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Acta Litteraria Academiae Scientiarum Hungaricae 25 (1 — 2), pp. 3—28 (1983)

On the Aesthetic Relevance of 
Philosophical Categories

C O N T EN T  A N D  F O R M . E S S E N C E  A N D  P H E N O M E N O N  

I s t v á n  H e r m a n n

Content and Form

All human activity has, firstly, a contentwise objective—a teleology— 
and secondly, ways and means to  reach th a t  objective. Thirdly, th e  activity 
takes place in a certain form, in a certain setting, etc. This applies to  every 
kind of human activity; i t  is in this sense th a t  content, m ethod and form 
are to  be distinguished. These categories, however, acquire a special significance 
in the  case of artistic creation. F irst of all, some works of a rt are created 
w ith a  concrete practical use-objective in mind. In  such cases one m ight say, 
as for instance in the case of architecture, th a t artistic activity  has a definite 
objective (and even a definite purpose, in the case of architectural a rt). In  the 
same way, for some works of a r t  (such as those commissioned by  th e  patrons 
of the  a rt of the Renaissance) the purpose of the work was likewise specified, 
albeit perhaps less obtrusively than  in architecture, bu t still confining the 
scope of the artist to a  sm aller or greater extent. The same applies to  every 
creation of industrial a rt, including ornament and graphic art, every a r t  for 
a prize, etc.

The purpose of a w ork of art, however, is not identical w ith  the total 
of its objective, teleology and content. In  the following, it will be useful to 
elucidate the difference between content and purpose in a few words.

Art as a Commission by Society

I t  emerges from the  above th a t there are some artistic creations which 
fulfil a concrete function. Y et, diversified as these functions m ay be, they 
are none of them identical with artistic content proper, prim arily  because 
m ost artistic creations obviously fulfil a much broader range of functions than 
th a t  in whose sign they  came to  exist. I t  is a fam iliar fact, for instance, that 
the  great dramas of the Greeks were w ritten as entries for the prize contests 
for the Dionysian festivities where not only the subject, bu t the  duration of 
the  play and the num ber of protagonists were specified beforehand. But 
although they clearly did fulfil their intended function, also, th ey  have, over

1* Acta Litteraria Academiae Scientiarum Hungaricae 25, 1983



4 Hermann, I .

th e  millennia that have passed since, been showing new facets to  the audiences 
of every  new age. They express something th a t  transcends the age and the 
fram ew ork of ideas in w hich they were born. Gothic cathedrals are a similar 
case. The Dome of M ilan, for instance, was evidently  called upon to  express 
th e  introverted religious sphere of an age. T oday’s visitor does not get the 
sam e feeling: yet, rem ote from  the original em otional atmosphere as he is, 
he w ill nevertheless recognize in this masterpiece of Gothic architecture the 
trem endous artistic effort th a t ,  by the means of a rt, even if religious in form, 
tu rn e d  a welter of d issim ilar stra ta  human in to  a  community, endowing it 
w ith  a  shared wealth of m oods and feelings.

Further examples w ould be superfluous. All this goes to  prove that, 
w hereas artistic creation an d  the work of a r t  proper are both apparently 
a im ed  a t  a definite ob jective which determines th e ir content, in reality, the 
ob jec tive  is not nearly so definite and specific; i t  cannot be centered on or 
preoccupied with a single ac t o r a single idea; inasm uch as it  is real art, it  fulfils 
m uch more than just the  d irec t social objective for which it has been intended. 
G enerally  speaking, one m igh t say that the ta sk  entrusted by society to  art 
as a r t  is invariably th e  creation of a cathartic effect besides fulfilling a  con
cre te  function. The original meaning of the word “ catharsis” is an inner moral 
purification. This meaning, however, was expanded by Georg Lukács in his 
Die Eigenart des Ästhetischen. The impact of a w ork of a rt brings a purification 
in  though t, psychology and  behaviour as well as in  the moral sphere. Lukács 
explains this by stating th a t ,  contrary to  Stoic religious ideas whose focus, 
“memento mori”, was an awareness of death which man m ust not lose from 
sigh t, Epicurean and m undane tendencies in  a r t  resulted in a “memento 
vivere” , a  concentration on an awareness of life. In  th is  sense, however, catharsis 
m eans the  dissolution of old constraints, conditionings and obsolete forms of 
behav iour and the beginning of a reorientation tow ards new thoughts, feelings 
and  reactions. I t  would therefore be the greatest possible mistake to  confine 
the  a rtis tic  content of a  w ork of art to its concrete purpose as outlined above. 
One should, therefore, speak  of a commission by  society in a broader sense. 
The perception of this fa r from  concrete social commission and the ability 
to  m eet i t  in possession of th a t  perception is an  im portan t ingredient of the 
a rtis tic  genius. In th is sense, then, art has the  power to  resolve, liberate and 
a lte r. I t  is primarily in  te rm s of this cathartic power and tendency th a t the 
con ten t of a work of a r t  can be determined. This is why it is com paratively 
ind ifferen t whether or no t a  given work of a rt has been created w ith an imme
d ia te  agitative intent and purpose. Serving so d irec t a purpose does not, even 
in  principle, preclude th e  fulfilm ent of a general social commission, just as, 
conversely, a work of a r t  delving into the issues of everyday life, however 
a b s tra c t its manner of doing so may be, may still be m otivated in its content 
by  th a t  social commission.

