"mirror" which always reflects the "door" never opened till now —a "glance"
which strikes terror in you, making you show a craven front, or>an "iron
table", with tufts of cotton-wool floating in a bowl, reminding you of
decay, or a "scalpel”, and, finally, a "photo", which is frightening and
incomprehensible in the first chapters —yet, the image of the "starfish",
emerging in the B motif, already elucidates the meaning of the snapshot
too, as in both the features of the "liu" can be recognized. The sense that
the "operation” must be submitted to only becomes a certainty in the impro-
vised performance, set in some dream chronology, of the Teatro Instantaneo,
when the "spark", flaring up, illuminates for a moment the "totality”, al-
lowing a glimpse of the secret and thereby ending chaos and restoring CRDER
so that the Women finds the "meaning” in herself.

Already in Chapter |l the preparation for the "narcosis" begins; this
provides an opportunity for recalling the events once experienced in China
(B motif). The movement made in the "parlour", where the Man touches the
Woman's hand by accident, as it were, builds a bridge over the sea of as-
sociations to the experienced reality of the "walk on the seashore" (B
motif). For the moment, only some images about the walk are triggered by
memory, indicating, as it were, that they are the most important ones, which
are absolutely essential for achieving the goal:

That they were/are holding each other's hand;

that on their way they saw/see a small boy building a sand-castle;

that a woman dressed in black crossed/crosses their path;
that pelicans were/are swooping down on the fish.

A perfect mirror-image of this chapter is Chapter IIl, which symbolically
closes human life: in Chapter Il, we see a departure from the "house",
while Chapter 111 brings a return to the "house" - at high tide, which

washes away everything.

The "past on the shores of the ocean”, and also what the conscious
mind makes of it as it tries to make sense of it in the "parlour”, become
timeless and spaceless realities, no longer bound to any particular loca-
tion or chronology —they are only necessary insofar as they enable all
that happened then to deliver a warning now, not yet at the paroxysmal
point of the "torture"; so that the WOMAN might drift closer to participat-
ing in the cosmic experiences; they are needed, finally, to provide a
gentler transition along the path at the end of which she will open the
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"door", submitting, of her owmn accord, to the operation: at a mystical
level, the™water", the "ocean" hold in themselves a sacral experience of
existence, which, of course, is not conditional on any sort of religious
conviction, but which does most certainly depend on an existential curiosi-
ty, the eternal desire to catch a glimpse of the primordial "secret", so
that, for a moment, the "I" may forget about itself and sense the gulf be-
tween life and death, ebb and tide, building and destroying (sand-castle),
the known and the unknown (the face you think you know and the one it is no
longer possible to recognize in the "b" portion of the journey) —a gulf
that is frightening and causes the WOMAN to "escape" both on the seashore
and in the "parlour".

To break up the order of events for a moment, it is worth anticipating
here the torture, which occurs much later (in Chapter VII) and is described
in some detail in the "BM motif: the condemned person, tied to a stake,

s till has to endure all the minute details of preparation —the eager, in-
quisitive looks of the gathering crowd, the baskets packed with pigeons,
placed there to deter the vultures that might want to feed on his body, so
that nothing shall disturb the ceremony. The WOMMN receives, from the first
chapter to the last, a more restrained, but just as frightening, slow
initiation; her fear continually grows, and her resistance lowers, until,
in Chapter 1X, the "initiation", the "operation" is performed, enabling her
to learn the true significance of the "sign", which, in its characteristic
features, was there both in the "sign" drawn on the window and in the
"starfish", as well as in the lineaments of the eternal HMMN BEING in the
photograph.

To sum up briefly what has been said so far: The THRESHOD separates
us from the outer world, still, it does not represent a gulf or even a
dividing line between the profane and the sacred space. What it does re-
present is a sort of boundary in the sense that, on crossing it, we enter
a realm that is the exclusive preserve of the "I", where all there is to be
found of the external world is what "man" carries in his mind.

The HOUEE is a symbol of the "I", which, as regards the living of its
experiences, may move in the profane as well as the sacred space. Within
the "house", in the PARLOUR the Womean, nearing the end of the novel, with
failing strength, holds onto the profane space via her memories. S till, in
inverse ratio to the sweeping current mentioned earlier, she is, at first,
only moderately attracted to the secret to be unriddled, with the fascina-
tion growing stronger and stronger later on, taking her to the voluntarily
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accepted "operation” and the "liu", which exists independently as a goal -
to an experience of "totality", an experience she is not to achieve until
her entrance into the ROOM delayed over eight chapters. The DR leading
into the "room" is an aperture that enables her to "pass" from one nmode of
existence to another; it represents the boundary between the "profane" and
the "sacred". The "transition" is always attended by pain and suffering,
but it also holds in itself the possibility of rebirth. This "initiation"
(meditation), with all the pain it involves, is the price to be paid for
the birth, in the eternity of a single "moment", of the "ethical 'I'".

About the ROOM it may be stated that it is, by now, totally cut loose
from the "profane" world, to which the "I" is dead. In the "room", the
WOVANMAN is enabled to realize that they are no more than a single "WORD
beyond this point, the "incomprehensible" begins, where the profane space-
time is finally cut loose from its moorings, resulting in genuine freedom
for the "I".

What has been said above makes it, we hope, sufficiently clear that,
from the first to the last chapter of the novel, we are witnesses of an
initiation ritual. From the time the first warning "signs" are noticed
right up to the last, the aim of the ritual is to pave the way for the
"ritual” occurring in Chapter 1X, so that the WOMAN may become an "initiatel

Besides the series of switches from the profane to the sacred "space",
the simultaneous changes of "chronology" are also self-evident. As
attested by the subtitle —"The chronicle of a moment’ — the "moment"
is the only thing that matters; whether it embraces years or perhaps only
days is immaterial.

What is important cannot be measured —unless, that is, one invokes
the chronology of the "spark" of the Teatro Instantadneo, which is, however,
the internal chronology of the "I". One of the morals suggested by the
"moment" in the novel is that "man" should not wait for the last "spark" to
light his way as he rises into the sacred sphere; instead, he should make
the journey before that as, in this way, in the infinity of "moments",
everyday life too can be rendered sacred, restoring ORDER which exists
independently of us, and yet within us —only it has to be recognized and
remembered later on.

No nobler idea can be expressed by a work of art.
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"Yang" - "yin" dialogue

After examining several aspects of the novel, we may state that the
work, whose subject is the stream of consciousness of the "I", thinking in
terms of a single person, cannot feature "dialogues"”, as defined in a
conventional meaning. What we are presented with here is a dialogue of the

"I", arguing within one and the same individual, —a dialogue which, based
on the dualistic world-picture, stems from a cavalcade of objects and re-
collections. It is ostensibly realized in a dialogue between the "I" and

the "you", as a result of which, in a single moment, the miracle happens:
the "profane 'I'" swings into its opposite, the "sacred 'I'", which is the
basis on which the ethical man is born, to the end that life, profane
existence may continue by a multiplication of these "moments".

In the previous chapters | have already mentioned the strong influence
that Eisenstein's work has had on Elizondo's writing; here let me just
briefly recall how Eisenstein manages to visually express conceptually
complicated ideas by transferring onto celluloid the essence of the hiero-
glyphic writing system: instead of symbols, he juxtaposes objects, so as to
express the new idea by their combination, thereby creating the process of
associative thinking.

Elizondo takes his cue from Eisenstein. What we get in the novel is
not merely a juxtaposition of objects, but also a juxtaposition of the
memories that the WOMMN has consciously entered into during her life, her
crystallized "memory images”. That is the directorial principle by means
of which the writer keeps associative thinking active right up to the last
sentence of the novel. If that were all we could say about the novel, we
would have to state that it is nothing other than a verbal adaptation of
Eisenstein's pictorial technique.

But the novel goes much further than that; it has the WIVAN move
amidst "objects" and "memory images" which, if rightly construed, almost
invariably represent one of the elements of pairs of contrasted concepts;
just when, in which chapter they "find" their antitheses depends on the
drift of the novel's development —even so, this does happen in Chapter IX
at the latest.

If we accept the present paper's conclusions on the space-time of the
novel, and conceive of the novel as indeed the description of an "initia-
tion ritual”, we cannot rule out the possibility that the author conscious-
ly resorted to "elements" (objects and memory images) that fall into two
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contrasting groups. One of the proofs supporting the above statement is the
fact that, throughout eight chapters, we have two "I"-s, that is, the situa-
tion experienced is elucidated from two points of view (WOVAN — MAN).

Ore of the characteristics of ritual behaviour patterns, obedient to
strict laws, is that to every symbol within them a contrasting symbol may
be assigned,a phenomenon known in the literature in the field as "binary
opposition". Some of the features of binary opposition (right —left; man —
woman) are to be encountered in all parts of the world, irrespective of
geographical location and historical period, and as such may be regarded as
universal. As to the interpretation of this "dual symbolic classification”
—that is, whether "right" —"left" may be assigned the same order as the
classification "man" —"woman" —there we find significant variations.

To return to the scheme employed in the novel, beyond the title
("moment" —"eternity"), the very first chapter provides some clues: the
"nurse" tosses three coins —an odd number —and, depending on whether the
result is an even or odd number, the writer labels the predicted events as
"positive" or "negative", "favourable" or "unfavourable", referring to the
"YANG' and "YIN" system, an ancient Chinese method of prediction, frequent-
ly featured in the novel as well. (The literature on binary oppositions
mentions this Chinese method of predicting the future as the most ancient
manifestation of "even" —"odd" opposition. That fact did not escape
Eisenstein's attention, either, as attested by his essays written in the
"yin" —"yang" language.)

Besides the ancient Chinese classification system, which employed the
"right" —"left", "female" (yin) —"male" (yang) opposition, there existed
another variant too, which was the exact reverse of the one just mentioned,
in that it assigned the "favourable" outcome to the "male" (yang), and its
opposite to the "female" (yin), making these the determinants of the two
lines of the binary opposition.

The above digression was needed because Elizondo builds up his novel
on the basis of the latter system, so coaxing words from the "I", incapable
of communication with the "profane" world.

In what follows, | shall tabulate - from chapter to chapter, on the
basis of the "elements" collected in the preceding chapters of the paper -
the binary oppositions appearing in the novel. | shall indicate the cases
where the elements in question are assigned their opposites elsewhere than
in the chapter under review —and also, on occasion, the "elements" which

correspond to one or another of the pairs of opposites, that is, carry the
same sign-value as one of those.
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Male

TITLE: Farabeuf

Female

"moment" "eternity" —Chapter VI
YANG YIN
Chapter |
"remembrance”
| HOUSHC
I/Poom"
Ilevenll —« *- Iloddll
"yeS" * * _ ||n0||
"continuous
lines" —<——mmmmmmmm - *»-"jumbled
lines"

111

are of the same order

"door"
"window"

"ocean" /Chap. V.
"hospital" /Chap. V
"mortuary” /Chap. V

"record"
f

VI

name"

starfish" /Chap. 111l
Chinese ideogram”
/Chap. V

face of the tortured"”
/Chap.VII

hexagram" /Chap. VII
essence of torture”
/Chap. VII

eternal” /Chap. IX
totality” /Chap. IX
word" /Chap. IX
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YANG

*

"mirror that reflects

everything"

"answer" /Chap. IX

"silence"

“m

"nurse dressed in white"

Chapter 11

"scalpel”
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YIN

A"mirror that mists up”

________ »-"question"
='Ccry"

»»'nurse dressed in black"

-—*-"hypnotic sleep"

"walk" (up to the rock)-*—*"escape" /from rock to

the house, Chap. IIl

"Man" - "\WOVAN'
"sand-castle N"'send-castle
being-built" ruined"
Chap. 111
Chapter 111
"name" that we knew ------- *- "name" that we have
forgotten
"day" /Chap. VI ———mme- »-"night"
{
Chapter IV
"rebirth'vChap. VIII » - -"death”
Chapter V

"teatro Instantaneo"

Chapter VI

"rebirth"/
Chap. VIII

-"millennial agony"
Chap. VI

A'torture ritual" =
="ceremony"="death"

are of the same order

"cooing of doves"
"rotting lotus
flower" "dazed fly"
"decomposing
starfish™"

Chap. 111

"spark'VChap. VI
i

"house'VChap. |

"trap"/Chap. VI
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YANG YIN are of the same order
"rebirth" /Chap. VIII --—- *- "entrega"=momentary
death
"found identity" —F------em--- *- "lost identity"
Chap. IX
"tiger" -*m "prey”
"ceremony"
"joy'VChap. VII
"faith" /Chap. IX
Chapter VII
"rebirth"/Chap. VIII - *- "eternal damnation”
Chapter V11I
"spirit"— "flesh"
Chapter IX FAITH 1
INCUMPKEHENDIBLEI------- “ "glance'VChap. |
‘ ~—'love"
The table illustrates the associative motion that helps the "I" tran-

scend itself. Moreover, it testifies that only to those standing outside the
"threshold" do the "silence" and "cries" of inward silence appear as pas-

sivity; in actual fact, they are the highest form of activity, the most
original dialogue, which is the hallmark of none but the truly mature work.
The juxtaposition of objects provokes thoughts; they may, at places, exist
individually in the text, to find their analogues only chapters later, al-
lowing with steadily decreasing force —and constantly restricting —the
possibility of "choice".

From Chapter VII onwards, we virtually run out of the unknown "ele-
ments", as one of their "counterparts" fits into one or the other of the
preceding six chapters. Thus, in the final two chapters, the range of
choices becomes constantly more narrow, until, in the final chapter, one is
le ft with the unequivocal solution.
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Where there is an essential forward movement in the flow of ideas, a
revelation, the construction of dialogues based upon binary opposition in-
variably results in a trinomial structure, also to be observed in the
title itself: FARABEUF (the "man")

MALE FEVALE
—although it is not until the last chapter that its meaning is revealed to
the reader. Moreover, the novel itself, in its three locales, displays the
same sort of tripartite structure: AN A motif
B motif B* motif

The message that the author considers to be of enduring validity is
hidden in the elements that are on the borderline of the "yang" —"yin"
series, and it too reflects the tripartite system, which is, at the same
time, the series of the tripartite division based on the binary opposition,
and emerges as a result of the superimposition of the dual opposition:

THRESHOD (leaving the outer world)

the DUALISTIC structure of the WORD

PHOTO (the freezing of the "moment")

SIGN (a key in case we find the "word" or "name" we once knew)

QOCEAN (an image of the endless cycle of births and deaths)

EVERYBODY'S DEATH (its ineluctability)

OPERATION (the life or death of the "I" depends on it)

BLOOD/SACRIFICE (rebirth)

FAITH in the arrival at the

INCOMPREHENSIBLE, in the "I" not being alone, because it is accompanied
by the "glance" and by "love", and all this, shrunk into a single "word",
can be experienced in the eternity of the "moment". It is the "moment" of
"birth", just as in the mysteries, when the initiates entered into contact
with their gods by means of the "sacrifice" offered, that is, a momentary
loss of their "self".

To sum up, when the "I" finds itself in a psychic state in which it is
alienated from itself, the "I", thrown back at its own resources, expects
help from the other half of its "I", namely, the "male". The interior

discourse emerges, but at this point it experiences its own awareness at
the plane of awareness of the "other person” - that is, the "dialogue", by
virtue of its theme being fixed, is realized in "man" as the "true man" —
in the present instance, in WOVAN
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ON THE ETHICS OF ATTENTION IN MODERN AMERICAN POETRY
ENIKO BOLLOBAS

Szeged

During ny graduate year in Minneapolis | saw, on the office door of a
riend, a sticker that said: "Don't fall asleep!" Then, as one entered his
office, one could see all sorts of photographs and poems. Walker Evans'
portraits from Let Us Now Praise Famous Men, close-ups one cannot forget;
photos from Alfred Stieglitz' Camera Work, like that black and white shot
of the young sycamore tree by the New York gutter, 'Spring Showers', which
inspired William Carlos Williams' magnificent poetic s till life, 'The Young
Sycamore Tree'. Also, there were several poetry clippings on the wall; two
lines from Robert Duncan:

Responsibility is to keep
the ability to respond.

A stanza from Denise Levertov's ‘Marriage’:

You have ny

attention: which is

a tenderness beyond

what | say.
Edward Dorn's lines were there, about the responsibility, the moral obliga-
tion, of the poet:

The common duty of the poet

in this era of massive dysfunction

and generalized onslaught upon alertness

is to maintain the plant.

This friend was not in literature but in psychology, doing research in
the nature of human attention; yet he taught nme something very essential
about American poetry. He pinned these photographs and texts on his wall
because for him Walker Evans, Alfred Stieglitz, William Carlos Williams,
Robert Duncan, Denise Levertov, and Edward Dorn were conveying one and the
same message: that attention and alertness can never be taken for granted,
and that attention is man's moral obligation. In the poetry clippings and
photographs this message was more intricately phrased and more artistically
put, but was essentially the same as that of the sticker on the door,

‘Don't fall asleep’!
Akadémiai Kiad6, Budapest
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The poetics of attention has a long tradition in American poetry —from
Emily Dickinson, through the imagists, to the postmoderns. It was turned
into acomplete philosophy by William Carlos Williams, and was picked up
again by the Black Mountain poets such as Charles Olson, Robert Duncan,
Robert Creeley, Denise Levertov, Edward Dorn. Emily Dickinson set an example
for generations of poets to come when she taught concentration on minute
details of the material and spiritual world. The Imagists considered
"direct treatment" as the very first principle to revolutionize 20th centu-
ry poetry; they insisted on "the direct treatment of the thing" —direct

because of an intensive directionality, aiming at a maximum efficiency of
expression.

Suddenly discovering in the eyes of the very beautiful
Normande cocotte

The eyes of the very learned British Museum assistant.