Acta Litteraria Academiae Scientiarum Hungaricae 25,1983



On the aesthetic relevance of philosophical categories 5

Subject and Content

The prim e determ inant of content in a  work of a rt is thus its  cathartic 
aptitude. In  addition, however, it is usual to  lump also the subject together 
w ith the content. Yet the notion of subject is likewise extremely vague. I t  is 
deemed by many to be identical with the  p lo t (action) in epic or dram atic 
a rt (in literature) and w ith certain objects chosen to  be represented in plastic 
a rt, etc. Others hold the subject to be identical with the message, regardless 
of the concrete events, objects or musical motives serving as its vehicles. 
In  fact, however, a distinction is to  be m ade between theme and subject. 
The statem ent th a t the them e of a painting is a w inter landscape or a war 
scene does not, in itself, describe the painting. The theme is thus a t  best an 
extraneous feature in a work of art. One distinctive feature of the  conrete 
subject is the  positive or negative ideological a ttitude  reflected by the  artist's 
approach. In  Brueghel’s case, for instance, a  them e like a “village wedding” 
provides the  a rtist w ith an opportunity to  express the inner gayety of con
tem porary D utch peasant society as it  bursts ou t on a single exeptional occa
sion. The singularity of the  occasion is expressed by an awkwarness apparent 
here and there in the movements and the persons depicted. This feature, how
ever, already pertains to  the ideological form ulation of a theme th a t  is not 
inferior in any way to  Brueghel’s other characteristic great them es such as 
the blind, the infanticide a t Bethlehem, etc. Thus the subject as an ideologically 
form ulated theme, an artistically  represented sphere of meaning formulated 
from a well-defined point of outlook upon the world is also part of the content. 
The ideological treatm ent of the sphere of meaning selected by the artist 
is a  prerequisite to a cathartic  effect. T hat effect m ust be discussed here pre
cisely because the ideological treatm ent in question is not simply of a  political 
or epistemological tenor: on the contrary, i t  was conceived in the  sign of 
a  world view th a t is comprehensive and complete. The way which Endre Ady 
chooses to  express himself is by no means fortuitous:

H it, v ág y , cél, csók m ind -m ind  a z ó ta  m ás,
M ióta m i lü k te tü n k  a  sz ívekben .

(All fa i th  an d  aim , all k iss a n d  all desire  
Is  a l te r ’d  now  we th ro b  in  e v e ry  h ea rt.* )

The relationship of concrete subject and cathartic effect is thus a funda
mental component of content; these two moments m ust not be separated when 
discussing content. An ideologically form ulated them e or plot is the sole means 
of inducing catharsis. This is why catharsis as the conscious or unconscious 
objective of creation in a r t  would seem so inane if it were to  be divorced

* T ra n s la te d  b y  B á lin t  B a lk ay .
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6 Hermann, I .