Ezra Pound's 'Pagani's, November 8' shows the joy of attention leading
to discovery in poetry, which discovery in this case is that intellectual
and sexual passion are the same.

Pound's definition of the image is not restricted to the "intellectual
and emotional complex" part, but also involves the "sense of sudden libera-
tion"; "that sense of freedom from time limits and space limits; that sense
of sudden growth, which we experience in the presence of the greatest works
of art" (Pound 1912/1963, 130) "We are not a school of painters”, Pound
writes, "but we believe that poetry should render particulars exactly and
not deal in vague generalities" (1915 'Preface', 135). In the Modernist
conception, poetry is an exercise in attention and alertness, a way of
teaching awareness. "Poetry endeavors to arrest you, and to meke you con-
tinuously see a physical thing, to prevent you gliding through an abstract
process"”, Hulme insists in his essay 'Romanticism and Classicism' (quoted
in Pratt 1963, 29); it helps, as T.S. Eliot suggests, "to break the con-
ventional modes of perception and valuation ... and make people see the
world afresh” (Eliot 1933, 149). As if the people living on the seashore
were taught to hear again, as they did when they first saw the ocean, the
murmur of the waves. As Dean Cocteau puts it: poetry "takes off the veil
it reveals ... the amazing things which surround us and which our senses
usually register mechanically. Get hold of a commonplace, clean it, rub it,
illuminate it in such a fashion that it will astound us all with its youth
and freshness, with its primordial vigor, and you shall have done the job
of the poet" (Cocteau 1926, 215-216).
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When Ezra Pound adds notes to his poem 'The Jewel Stairs' Grievance',
he is doing exactly this ‘'taking off the veil',- 'cleaning-rubbing-illuminat-
ing the commonplaces' and common words, so that their rich meanings should
shine there afresh. Pound, with these notes, teaches us to take language
seriously, to believe in words.

Jewel stairs, therefore a palace. Grievance, therefore there is
something to complain of. Gauze stockings, therefore a court
lady, not a servant who complains. Clear autumn, therefore he
has no excuse on account of weather. Also, she has come early,
for the dew has not merely whitened the stairs, but has soaked
her stockings.

William Carlos Williams is a major prophet of attention, perhaps the
greatest in American poetry, and certainly one of the most original ones,
demanding precision and clarity of thought, seeking beauty in the things
nearest us, in those "starved and broken pieces", —listening to the
language objects speak.

His is an ethical stand, celebrating the ordinary and obvious as the
objects of poetic imagination. 'The Red Wheelbarrow', one of his most
controversial poems, is such an attempt "to raise", as the Hungarian poet
and critic Gyula Kodolanyi suggested in his illuminating essay on the poem,
"an everyday scene, a scene any of us may inhabit, to the imaginative level,
to give the red wheelbarrow and the white chickens currency, that is, life,
in the world of the mind" (Kodolanyi 1984, 369). He conveys, as he does in
'Young Sycamore' too, "the feeling for the mystery of suchness, of presence
in the trivial" (ibid.).

so much depends
upon

a red wheel
barrow

glazed with rain
water

beside the white
chickens
Or, in what | think is one of the most patriotic, and for that matter,

one of the most beautiful patriotic, poems written by an American poet,
'‘Pastoral’, we get a similar sense of presence, and ultimately a redefini-
tion of beauty through an intense focussing of attention. The poem captures
an everyday moment, that of walking back streets and admiring the houses
of the poor, finding pleasure in what is before the eyes. This moment
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flowers into a visionary experience as a sense of reality, a mystical sense
of presence is communicated through the objects in front of the poet's
senses.

When | was younger

it was plain to e

I must make something of myself.
Older now

I walk back streets

admiring the houses

of the very poor:

roof out of line with sides
the yards cluttered

with old chicken wire, ashes,
furniture gone wrong;

the fences and outhouses
built of barrel-staves

and parts of boxes, all,

if 1 an fortunate,

smeared a bluish green

that properly weathered

pleases ne best
of all colors.

No one
will believe this
of vast import to the nation.

These poems are often still lives, and intentionally so. Williams had
his deep allegiance with such contemporary painters and photographers as
Marcel Duchamps, Charles Demuth, Charles Sheeler and Alfred Stieglitz,
sharing with them the sense of mystery which everyday simple objects possess
and which s till lives can convey.

Charles Olson's objectism is also rooted in the morality of attention.
This is how he defined the concept of objectism as the Black Mountain
generation understood it:

... a sharp sure hunger of the senses that, if they pierce deep
enough, if they ride this joy in mortal particulars, they will
find a dimension, a "spiritual dimension" if you like, to
satisfy the soul (unpublished essay, 'Mystery’).
This objectism implies an awareness, a care for details, attention and
humility towards the larger forces of nature of which men is participant.
Objectism is the acceptance and acknowledgment of man's humble place in the
universe; it is also the joy of this knowledge. When coupled with this
humility of objectism, attention seems to become the faculty of true
spirituality. Indeed, authentic attention demands Olson's humilitas, as he
defined it the famous passage in 'Projective Verse"
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for a man is himself an object whatever he may take to be his
advantages, the more likely to recognize himself as such the
greater his advantages, particularly at the moment that he
achieves an humilitas sufficient to make him of use (Olson
1950/1973, 156).
This humilitas, Kodolanyi points out, is "our only chance for joy amid the
threat of materialism, that is the consumer attitude, and the other threat,
the schizoid hatred of the world as something alien, something irretrievab-
ly other" (371-372).

Many examples can be cited for this special concern for moralized at-
tention; the first one, Edward Dorn's famous ‘'air-bag poem’, seems to be
more obvious, less subtle, in its message than any poem | can think of by
Olson, Duncan, Creeley or Levertov.

An Opinion on a Matter of Public Safety

Air Bag sounds like eminent sickness
This device should not be permitted
General Motors was right to suppress it
and wrong to have relented

and Nader should stay out of it.

Driving is based on alertness

whether that be loose or tight

Those who let their attention wander

must not be encouraged to survive

by a bag full of air.
Dorn is fighting for alert driving —for attention, awareness, authentic
presence, for life without safety precautions. —Just what the sticker on
Dan's office door reminded those who entered: Don't fall asleep!

This attention-mystiqgue presupposes an audience, one that does not
need the air-bag. A group of people of a shared mind, with a complete
circuit of communication: Olson's ideal polis. The poets who belong to this
polis have developed a special political concern, which stems from their
moral concern, and is all the more authentic because it comes from poets
as far as possible from actual political power. The poets belonging to this
polis all share the conviction that involvement in power politics is
forbidden for creative thinkers. In a paradoxical way, the poetry of the
Black Mountain generation is intensely political, but in the sense Olson
used the word in his Berkeley reading in 1965:

Words are value, instruction, action; and they've gotta
become political action. The radicalism lies from our words

alone. ... poetics is politics, poets are political leaders
today, and the only ones...
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Which same thought. | heard from Robert Duncan too: in connection with the
unhappy but inevitable coincidence in Hungarian history of poets and
politicians, he told me: "Poets are the real politicians everywhere —and
not those who are elected or appointed. Real power seldom meets political
power".

For an authentic commitment, the writer's moral stand has to be clear
to the reader —the political program of this self-appointed politician.
The poetics of attention necessarily entails an ethics of failure, failure
which success-oriented American society so much dreads. Already Williams
glorified failure and defeat in his well-famed poem, 'The Descent'.

No defeat is made up entirely of defeat —since

the world it opens is always a place
formerly

unsuspected. A
world lost,

a world unsuspected,
beckons to new places
and no whiteness (lost) is so white as the memory
of whiteness.

A descent
mede up of despairs
and without accomplishment
realizes a new awakening:
which is a reversal
of despair.

Success, Williams tells us, can easily turn into complacency: but
defeat, by shaking this complacency, opens into alertness. It is like
stability, Dorn says, one pays too high a price for it. "Some jobs of a
tenured sorts (and I'm not speaking just of the unversity, but any kind of
steadiness) afford a coziness with reality that might encourage lapses of
mind or attention. If your option is this other one (that you have a job
here and a job there, take your chances), you can't do that: you have to
be on your toes" (Dorn 1978, 17-8).

Indeed, this seems to be very important: to evade this coziness with
reality, and always to be on one's toes. "Don't fall asleep”, as the
sticker said. Always to keep up that active relationship of man to experi-
ence, without lapses of attention. The most important passage in Olson's
'Projective Verse' essay is, | think, the one defining this poetic humility
necessary for the projective act:
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the use of maen ... lies in how he conceives his relation
to nature, that force to which he owes his somewhat small
existence ... if he stays inside himself, if he is contained

within his nature as he is participant in the larger force,

he will be able to listen, and his hearing through himself

w ill give him secrets objects share (Olson 1950/1973, 156).

secrets objects share ... whe have returned here, to this knowledge

attained by the sharp focussing of senses upon objects. To Emily Dickinson
and William Carlos Williams. Yet poetry's trust in objects as conveyors of
some mystical knowledge does not seem to be restricted to the American
continent. Indeed, it is an essential part of modernity in Europe, and in
Hungary, for that matter, too. | would only like to present two poems: the
first one is by the Hungarian women poet, Agnes Nemes Nagy.