from  th e  subject. Dedication is therefore a fundam ental requirem ent in any 
work of a rt. Here again, dedication is not m eant in the philosophical or the 
po litica l sense, but in the comprehensive sense proposed above which may, 
of course, comprise philosophical or political dedication as an essential element. 
The in trin sic  harmony and un ity  of content depends on the depth and wealth 
of th e  interrelationships holding these a ttitudes together. Let us elucidate 
th is  b y  an  example. L iterary  history and criticism regard Ibsen’s Nora as 
one of th e  im portant proclam ations of female emancipation in the  a rt of 
lite ra tu re . This, of course, is true  in a way; yet, if th is were all there is to  Nora, 
i t  m igh t a t  best be rated as a Strindbergian p lay  in reverse, entirely devoid 
of c a th a rtic  effect. The real issue in Ibsen’s Nora  is much deeper th an  tha t. 
I t  is ra th e r  widely felt th a t, in the way th a t N ora’s husband sets up a  doll
house for his wife, Ibsen w anted to  unmask a certain  Biedermeyer-style fam ily 
atm osphere above all. The problem, however, is even deeper: the  fam ily 
a tm osphere explodes not because it  is wrong in itself, bu t because it  is founded 
upon a  lie, the life-lie of the  pe tit bourgeois who, in a bout of hypocritical 
righteousness, blows up not only the playfulness of the family atm osphere 
bu t i ts  harm ony as well. This, in tu rn , is a consequence of the world of appear
ances in  which the protagonists live, wherein form al honesty rather th a t  the 
true  im p o rt of an act is the m oral yardstick. W e thus perceive how a system  
of inner correspondences is created among the different elements: i t  is the 
fine w eave or the occasional fraying of this tex tu re  of relationships th a t  is 
decisive for the unity  of content.

T he them e is thus no more than an extraneous determ inant, whereas 
the sub jec t is the essence of content, or a t least a component of its essence. 
True, them e is not indifferent, either, bu t its choice may be influenced by 
a num ber of subjective etc. factors. The a ttitu d e  to  the chosen them e, on 
the  o th e r  hand, is already a subjective artistic act of general validity: it  is 
precisely on the objective significance of th a t a ttitu d e  th a t the im pact of the 
work of a r t  depends, in w idth as well as in depth.

Content and Method

T he content-texture, the  tw o foci of which are, as we have seen, cathartic  
power an d  an ideologically apprehended subject, does not pass directly into 
form. Of the  elements m ediating its passage, m ethod must be granted pride 
of place. Doing so, however, introduces yet another factor into the process 
of a rtis tic  creation, one th a t is tied  up with content as a whole by a thousand 
ties; th e  relation between the two is a dialectical one. Method (tha t is, the 
mode of approach to reality) is a direct expression of the a rtis t’s a ttitu d e  to  
the w orld  as it  exists and as it  is to be represented. The mode of approach

Acta Litteraria Academiae Scientiarum Hungaricae 25,1983



On the aesthetic relevance of philosophical categories 7

chosen may be any one of a great variety: satirical or ironical, dram atic or 
tragic, etc. The m ethod of representation is an  integral part of the content, 
albeit not a direct one. I t  gives a special emphasis to  the  ideological form ulation 
of the subject, underscoring the artist’s a ttitu d e  to  the world of phenomena 
depicted, concretizing the  effect he wants to  create by his representation of 
those phenomena in term s of mood motifs and  reflexions a t the sentim ental 
and conceptual level.

A given theme or subject can be approached by widely different methods. 
Sophocles and Euripides, for instance, approached the “Electra story” in 
different ways. There is likewise a considerable difference of method between, 
say, Giotto’s and Bellini’s Madonnas. The difference is not simply th a t Bellini’s 
Madonna pictures are m ost often embedded in  a landscape, whereas with 
Giotto, the landscape, if any, receives rather less of an emphasis. W hat seems 
more significant is th a t G iotto represents th e  M adonna and the infant in 
a setting and mood th a t emphasise the agonies of motherly love, whereas 
Bellini depicts unclouded motherly delight in th e  enjoyment of beauty  and 
the autic pleasure of m aternity . That is, the d ifferent methods reflect different 
world images grafted onto the  same theme. B u t even th is is rather insignificant 
as compared, for instance, w ith the difference between a triumphal choir by 
Bach and one by Händel; the first is invariably  suffused with a profound 
religious feeling where th e  other is an ou tburst of exultation over the most 
to ta l liberation. The m ethods of musical form ulation are diametrically different 
in the two cases.