TREES

One must learn. The winter trees.
Frost covered to their feet.
Immovable curtains.

Oe must learn that streak

where the crystal begins to smoke,
and the tree swims into the mist,
as the body into memory.

And the river past the trees,
the wild duck's silent wings,
and the blind-white blue night
in which hooded objects stand.
Oe must learn the trees'
unutterable deeds.

(Translated by Albert Tezla)

Seeing the details of frost on trees, noticing and recognizing that
streak where the crystal and tree swim into the mist, hearing and
understanding the deeds of the trees —all this needs learning. These
faculties are not given, as we must not take them for granted either, but
have to be accepted as rewards for laborious exercises in attention. Not
only the poet but all of us should make the effort towards fuller and more
intensive perception, although poetry can help a great deal.

A similar celebratory tone pervades ny other Hungarian example, Gyula
Kodolanyi's poem entitled 'l labor in the existence factory'.

| celebrate the blossoming acacias
—some years twice —and | would pick up each
thrown out bottle, as if nothing else

hurt ny eyes, I'd let letters, the metered ones,
wait a few days on ny desk, with ny fist
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I'd rub a round hole on the frosted bus window

in order to see through (and I'd never

regret the effort). | flip through pages of consumer
complaints, but never enter a complaint or

poem there, "out of silence,

the novel will arise" | encourage myself

while quietly taking shower, | am after the human
complexity of this place. Possessing this mep

in my own pores, | amwalking to the rhythm of unsuspecting
traffic lamps, and will reveal all these maps

when meaningful writing resumes. There is

so much joy to notice, "a pugnacious

little nose", "huge chestnut trees”,

spontaneous exchanges of smiles,

and at daybreak light not yet adulterated. In brief:
"life is, in spite of everything,

more grandiose that it appears to human reason".

(Translated by Gy.K. and Clayton Eshleman)

Within this philosophical framework of modernity, the poet's task is
to discover, with humility, the immanent meaning of the universe, to enact
natural and cosmic orders.

Central to and defining the poetics | amtrying to suggest
here is the conviction that the order man may contrive or
impose upon the things about him or upon his own language is
trivial beside the divine order or natural order he may dis-
cover in them (Duncan 1966/1973, 218).
"Often | am permitted to return to a meadow’, a famous line of Duncan's
reads. Indeed, this kind of poetry relies on such "permission” —which
acknowledges the superiority of the force of memory —it relies on obeying
these natural laws; it stresses listening, attention, focussing, allowing,
discovering. The state of mind which the projective act of writing aims at
is transparancy, allowing experience, memory and vision gain force. When
the creative act becomes as humble as "a boat drifting"; when it "refuses
to guide the boat" and finds joy in the act of permission, allowing these
forces to come through.

The superiority of immanent laws, "the inner law", to imposed order is

evident on the social scale too, Duncan testifies.
In this scene absolute authority
the great dragon himself so confronted
whose scales are men officized —ossified —conscience
no longer alive in them,
the inner law silenced, now
they call out their cops, police law,
the club, the gun, the strong arm,

gang law of the state,
hired sadists of installed mediocrities.
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Where there is no commune,
the individual volition has no ground.
Where there is no individual freedom, the commune
is falsified.

And this is a warning to us all: man's responsibility in society is the
same as the modern poet's responsibility: not to fall asleep, to remain on
one's toes, to keep up attention and alertness, to listen to the language
objects speak. For this the only possibility given to us for what is called
the spiritual. Ihis "joy for mortal particulars". This is our only reply to
the threat of materialism and alienation, or to power plants and satellites
—even if this is areply, as indeed it is, in Williams' words, with "the
bare hands".
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EAST AND CENTRAL EUROPEAN LITERATURE

LES PRINCIPES DE L’"ANTEMURALE" ET DE LA "CONFORMITAS"

DANS LA TRADITION HUNGARO-POLONAISE AVANT BATHORY
LAJOS HOPP

Budapest

L'épithete honorifigue de "propugnaculum et clipeus Christianitatis"
fut employée pour la Hongrie par le corps des cardinaux de Rore en 1417.
Deux décennies plus tard, a l'occasion du couronnement de Ladislas ler,
dans une charte de chancellerie éditée avec un grand soin et qui fit
mention des rapports hungaro-polonais "pro bono et salute horum duorum,
Hungarie et Polonie regnorum”, la formule solennelle du message philoso-

phico-historique commun fut trouvée: praedicta régna, sibi confinancia
et barbaris nationibus finitima, sunt murus et clipeus fidelium pro honore
nominis divini et defensione fidei catholice".”

Dix ans encore plus tard, dans une missive envoyée au nom de Hunyadi
au pape Nicolas V, Janos Vitéz recommanda a la bienveillance du Saint-Siége
la Hongrie qu'il appela "bouclier de la chrétienté tourné vers les paiens".

Cette majestueuse idée, congcue sous I'égide de la solidarité chréti-
enne et fortement propagée par I'Eglise romaine, a commencer par Pie Il
(1458—464) se propagea deés le 15e siecle. Callimachus écrivit, en se
basant sur cette idée, son ouvrage historique faisant appel au passé récent
Histéria de rege Vladislav seu clade Varnensi. Diplomate du roi de Pologne
et ancien ambassadeur a Buda, Callimachus soulignait non seulement l'idée
de "la Hongrie, bouclier de la chrétienté", mais encore celle de "rempart
protecteur de la Pologne" face a l'invasion des Turcs. Il cita dans son
livre les propos du député hongrois venant demander de l'aide au souverain
polonais: "(Hungéaria) suis viribus, suis opibus multos annos veluti murus,
ab aliis Christianis Regnis Turcorum impetum submovit." On verra dans le
discours du député envoyé de Hongrie aux Etats polonais qu'il fallait non
seulement donner l'aide au voisin et a l'allié, mais encore "(Hungariam)
Regnum celeberrimum ac ditissimum non solum vicinum vobis et foederatum,
sed tutelam etiam et munimentum vestrum".”

Akadémiai Kiad6, Budapest
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Vers le tournant du siecle, les députés hongrois et polonais des rois
Jagellén exigaient, en se référant a ce role historique l'aide contre les
Turcs a l'assemblée des Etats de I'empire, a Fribourg (1498). Ceci resta
sans résultat, tout comme la lettre adressée a Louis XII du prince-primat
Tamas Bakocz, alors en séjour au Vatican chez Jules Il1: il implorait, au
nom du roi de Hongrie et de Pologne, le roi de France qui était en guerre
contre le pape, de mettre fin a toute hostilité entre ces souverains chré-
tiens et de combattre les Turcs en unifiant les forces. L'appel a une
nouvelle "croisade" lancé par le concile de Lateran resta également sans
effet (1517). Au début de ce concile, la prédication d'un évéque rappela
les dévastations par les Turcs, les luttes héroiques des Hongrois et des
Polonais et les dangers qui guettaient I'ltalie. Le prince-cardinal Jan
taski et Bakocz, se rencontrant a Rome informérent personnellement Léon X
des préparatifs de guerre faits par les Turcs.

Au cours des guerres contre les Tartares et Turcs se forma, au sein
des Etats, de la société des nobles et de la littérature de la cour des
deux pays, une conception particuliere qui était en rapport avec l'exis-
tence de la nation nobiliaire et avec la conscience de finalité de cette
derniére. Werb6czy qui fit ses études a l'université de Cracovie le précisa
de la fagon suivante dans la recommandation de son Tripartitum: "... il ne
fut de peuple ni de nation qui veillat avec plus de force et d'insistance
a défendre et propager la république chrétienne que celui des Hongrois;
ceux-ci (pour ne pas citer les anciens) faisant face pendant quelque cent
quarante ans aux affreux Turcs, les attaquant ou en se défendant, se
donnant beaucoup de peine contre toute la sauvagerie de cette saleté musul-
mane, livrérent, fréquemment et pendant longtemps et dans des guerres
douteuses, des batailles sanglantes, sécuriserent et défendirent le restant
de la chrétienté (pour empécher I'ennemi de passer coome au-dela des digues
brisées), en perdant leur sang et en sacrifiant leur vie, et tout cela avec
autant de vaillance et un effort si naturel qu'ils passérent leur vie sous
les armes. "

La pensée humaniste de "la Hongrie comme rempart protecteur de la
chrétienté" servait de base idéologique pour faire de la lutte pour I'ex-
istence du pays une conscience de finalité d'intérét universel et la notion
de la patrie fut liee a celle de la nation. Le contenu principal en était
I'idéologie de la défense de la civilisation chrétienne occidentale ("ante-
murale v. propugnaculum C hristianitatis") et de la culture ("cultura Reli-
gionis Christianae").
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La tradition commune de la philosophie historique s'alimentait de la
nécessité historique de la défense des frontieres et des zones frontaliéres
polonaises et hongroises. La constitution d'une ligne de protection contre
les Turcs avait bien des fonds réels, car les campagnes du sultan Sileyman
et les attaques turques n'avaient pas pour unique cible la Hongrie et la
ville de Vienne, mais aussi, parallelement aux invasions turco-tartares en
Moldavie et en Transylvanie, les zones de la Pologne du Sud. La pensée
d'une entre-aide mutuelle et I'idée d'une organisation et alliance contre
le péril ottoman se firent jour chez Casimir Jagellon, et de Sigismond ler
(dit le Vieux) a Ladislas IV (Wladistaw IV Wasa), mais avaient peu de
chance a étre réalisées. Les papes (Léon X, Clément VII, Paul I, Pie V,
Grégoire XIII, Sixte V, Clément V1II) s'efforcaient également a mettre sur
pied une alliance antiottomane, efforts qu'entravaient les manoeuvres poli-
tigues anti-Habsbourgs des Francais et des Turcs. Ce fut I'époque ou Siley-

maen |1, entama sa premiére campagne décisive contre I'Europe centrale et
de Sud-Est.
Pendant le siége et apreés la prise de Belgrade, Louis |l, qui était en

correspondance suivie avec le roi de Pologne déploya pour Sigismond les
nouvelles perspectives militaires et politiques de ce tournant dangereux
aussi pour la Pologne: "Notre pays est dorénavant ouvert devant les Turcs
par les eaux et les terres et vous ne pouvez pas étre heureux et rassuré
tant que Szabacs et Belgrade restent entre les mains de I'ennemi."® Pour
chasser les Turcs de cette forteresse qui subit plusieurs siéges, le roi de
Hongrie n'eut pas d'aide étrangére. L'assemblée de I'Empire a Nuremberg
(1522) et le conseil qui le suivit a Vienne restérent sans résultat. Etant
préalablement passé par Buda, le chancelier supérieur Krzysztof Szydiowiec-
ki, lors de la réunion convoguée a Wienerneustadt, en automne 1523, fit un
discours mémorable sur la volonté d'aide du roi Sigismond et le péril
tartare et ottoman. L'orateur variait les frontieres géographiques du
dicton, selon les exigences des considérations politiques séculaires
polonaises au sujet des zones moldaves, en disant que les Polonais pour-
raient apporter de l'aide contre les Turcs au besoin en Moldavie car "la
Moldavie est le rempart de la Pologne et de la Hongrie". En effet, un an
plus tard démarra l'attaque des Turcs et des Tartares contre la Pologne.

Selon l'analyse de la situation du souverain polonais, la Pologne ne
pouvait guére compter sur les exhortations et les promesses faites par le
roi de France et l'empereur germano-romain, car, coome il écrivit en 1524
a Louis Il, roi de Hongrie, "ceux-la n'ont pas moindre souci que notre
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péril et celui de la chrétienté".8 L'allié potentiel de la Hongrie, c'était
le royaume de Pologne qui, aprés l'alliance franco-polonaise (1501) et par
suite des complications d'ordre politique étrangére survenues avec I'Ordre
de chevalerie allemande, la grande principauté moscovite et les Habsbourgs
et a la base de I'évaluation réelle des relations de la diplomatie euro-
péenne, s'efforca d’assurer ses frontieres de Sud-Est par voie diplomatique,
par le traité de paix avec les Turcs (1525). Il conseilla au neveu de
Sigismond 1ler (le Vieux) de trouver un accord a tout prix avec la Porte.
Mais Louis 11, sous l'influence de son entourage, et encouragé par le nonce
du pape et Ferdinand, dans sa réponse envoyée par l'intermédiaire du député
polonais il prit position contre l'armistice et "la paix turque". A défaut
d'une évaluation convenable des différends européens, il essaya de dissuader
son oncle de la conclusion de la paix dans la foi qu'on pouvait attendre
une puissante aide, une fois l'alliance chrétienne mise sur pied, pour la
campagne antiturque. La sainte ligue, conclue en mai 1526 avec la partici-
pation du pape, de Francois ler, les villes de Milan et de Florence contre
en principe les Turcs, mais en réalité contre Charles Quint, dans la lutte
pour I'négémonie européenne. Le nonce du pape en Hongrie signala, dans son
rapport de juin™'8 que les Turcs arrivaient a la frontiere du pays et que
les fortifications et les frontiéres sud restaient sans défense. La note
de l'ambassadeur polonais a Londres caractérise bien la non-aide au chris-
tianisme européen et la compassion: Henri VIII a qui le roi Louis Il
s'était adressé depuis des années pour demander de l'aide, aurait "versé
des larmes" lorsqu'on lui fit mention de la premiere grande catastrophe.
Ambassadeur de Hongrie auprés du pape, ancien chancelier, Istvan
Brodarics écrivit a l'instigation du roi Sigismond ler (le Vieux) I'his-
toire de la perte de la bataille de Mohacs et la conséquence catastrophique
du gouvernement du pays a I'époque des Jagellén. Mais l'accusation contre
les Hongrois de Cuspinianus, historien a la cour de lI'empereur l'incita
également a écrire ses mémoires historiques a volonté polémique. Dans son
oeuvre ayant une valeur de source premiére sous le titre De conflictu Hun-
garorum cum Turcis...11 il essaya d'expliquer la raison pour laquelle le
roi de Pologne devait étre absent de la bataille, come ce dernier avait
adressé une demande au pape de Rore et au conseil des cardinaux au sujet
de l'aide a fournir au pays voisin et qu'il avait essayé de s'entremettre
en faveur du cessez-le-feu. |l témoigna de la prudence lors des luttes des
deux élections de roi au trébne a l'issue de la mort de Louis Il, et dans
la question concernant les Turcs, car Ferdinand ne fit que promettre aux



L '"ANTEMURALE ET LA "CONFORMITAS 129

Etats répartis de l'aide contre les Turcs, alors qu'il refusa la proposi-
tion de Zapolyai contre les Turcs; Charles Quint, son frére était occupé a

m

vouloir rompre le pouvoir du pape Clément VII, centre romain de 1"ante-
murale” .

Face a un Ferdinand ayant une supériorité militaire grace a l'aide
impériale recue aprés l'occupation de Rome, Zapolyai cherchait « se mettre
d'accord avec les Turcs. Apres qu'il ait obtenu la "lettre de foi" du
sultan, Slleyman Il lui céda en automne 1529 la ville de Buda alors sous
'occupation turque. Aprés cet événement Z&polyai, ce propriétaire catho-
lique élevé dans la tradition séculaire antiturque, cet oligarque devenu
roi ayant réprimé l'insurrection des serfs fut obligé a une alliance avec
la puissance osmano-turque terrible face a la force militaire prépondérante
de Ferdinand. Des passages d'un roi a l'autre, la propagande viennoise
s'attaquant a la politique turque de Zapolyai, les arguments politiques en-
veloppés de principes religieux rendirent difficile la position de politique
extérieure et intérieure du roi Jean, mére s 'il essaya de faire passer les
mesures forcées de Ferdinand, devant les Etats de l'empire allemand, comre
une attaque rompant "l'unité du christianisme". Contre la propagande
étrangére, il essaya de se justifier en disant qu'il avait fait un accord
dans de "bonnes conditions chrétiennes" avec la Porte et, en considérant la
situation de danger, il tenait ce nmode de "la recherche de la vérité" juste,
voire pour lui c'était le seul moyen de défendre la "respublica Christiana".
En mémre temps il s'efforgait de relacher sa dépendance de Sileyman dans
un royaume difficile a gouverner, et ayant comme seul appui les perspec-
tives incertaines des missions auprés de la Porte de Hieronym -taski et de
Verbbczy.

I y avait des principautés allemandes protestantes qui, malgré les
menaces ducroissant turc ne voulaient pas entrer en alliance avec les pays
gui s'étaient unis autour de I'empereur et des Habsbourgs, aussi cher-
chaient-ils a établir des liens avec Z&polyai. z Cette opinion publique
allemande reconnut la vocation historique antiturque de la Hongrie et
glorifia les héros de celle-ci, a commencer par Janos Hunyadi. Une communi-
cation d'information parlant de la bataille de Mohacs ne se contentait pas
de lamenter sur le sort des habitants du pays en proie aux Turcs paiens,
mais demandait aux princes allemands de ne pas laisser ce peuple en déclin
d éfinitif, car cela entrainerait des dommeges pour la chrétienté entiere.”®

Une autre source de propagande d'information accusait les Hongrois,
apres la défaite de Mohacs, en disant qu'il avaient fraternisé avec les
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Turcs avant la bataille et qu'aprés ils avaient exterminé les Landsknechts
de concert avec les Turcs.Pour répandre l'idée du pacte avec les Turcs, on
essaya mére de faire croire aux lecteurs que les Turcs avaient été invités
dans le pays, et contre le roi Louis, par Zapolyai, "traitre du sang
chrétien" et "cet homme méchant sans Dieu"; c'était lui le mauvais conseiller
du sultan qui encouragea, par sa trafitrise, ce paien a entreprendre le siege
de Vienne. 14 Ainsi l'adversaire de Ferdinand passa-t-il dans le rang "des
Hongrois méchants hais et maudits" dans les informations des journaux
allemands antimagyar et de quelques autres journaux étrangers, influencant
par la la vision de I'histoire de I'époque. Selon cette vision la Hongrie et la
Transylvanie ne remplissaient plus le rble historique de "rempart protecteur
de la chrétienté", cette tache incombait dorénavant au royaume des Habs-
bourgs; par la suite, cette conception devint un moyen puissant de la
propagande politique de Vienne et de I'Empire.