Method, too, has its  intrinsic structure from  which it is wrong to  pick 
out and stress individual methodological elements. In  adiscussion of E .T . A. 
Hoffmann’s short stories, for example, it is ra the r facile to say th a t his m ethod 
is th a t of fantastic fiction. This, however, would equate him in regard of 
method w ith Hauff, for instance. Both make use of the fantastic; also, both 
have the common tendency to  expose the dehum anizing effects of money. 
There is, however, a m arked difference between them  even in this respect: 
the  fact above all th a t in Hoffmann’s case th e  fantastic is there not ju st to 
give an edge to  the tale, b u t also as a form of expressing an ironic a ttitude . 
Hauff, on the  other hand, uses the fantastic only for contrast and as an in stru 
m ent of generalization. Thus the inner tex tu re  of method, the inner relation
ships among the various elements of method and, of course, their relation to  
content are all essential features in any work of art.

Nor is architecture an exception. The great classical architectural 
creations of Greek an tiqu ity  differ not only them atically, but in m ethod as 
well. I t  m ust be emphasized th a t the differences are not all stylistical. The 
whole Acropolis, for instance, was built as a self-consistent whole, a focal point 
of public life. The Parthenon, the Erekhteion, etc. all stand in relation to  
th a t focus which is the Acropolis. Poseidon’s tem ple a t Sounion, on the o ther
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hand , is an embodiment of a  cult of the  sea: i t  expresses in its isolation one 
of th e  m ethods by which the  various cults expressed themselves architecturally  
in  th e ir  relatively autonomous ways. This difference in method finds an expres
sion in  a  variety of transpositions, as m ade apparent among o ther things by 
th e  fac t th a t  the site chosen for a  building is no less im portant th an  its  archi
tec tu ra l realization.

Thus, in addition to  th e  two foci of content, method is the  th ird  factor 
th a t  determ ines form. N ot for a single in stan t should method be isolated from 
con ten t by  whose elements i t  is, in the  final analysis, directly determ ined. 
Y e t m ethod itself is another step forward in  the  concretization of a work of 
a r t:  indeed, in order to  understand the  tru e  role of form and its dialectic 
re la tio n  to  content, we m ust first deal w ith  some of the problems reaised by 
th is  novel step. The first th ing  to  be pointed out is th a t the correspondence of 
con ten t and form is the consequence of a distinctic intrinsic feature  of the 
aesthetic  sphere to which i t  is exclusively confined. Гог it  is only in the 
aesthetic  sphere (in works of art) th a t the  subjective and the  objective are 
so inseparably intertw ined. And although catharsis is an objective in ten t of 
th is  sphere, the ideologically apprehended them e is, together w ith  other 
m om entum s of content, an expression of the  objective, both are, a t th e  same 
tim e, subjective as well. This is even more evident in regard of m ethod. The 
sub jec tive  disposition and personal outlook of the artist influence to  a  great 
e x te n t his method of approaching reality. This subjectivity, however, can win 
th ro u g h  only if it appears as an objective feature of the theme or of the  sub
ject. I t  has been pointed out often enough th a t  Beethoven's N in th  Symphony, 
G oethe’s Faust and Hegel’s The Phenomenology of the Spirit all express essen
tia lly  th e  same sphere of ideas; it  is nevertheless clear that, a p a rt from  this 
overall basic identity, they  are widely different as regards both  the  handling 
of th e  them e and the subjective m ethod chosen (even disregarding th e  fact 
th a t ,  in  the  case of the philosophical work, the  subjective may be a subordinate 
m otif a t  best).

T he Hegelian idea by  which a r t  and artistic originality in  particular 
essentially  mean th a t the a rtis t’s subjective approach is transla ted  as an 
objective feature into the  work of a r t  and the  objective identity  of th e  work 
of a r t  appears as the subjective outlook of th e  a rtist is as right in the  aesthetic 
sphere  as i t  is wrong in other spheres, in science, life and philosophy. A estheti
cally, however, the im portance of th is idea is revealed first and forem ost in 
th a t  th e  method of creation which joins th e  two foci of content together 
exh ib its  such subjectivity to  a considerable degree. Many regard m ethod as 
an issue of style. Boileau’s definition, “ le style c’est l’homme” relies in the 
final analysis upon such an in terpretation of the concept of style. However, 
sty le an d  method should be distinguished from  each other, just as the  funda
m en ta l tra its  of method should be distinguished from the secondary ones.
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The given problem atic of a given age m ay appear in the guise of different 
methodological a ttitudes, even if the  themes chosen are identical in some 
ways. I t  is interesting to  recall here the  conclusions which Lukács drew from 
the  correspondence of Balzac and Stendhal. In  his view authors regarded 
i t  as their main objective to represent the great types of social evolution, 
“ choosing as their typical heroes exceptional persons who represent, a t all 
crucial instances of life, well-defined stages and roads of evolution, definite 
social s tra ta  and tendencies” .* Y et, he states that, where the  world of Balzac 
basically resembled th a t  of Hegel consisting of a m ultitude of circles, Stendhal 
preferred to write biographic novels to  describe an era in which his protagonists 
could save their in tegrity  in a corrupting age only by stepping out of life.