En réalité ce ne fut que le siéege de Vienne (1529) qui ait suscité une
grande alarme dans l'opinion européenne et surtout allemande. Les attaques
du début des années 30 ont incité les pays voisins d'Autriche de tenir a
I'esprit leur propre sécurité sous le signe de la défense des confins
militaires de Hongrie et des intéréts chrétiens. Le roi de Pologne consentit
au mariage de sa fille Isabelle avec le roi Jean (1539). Le député arrivé
sous les ordres de Charles Quint fit |'offre suivante en 1540 a Zapolyai
qui avait composé avec Ferdinand: son souverain se chargerait d'entreprendre
la défense de Buda au cas d'une nouvelle attaque par la Porte et cela dans
la conviction que "la Hongrie est le rempart avancé le plus fort de la
chrétienté dont la chute causerait des pertes inimaginables au monde des
chrétiens" et que la perte de Buda "signifierait le péril final non seule-
ment pour la Hongrie et les pays voisins mais encore pour la chrétienté
entiére". "

Les Polonais furent secoués par la chute de Buda (1541) donc par le
péril extréme de la couronne du rejeton Jagellébn couronné en roi de Hongrie.
L'écho polonais de l'invasion du chateau de Buda analysa le péril turc du
point de vue de la situation militaire grave qui suivait la défaite totale
des Hongrois et la répartition en trois partie du pays. Peu aprés la prise
de Buda, Clemens Janicius (Janicki) exprima succintement tant l'inquiétude
profonde issue de la démolition 'du rempart le plus fort de la Pologne' que
la conscience du sort commun:

"Commoda Panndéniaé sunt conmmoda vestra, Poloni,
Sarmata communi fertur et ilia rate.
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Dum fuit incolumis, vallum fuit illa Poloni..
Ut cecidit, quae non et nos ventura timens?"16

Lorsque la maison du voisin brlle, l'incendie risque d'anéantir celles qui
sont a c6té —parabolait Marcin Bielski dans son ouvrage historique Sprawa
rycerska. Il décrivait la Hongrie apres la défaite de Mohacs dans ces
termes: "Elle fut le bouclier de la chrétienté entiere en Europe, mais par
suite de limprudence et des luttes intestines des seigneurs chrétiens
cette pomre d'or fut la victime des vers, au grand chagrin et dommege de
la chrétienté entiere."

Vienne fut enfin obligé de passer a l'action: la politique étrangere
des Habsbourgs fit de grands efforts pour faire participer la Pologne dans
la guerre contre les Turcs. Sigismond Auguste, fils du roi de Pologne et
son héritier, frere d'lsabelle recut comme femme une princesse Habsbourg
en 1343. Les diétes de Cracovie et de Piotrkow (1543-44) furent des sta-
tions importantes de la campagne contre les Turcs. A cela se rapportait le
renforcement du ton antiturc dans la littérature polonaise. A cette époque
parurent les Turcica appelant a la lutte de Stanislaw Orzechowski aussi
bien que les poémes des humanistes célébres cracovites (Pannéniaé luctus...)
sur la situation sinistre hongroise apres le péril de Mohacs. Mais la
politique étrangére de Pologne, ne voulant pas pour alliée I'Autriche, se
contenta de slogans diplomatiques et d'un programme nationale de défense
contre les Turcs.

L'image de la Hongrie en tant que "rempart protecteur de la chrétienté"
devint générale aprés Mohacs dans les idées et écrits des humanistes
polonais. Cette pensée sublime n'était pas préchée par les seuls humanistes
polonais et hongrois, mais aussi par des penseurs tels que Thomas Morus,
Erasme, Melanchton, Macchiavelle, Juste Lipse. "Il existe en Hongrie égale-
ment un petit cercle des amis et adeptes d'Erasme qui concgoivent profondé-
ment combien il est irraisonnable d'étre en querelle pour des raisons
religieuses, alors que les Turcs sont devant les portes et qui menacent
aprés la Hongrie (Mohéacs, Buda) d'engloutir toute | ’'Europe".*'9 Pendant que
les erasmistes hongrois et polonais représentaient cette pensée historique,
'empire germanique s'était scindé en deux camps par suite de la Réforme;
les protestants et les catholigues opposés ne pouvaient pas s'entendre dans
la question turque lors de l'assemblée de Regensburg, en 1532. |l faut
€également prendre en considération qu'avant et pendant le premier concile
de Trente (1545—1563), la question du pouvoir entre protestants et catho-
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ligues n'avait pas été tranchée; la, il y avait encore une chance pour
['égalité des nouvelles religions.

L'idée de 1'"antemurale” de conception humaniste, philosophie histo-

torique en vigueur jusqu'au refoulement de I'empire ottoman et jusqu'a la
disparition du regne séculaire du baroque et propagée par les jésuites
également  contribua pour l'essentiel le méne réle a la Hongrie et a la
Pologne qui avaient les mémes structures de noblesse, et toutes deux
constamment attaquées du fait de leur position géographique. Janusz Tazbir
caractérise de la sorte la conscience de vocation de la noblesse de Pologne:
"Szlachta polska uwaiaia doaé powszechnie, te nie tylko utrzymuje mieszka-
j*ce na Zachodzie narody, ale broni najwainiejszych wartoéci ideowych przez
nie posiadahych, mianowicie wiary chrzeécijahskiej. Byia wi¢cc to siuiba
jeszcze w interesie rzeczypospolitej chrzeécijahskiej (nie tylko katolic-
kiej, skoro Zygmunt 111 Wasa szukai pomocy przeciwko Turkom u krola protes-
tanckiej Anglii, Jakuba 1.), a nie na rzecz Europy." Aux propagateurs
appartenait I'excellent représentant de la poésie lyrique baroque précoce
Mikolaj Sgp Szarzyhski (15307— 3 8 1 ) Romen Pollak dit que Piotr Kocha-
nowski, dans son épopée Gofred (albo Jeruzalem Wyzwolona), c'est-a-dire
dans sa transcription de Gerusalemme Conquistata de Tasso "ideoldgia wojny
poboEnej i 'przedmurza chrzeécijahstwa' znajduje tu swoj$ sugestywn”
poetyck® wymowg¢".A Cette méme formule poétigue expressive caractérise la
poésie antiturque en latin du jésuite Maciéj Kazimierz Sarbiewski (1595—
1640). Prétre a la cour de Ladislas IV, il exprima, dans son ode adressée
a ses compatriotes Ad équités Polonos la pensée de la vocation historique
commune.

Le slogan efficace du rempart protecteur de la chrétienté ("przedmurze
chrzeécijahstwa") a beaucoup contribué au renforcement de la conscience du
sort coomun des Etats polonais et hongrois, a la découverte "des traits
communs” et a l'enracinement réitéré de la conscience historique de l'inter-
dépendance. “ Le programme militaire et politique de I'expulsion des Turcs
était l'une des plus grandes idées de I'époque, touchant plusieurs peuples.
La pensée de 1™antemurale” était non seulement une affaire hongroise et
polonaise, mais elle servait de philosophie historique contemporaine depuis
la Moldavie ou le Balkan jusqu'au Portugal. Menme la France remplissait le
réle du "Bouclier du monde chrétien face a l'lslam" et le roi de France,
"Rex invictissimus Gallorum" se disait "Roi Trés-Chrétien, Sauveur et
Champion de la Chrétienté", tout coome l'espagnol "Majesté Cahtolique" et
les Habsbourgs "Sacratissima Ceasarea" et "Majesté Apostolique". L'idéo-
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logie de "Bastione della Christianita” —"antemurale e balovardo di tutto
il resto dei Christiani" pénétrait I'ltalie et les seigneurs changeants de
Venise, tout come les Etats de I'empire germanique et de la monarchie des
Habsbourgs; les ordres de la noblesse autrichienne aussi bien que les
ordres allemands, saxons et bavarois. Le germanisme faisait sienne l'idéo-
logie de "Verteidigung der Christenheit gegen der Turken" et de "Vormauer
der Christenheit". Les orateurs des assemblées des Etats de l'empire con-
sidéraient la Hongrie dans cet esprit et les forteresses frontaliéres comme
remparts directs de la nation germanique "die nachste Vormauer der teut-
schen Nation"; les chancelleries en faisaient mention dans les écrits de
1 empereur. 2

Les "bella turcica" servirent de base réelle au caractére contemporain
durable de cette philosophie historigue, mais les intéressés témoignerent
moins d'enthousiasme et de décision quant aux charges et frais de la
défense. L'idée de 1'antemurale n'avait jamais été exempte de la propa-
gande politigue et elle devint, dés le XVle siécle, un moyen de lutte pour
I'hégémonie européenne et de la diplomatie internationale, un slogan reten-
tissant de la fiction qu'était "l'unité chrétienne" contre les Turcs, une
dépendance de la politique de I'hnégémonie franco-Habsbourg. Le monde
chrétien n'eut lI'espoir de repousser les Turcs des territoires de I'Europe
centrale et de Sud-Est qu'aprés la victoire de la flotte unifiée vénitienne
et espagnole a Lepanto (1571), mais cet espoir ne sera réalisé qu'au bout
d'un siécle d'attente.

Les éléments du discours par le député pour recommander Bathory

Le principe de la "bona vicinitas" et l'idée de 1™antemurale" se
présentent bien dans le document historique par lequel le député de Istvan
Bathory recommanda, devant la diéte qui devait élire son roi en novembre
1575, le prince de Transylvanie au trbne de Pologne. Aprés avoir salué les
Etats polonais, il appela la glorieuse Sarmatie le rempart protecteur
d'Europe: "... Respublica Christiana, cujus, murus aeneus est Sarmatia".
L'idée du "murus aeneus" établissant un parallélisme entre la vocation
historique des Etats polonais et hongrois, le* sort des deux pays, leur
communauté d'intérét et leurs relations de voisin était en fait le message
sciemment répandu de la philosophie historique dans la rhétorique humaniste.
Elle pouvait servir de protection pour Bathory face aux interprétations
malveillantes selon lesquelles il serait le sujet des Turcs, propagées par
les adversaires du prince de Transylvanie.
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Les parties ultérieures du discours visant a gagner et a convaincre
les Etats polonais étaient imprégnées de | 'idéologie de 1"’antemurale";
ces parties contenaient, . part les offres politiques de Bathory, des

pensées relatives aux analogies de droit constitutionnel des deux organisa-
tions étatiques nobiliaires, aux similitudes des facteurs politigues de la
vision des ordres et aux observations d'ordre belligueux... "Ceterum, qua
de re tota promptius iudicare regni ordines passent (possint), duo argu-
menta ab regnorum coniuctione et personae qualitate sumpta, obiter addemus.
Prima est regnorum Hungaridé et Poloniae conformitas, quae firmiorem reddet
amicitiam, mores utriusque gentis, leges habitusque forme similes, arma
vere (vera) militaris disciplina, religio, libertads et vivendi ratio plane
communia; vétus praeterea societas, regnorumque facta vicissitudo perpétua
concordia et suppe(r)tiarum ferendarum facilitas; quae omnia animos vehe-
menter conciliare et régna stabilire soient."26 Le discours ne se conten-
tait pas d'énumérer les éléments assurant I'amitié de la "conformitas",
mais aussi il soulignait les traditions politiques: "Les habitudes, lois,
mode de vie et d'habit sont similaires chez les deux nations; leurs armes,
organisation d'armée, religion, liberté et vie sociale sont les mémes, leur
rapports anciens: pour cette raison les deux nations pouvaient avoir des
rois en commun,et pour cette mére raison elles peuvent facilement entrer

en alliance pour une entre-aide mutueIIe."27

Ce discours soigneusement
élaboré par la chancellerie du prince de Transylvanie, la mention faite a
dessein a la "perpétua concordia" et aux "traits similaires" dans beaucoup
de domaines, tout cela renvoyait a une époque antérieure, donc la découverte
des phénoménes analogues remontait aux temps avant 1575. Les pensées tradi-
tionnelles que les deux parties connaissaient bien revenaient sans cesse
dans une phraséologie latine de conception stéréotypée, proche a l'anci-
enne, dans un but anti-Habsbourg.

De bons exemples se proposent, du temps du régne de Béathory pour faire
sentir certains "traits similaires" dans le domaine du mode de vie et de
l'organisation de l'armée touchant des couches non-nobiliaires. Le roi de
Pologne avait surtout des artilleurs hongrois; la cavalerie polonaise fut
organisée a la maniére des hussards hongrois et l'infanterie a l'image des
haidouks et les changements dans I'armée polonaise furent gardés au cours
du siecle suivant dans la nouvelle dénomination de cette derniere ("piechota
wcgierska"). Dans la conduite de la guerre, des tenues militaires hon-
groises, des habitudes et des expressions ainsi que des tournures militaires
se sont implantées (beszte —beste kurva fia 'bate, fils de putain'; kopor-
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szak —koOpésadg 'canaillerie'). La mode des tenues militaires hongroises
influenca méme les vétements civils (p.ex. bakiesza — 'pardessus double de
fourrure'; kopieniak —kdpenyeg 'paletot, vétement ample sans manches,

tenue favorite de Bathory en campagne'; batorowka —magierka — chapeau
Bathory a la mode'; wcgierka — 'casaque bordée d'agneau"). Dans les manoirs
de la noblesse polonaise la garde a la hongroise, la faction se sont ré-
pandues ("sztaby wcgiérskie"). Dans la conversation de société a la cour
des mots et expressions hongrois se sont infiltrés (uram bizum 'certes,
monseigneur’; uram gazda 'monseigneur maitre'); des prénoms a la forme
hongroise se sont répandus (Istvan, Andras, Janos etc.).

Dans la comptabilité de la cour royale ("rationes curiae" —"rachunki
dworskie") on trouve des noms hongrois par centaines. Les comptes étaient
dressés par le trésorier polonais qui devait écrire ou dicter les noms
hongrois aprés écoute, souvent en les déformant, dans une écriture phoné-
tique polonaise qui voulait fixer la prononciation hongroise: des variantes
a la latine ou a la polonaise, et qui gardent plus ou moins la forme hon-
groise se succeédent. Le riche matériel concernant les noms hongrois des
livres des comptes est bien complété par les différentes listes et relevés
des soldes, ou encore par le registre de I'entretien de la cour royale,
tré\é remarquable du point de vue des Hongrois:29 Regestrum Aulae Sacrae
Regis Stephani, 1576-86. On trouve des nons hongrois dans presque toutes
les fonctions de la cour et dans les services de caractéere militaire. La
valeur historico-culturelle de cette source qui correspond a la matricule
de tout le personnel de la cour n'est pas a négliger, car ce registre
présente une image fiable de I'entretien de la cour de Béathory, y compris
les beaux-arts et l'art appliqué, lindemnité des peintres et des sculp-
teurs, des musiciens, des relieurs de livre; le travail des étudiants
(scholares, studiosi) et des précepteurs. La cour royale, plus grande et
plus pompeuse que celle de Gyulafehérvar devint le lieu de rencontre des
Polonais et Hongrois vivant ensemble dans les mémes services, avec toutes
les conséquences .humaines possibles que cela entratnait. |l existe encore
des registres militaires en manuscrits hongrois, par exemple le livre de
camp des notaires militaires hongrois de lI'année 1580-61, avec des milliers
de noms de haidouks et de hussards hongrois, correctement orthographiés.

Des événements nationaux servaient a connaitre mutuellement la mag
nificence et les habitudes de la vie a la cour: p.ex. l'entrée en parade
royale de Bathory d'abord a Cracovie, ensuite a Varsovie, ou l'arrivée a
Cracovie du cardinal Andras Bathory revenant de Rone et suivi d'un cortége
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somptueux. Plusieurs centaines de personnes participaient aux festivités,
amusements, bals et chasses de l'aristocratie. Des descriptions pittoresques
relataient le mariage dans le palais royal a Cracovie du premier chambellan

a la cour Ferenc Wesselényi et de Anna Sarkandy, veuve jeune de Géaspar Bekes
(1582), ainsi que les noces durant deux semaines du catholique Jan Zamoyski
(hettman de la couronne a partir de 1581) et de la réformée Griseldis Béatho-
ry, réjouissance qui attira plusieurs centaines de notabilités polonaises
et hongroises (1583). Le goit transylvain est reflété dans la cour a la
hongroise de Wesselényi en Pologne, par l'aménagement du dhateau de Lancko-
ron avec les époux qui figurent dans un poeme de Kochanowski; par le
chateau de Zamoac et les jardins de Griseldis, cousine du roi et par sa vie
en manoir gardant les traces du pays d'origine.”