Clearly, in cases where two authors approach reality  in the  same age 
a t the same level of artistic quality  and with aesthetic in tentions th a t are 
similar in many respects, differences of method tend to  emerge in a very 
sharp light. The difference of m ethod is prim arily one of content in so far as 
Stendhal’s outlook is a  relatively direct continuation of the  world image of 
Enlightenment, whereas th a t of Balzac, fraught as it is with illusions concerning 
the  aristocracy, is much more complex and, to  a great extent, consciously anti
capitalist. I t  is th is  difference of a ttitu d e  th a t reacts here upon method: 
in Balzac’s eyes society produces a  succession of interleaved small tragedies, 
and this is how catharsis comes about. According to Stendhal, on the other 
hand, in the case of a  person of an outstanding talent, there emerges a single 
great tragedy: all th e  other attem pts of the hero to adjust to  a  society which 
he is forced, nevertheless, to reject in the  end, are subordinate to  th a t  tragedy. 
I t  is made clear by  th is among o ther things th a t method is the  a r tis t’s way 
of approaching reality , the direct expression of his bias in handling the  problems 
of reality.

The Transition of Content into Form

So far, we have discussed th e  m ost general aspects of a rt, motives that 
are, so to  speak, a p t to  launch the  artistic  vision. The structu re  of artistic 
vision comprises, in  addition to  its  general determinants, which are both 
subjective and objective and which find an expression only when the  objective 
and the subjective meld, elements th a t  still have the natu re  of content in 
one aspect but already belong to  form in another. Type is th e  feature that 
belongs par excellence to  these elem ents halfway between content and form. 
Type in a general way does not appear (either in the process of artistic 
creation or its final product) as the  characterisation of a typ ica l figure. Type 
is always relative, a  concept bound up w ith the whole structure  of a work of

* G yörgy L u k á c s : Balzac, S tendha l, Zola. B u d ap est, p p . 106 — 107.
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art. I t  can be divorced from structure only if it  is of a purely subjective, 
expressive nature, as in the  plays of Schiller, for instance. The decisive dif
ference between these expressive types and the types encountered in great 
works of a r t  is that, in the  la tte r , any type represented by a figure will be 
understood  in the context provided  by other figures and types. This is made 
clear b y  th e  examination of a p lay  such as Shakespeare’s K ing Lear. Lear has, 
in a  sense, a double in the  dram a. He believes Goneril and Regan and dis
believes Cordelia just as G loster believes his illegitim ate son and disbelieves 
his leg itim ate  but overly philosophical son Edgar. Is th is duplication neces
sary  ? I  feel the answer to  be yes, primarily as Shakespeare’s way of convincing 
us th a t  L ear’s mistake is n o t a  subjective one. W hat he shows us is to  be 
construed  much rather as an epochal change of trem endous import in world 
h istory , under the impact of w hich the young generation “polarizes” differently 
from  th e  preceding one. For th e  generation of L ear and Gloster, the piling 
up of fla tte ry , nice words and  promises, etc. is nothing preposterous. The 
historic change is in behaviour patterns: the brave and  trustw orthy individuals 
of th e  new generation tend  to  express themselves in few words but w ith more 
feeling th a n  was the usage in  L ea r’s time. B ut for th e  same young generation, 
copying the  behaviour p a tte rn s  of Lear’s tim e would be false, devoid of 
con ten t and hypocritical. The reader is thus presented with a complete 
paradigm  of types, fathers and  sons, and there are tw o types of fate weaving 
through  the  play: Lear’s and G loster’s. And this, as we have seen, is entirely 
necessary.