La Transylvanie continua d'étre, au temps de Bathory, le tributaire
des Turcs et resta en méme temps sous le patronage du roi de Pologne.
Pendant son regne, Béathory réussit a garder l'autonomie de la principauté
de Transylvanie face aux Habsbourgs qui, aprés le couronnement de Béthory,
prince de Transylvanie regardaient de mauvais oeil sa politique d'union. Il
est vrai que les Etats mémes de Transylvanie grognaient contre les impots
demandés a des fins belliqueux, sentant a leur peau les conséquences en
Transylvanie de la politigue étrangere du roi de Pologne et les ordres de
la chancellerie hongroise en Pologne. En effet Bathory, une fois devenu roi
de Pologne, eut l'idée de ranimer l'union. Dans sa lettre adressée a Sandor
Lénai Kendy, il lui ordonna d'aller en Pologne pour voir clair la situation;
il lui conseilla de trouver le moyen d'unifier les deux pays sans porter
offense aux Turcs et d'en donner des nouvelles par les aristocrates "pour
que lui méme puisse proposer cette affaire devant l'assemblée générale”. Si
'union n'avait pas lieu, "que le bon Dieu donne a la patrie un bon
tuteur...". Béathory était occupé de ses projets de portée européenne,
grandioses du point de vue de la Pologne et de la Hongrie: il projeta une
union d'Europe centrale et de I'Est, face aux Habsbourg, union viable du
point de vue politique, économique et militaire, d'Etats polonais, hon-
grois, tcheque, morave, moldave. Mais les efforts au pouvoir interne en
Pologne I'écarterent de son projet de rassemblement contre les Turcs; sa
politique de défense et d'expansion vers I'Est le confronta au grand ennemi,
la Russie de Ivan IV le Terrible. La diplomatie de Vienne y eut sa part,
tout comme au déclenchement de la guerre russo-polonaise au temps de Sigis-
mond ler le Vieux. Mais la mort précoce de Bathory fit dissoudre ces pro-
jets dynastiques compromettant les intéréts Habsbourgs, les efforts de
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confédération autonome transylvaine hungaro-polonaise élargie, efforts
repris, sous une forme modifiée par rapport aux circonstances intérieures
et extérieures changées au temps de Istvan Bocskai, de Gabor Bethlen et des
Rékoczi.

La Hongrie et la Transylvanie cemnne "le rempart de Sarmatie" —

poésie et réalité

Ala fin du siéde, dans les années qui suivirent la mort de Bathory,
le nombre des héros de Pologne s'est accru sur la frontiere saccagée des
luttes contre les Turcs. Parmi eux était Adam Czahrowski, porteur de la
pensée de 1 '"antemurale" qui, compagnon d'arme du poete hongrois Balint
Balassi, participa pendant des années aux luttes dans les confins mili-
taires au Nord de la Hongrie. L'aristocrate Balassi était parent et lieu-
tenant équestre de Istvan Bathory, il connaissait les preux polonais; il
passa plusieurs fois en Pologne et parlait polonais. Il devait rencontrer
personnellement, pendant ses séjours en Pologne, Jan Kochanowski qui parla
de la figure de Bathory et dont il put connaitre les oeuvres, méme si les
recherches disposent de ce fait de peu de preuves concrétes. Le plus grand
poéte hongrois de la Renaissance, créateur de la poésie lyrique hongroise
de rang européen garde pour la postérité, dans ses poemes, le renom de ses
compagnons d'arme a Eger. Lorsqu'il partit de nouveau, en 1589 pour la

Pologne, il prit congé d'eux, sous le signe de 1'"antemurale”, dans son

poeme Valedicit patriae...

Oh, na douce patrie, chére Hongrie

gui portes le bouclier de la chrétienté

brandis I'épée souillée de sang paien

Ecole des preux, adieu, maintenant.

Le petit noble de Galicie, A. Czahrowski, fut militaire en Hongrie de
1588 en 1596. Dans son recueil de poemes Rzeczy Rozmaite de Treny (1597),
il parlait non seulement du sort commun et de la vie des preux, mais encore
de la destruction du pays jadis florissant, "rempart de la chrétienté":
"Dieu miséricordieux, regarde le deuil sinistre de Hongrie... regardez, les
princes voisins, le sol hongrois torturé ou le peuple a eu a tenir bon
contre les paiens infames". Et de formuler, dans son poéme, le message
philosophico-historique, exprimant la réalité sanglante: "Ses frontieres
sont vos murailles fortifiées, les pays du Sud, de I'Ouest et du Nord. Si
ces murailles se penchent vers vous, elles vous écraseront misérablement."
(No 13) Par la description de la dévastation, il exhorta a la lutte victo-
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rieuse non seulement Rodolphe, roi de Hongrie et de Bohéme, empereur ger-
mano-romain, mais il demanda au roi de Pologne de participer a la guerre
de défense, pour son bon renom et pour celui de son pays (No 17). Dans son
appel aux "Grands Seigneurs des Etats" polonais il mentionna la mort tra-
gique du jeune Wiadisiaw Warnehczyk (No 18) et invita les preux polonais a

la vigilance contre I'ennemi conmun (No 19), et il ajouta que les Hongrois
n‘avaient d'espoir qu'en eux.

A I'époque résistait encore le chateau d'Eger dont écrivit, dans son
Epicedium, Janos Rimay, ami poéte de Balassi, un autre contemporain connu
de Czahrowski, et qui mourut au siege d'Esztergom: "Eger, célebre école des
preux de toute la Hongrie, rempart de toute I'Europe, protége moins par un
équipement naturel ou surtout inventé que par le bras dhommes trés forts
et qui est décoré par tant d'insignes de guerre et tant de victoires
retentissantes, gagna ses plus grands ornements de partla société, la
splendeur et la renommée de ces hommes...Mais la chance tourna et Eger
tomba devant la supériorité numérique. Il est possible que la nouvelle de
la chute d'Eger (octobre 1596) qui se propageait comre un incendie e(t
atteint le poéte militaire a son domicile. Le preux polonais qui avait
participé lui-méme a la défense du chéateau, prit sa plume et s'adressa a
nouveau aux ordres de son pays: Eger fut la porte la plus forte donnant
vers la Pologne; aprés sa perte tous devaient tourner les yeux vers Cracovie
et préparer la défense de la Pologne (No 22). Dans son poeme suivant "Lamen-
tation pour Eger et la célébre prouesse d'Eger" (No 23), il continua d'ex-
poser ses pensées tristes. Et s'il regrettait la perte d'Eger, porte qui
donnait vers les frontieres de Pologne, il s'affligea encore davantage au
sujet des preux du chateau, "miroirs de la Hongrie", compagnons d'arme
héroiques élevés dans cette "école des preux".” |l connaissait bien les
Hongrois, leur langue, leur facon de combattre courageuse, leur vaillance
en guerre; il écrivit un poéme sur eux a la maniére de Balassi ("Duma
Eolnierska") et il les plaignait et les vantait d'avoir sacrifié leur vie
dans la lutte contre les paiens. Lui-méme arrosa le sol hongrois de "son
pauvre sang" et retourna pauvre dans son pays, par suite de l'ingratitude
des seigneurs.

On considérait en Pologne que la Hongrie et la Transylvanie étaient le
rempart protecteur de la République Nobiliaire. Mais I'aspect politique du
role de rempart protecteur historique n'était pas beaucoup influencé par
les relations de force changeantes, avant tout les complications apres la
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mort de Bathory, que résultérent les élections liores de roi en Pologne et
les changements de la "perpétua concordia".

Aprés la dissolution de l'union polono-hongroise et la montée sur le
trone polonais de Sigismond |11 Waza (1587—632) la nouvelle se répandit en
Europe que la puissante armée du sultan turc était préte a partir en guerre
et qu'il était a craindre que cette puissante force ottomane ne s'abatte

sur les confins militaires de Hongrie et de Transylvanie. "Le danger de la
situation est encore augmenté par la situation confuse en Pologne qui per-
mettrait aux Turcs de pénétrer encore davantage dans les pays que dominait
['Autriche." —écrivit I'un des correspondants de Juste Lipse. Lipse fut
informé des difficultés de la défense contre les Turcs par l'intermédiaire
de ses correspondants en Hongrie. Lorsque le jeune baron Peter Révay, le
futur intendant du département de Turéc, rentré a I'époque dans son pays
apreés ses études a l'étranger le renseigna, il expliqua bien les fonds de
la scéne politique: "Car je trouve, et ce n'est pas un secret pour toi, 0
mon Lipse, que notre pauvre petite Hongrie, et le Dieu immortel le voit,
est cernée d'ennemi par devant, par derriere et des deux cOtés, donc de
toutes parts, harcelée, opprimée et ravagée par des attaques continues. Et
Moi je ne sais pas pourquoi nos voisins qui vivent toujours parmi des roses
et des violettes, ne bougent toujours pas, a la vue de ce mal;, pourquoi ils
ne se rendent pas compte qu'il s'agit de leur propre affaire, lorsque la
maison du voisin est déja incendiée? Comment certains ne sortent pas de
leur sommeil profond d'Endymion, tandis que d'autres cessent enfin de se
ruiner, se déchirer dans des guerres et des effervescences intestines et
d'affaiblir par la encore davantage leurs biens matériels et leur état
blessé, de s'ébranler et de se briser: ceux-la affrontent enfin, dans une
guerre ouverte et par des 