Since any artistic creation of types can be realized through sets of types 
m utually  structuring one another, type creation is a  contentwise issue and 
an ideologically determined one a t that. In  the  interrelationships of types 
the w rite r’s system of values finds an indirect, and occasionally even a direct, 
expression. The method used b y  the artist to approach the phenomena of 
rea lity  is another determ inant of the system of types. Satire, for instance, 
creates in  a work of a rt a typological system different from one where occa
sional sa tire  is interlarded w ith  tragedy. In Mozart’s Don Giovanni, for example, 
Leporello is characterized by  obvious satirical means from his entry through 
his beating , up to his behaviour in face of the sta tue , as one factor of his 
presentation . Zerlina, on the  o ther hand, or O ttavio  are endowed with their 
character in a typically sentim entalistic way, Don Giovanni by a fervour 
w ound up  to  an extreme as a  means of implying a  serious critical attitude. 
Here, then , the different modes of presentation and the  un ity  of the different 
approaches both contribute to  th e  creation of a typology and of a typological 
s truc tu re .

T ype creation, however, is no t simply a m atte r of content a t large, bu t 
a specific element of content th a t  directly determ ines inner form (compo
sition). From  our assertion th a t , in  a work of a rt, there  can be no creation of
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isolated types because type creation invariably is a structural problem  as well, 
it  follows evidently th a t type creation is an immediate basis of inner form. 
This inner form expresses motives of content and m ethod with comparative 
immediacy. This is apparent e.g. in paintings whose external form al framework 
of composition is made up of a set of concentric circles, so to  say. On examining 
G io tto’s famous Arena Chapel one perceives, on the one hand, entirely  self- 
contained part-compositions, each of which is a perfectly closed pictorial 
creation in itself. One should not forget, however, th a t these part-com positions 
in their closed individuality also serve the coherent to ta lity  of the Chapel. 
For example, when Giotto guides us along the Christ legend, w hat he does 
in essence is to  present the various stages of Christ’s evolution. The central 
idea of the whole composition is the  transform ation of Christ, whose world 
was confined to his family a t first, into a figure of increasingly general and 
all-embracing significance. This is how the  disciples, and hum an community 
in general, come increasingly to the  fore in the process, expanding in the Last 
Judgem ent into a fate th a t m atters to  all mankind.

This reveals how a compositional conception can reflect an entire central 
idea, how it controls the introduction into the picture of types a t large and 
the  increasing heterogeneity of those types as the creation advances. Type 
m ust accordingly not be regarded solely from the side of content; it  is neces
sary to  perceive in it  also the fundam ental role it plays in the shaping of the 
composition, because the manner in which a type is presented and integrated 
into the work of a r t  already is an issue of inner form. The self-evident way 
in which Giotto, for example, introduces new types in his illustrations of an 
historical process is a not less self-evident feature of all real a rt. However, 
in the  case of isolated pictures, as opposed to  a series of frescoes or the like 
(such isolation being the rule rather th an  the exception in plastic a rt) ,th e  formal 
background to and context of the introduction of this or th a t type  will not, 
as a  rule, be the historical exposition of a process. In  T in to re tto ’s Cup of 
Bitterness, e.g., the form of the angel extending the cup is projected into the 
picture by an effect of light. This dynamism  of light in itself suggests the 
mission of the divine messenger. Y et one should not, on the other hand, 
forget th a t every device of real a r t  has several functions. In  T in toretto’s 
case, light also serves to illum inate the picture in addition to  its function 
as a  vehicle of meaning. This purely formal problem — th a t of illum ination — 
is thus solved here in combination w ith the contentwise and expressionwise 
presentation of type.

I t  is thus essential, when speaking of aesthetic categories, to  survey 
the full range of functions each of those tends to have, and to emphasise that 
every basic category can fulfil functions of both content and form. Thus 
even if it  were possible to  devise a  scheme presenting the two foci of content, 
succeeded by m ethod and type, and  dealing with the formal elem ent last,

Acta Litteraria Academiae Scientiarwn Hungaricae 25,1983



12 Hermann, I .

such a  scheme would nevertheless be misleading, because the cathartic effect 
— tie d  up as it is w ith th e  means which realize i t  — greatly depends for its 
q u a lity  on the method or, ra ther, on the dialectic un ity  of method and of the 
th em e’s ideological apprehension; in the final reckoning, th is is the striving 
th a t  informs typological s tru c tu re  as well.

The Representation of Action as Related to Composition

Even though, for th e  purpose of analysis, th e  characterisation of type 
can be separated from th e  action (plot) of a work of a rt (or, in the case of 
instrum enta l music, from  th e  unfolding of the  musical material), these factors 
are  inseparable in reality . A ction, whether in plastic a rt or literature is, in the 
fina l analysis, the types’ sphere of expression. Seen from  th is aspect, a sequence 
of actions merely serves to  p resen t and evolve the  characters and their relations 
betw een them; th a t is, seen thus, action is more external to  content than  
ty p e  creation, for instance. I t  is, however, easy to  perceive just how one-sided 
th is  explanation really is: one-sided notably in the  sense th a t action has its 
p roper meaning also, besides being a vehicle for th e  drawing of the types’ 
psychological and in tellectual portraits. This fact is a t the  root of a peculiar 
d u a lity  often encountered in  digests. Even for some tru ly  great works of art, 
a  d igest may give some idea of the sphere of ideas in which the author or 
a r t is t  moves. This does not, of course, refer to  the  short synopses so rightly 
rid iculed by Frigyes K arin th y ; nor does it  pretend th a t  a work of a rt m ight 
be assessed on the basis of a  synopsis or even a somewhat more copious digest. 
Y et, th e  summaries in a  collection like “One H undred Famous Novels” do 
disclose some of the fundam ental traits of the  original works. W hat goes by 
th e  board  in the process, however, in terms of perception and especially of 
experience, is the fullness of th e  intellectual or psychological portraits of the 
ty p es  presented. In  th is  respect, an outline of the action can provide a foot
hold  a t  best, but may never give satisfaction. One infers therefrom th a t action 
is ju s t as divergent as any  o ther modes of artistic  device: i t  has a formal and 
form ulating function on th e  one hand, and an expressive, contentwise func
tio n  on the other. The th in g  to  be kept in m ind is th a t  content should not be 
iden tified  with action, ju st as its identification w ith  abstract theme had to  
be rejected. Action brings in to  more or less of a relief some of the content, 
b u t  content in its to ta lity  w ill not find an expression except through all the 
a rtis tic  devices discussed above. A plot is em inently unsuitable for expressing 
a rtis tic  subjectivity or th e  a r t is t ’s reflexions on the  events described.

B y  now, we have collected all the elements th a t  determ ine the inner form 
(the composition) of a  work of art. The above-m entioned motifs (the foci of 
con ten t and the motion betw een them, method, ty p e  and action) inform the
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composition in its entirety. Temporal and spatial arrangement, on the  other 
hand, already are quite formal issues, determ ined as they are by the  content. 
The problems raised by composition include the unfolding of the  plot, the 
order of appearence of the protagonists or the  succession of the  events, the 
share-out of the relation between the author's narrative, inserted dialogue or 
inner monologue, etc. All this arises because action is not identical w ith com
position. The description of action tends to  follow the chronological order, 
unless the plot is too complicated. Composition, on the other hand, should 
not necessarily adhere to  th a t order. Even if it  does so by and large, episodes 
of the past are bound to  turn  up in the present as the plot unfolds. Consider 
Greek drama; the past of a character — let us recall the figure of Oedipus — 
has a decisive influence on the action as a whole. This analytical approach 
to  structure carries forward the exploration of the past in step w ith th e  progress 
of action: as the past is disclosed, so does the action advance; conversely, 
as the action proceeds, so does an exploration of the past become inevitable. 
The compositional device found in Molière’s Tartuffe is no less characteristic. 
The title  hero of this fam iliar five-act play does not come on stage over several 
long acts; he is only being talked about. The way he is talked about, however, 
provides an outline of his character and of the  conflicts surrounding it. When 
he does in fact appear, he resolves the conflict by perm itting the audience to 
judge for themselves who is right.

Composition, th a t  is, the structure of a  work of art as an intrinsic element 
of form is im portant for more th an  ju st th a t  reason. As m entioned above, 
polyvalence of motive is one of the characteristic features of art. Composition 
makes the reader, the listener or the audience aware of the polyvalence of 
the  words spoken, of the emotions or moods projected. One of the  most 
evident manifestations of this polyvalence is the meeting of the prince regent 
Bánk and the serve Tiborc in the play B ánk bán by Hungarian playw right 
József K atona: Bánk takes all T iborc's words upon him, and Tiborc also relates 
B ánk’s words to  his own fate. I t  is th e  interweaving of these polyvalent 
elements and of the different strands of meaning expressed thereby th a t  lead 
up to  the cathartic effect in the enjoym ent of a work of art. I t  suffices for 
Van Gogh to show a pair of clogs to  make th is polyvalence and the intertw ining 
of polyvalent meanings perfectly clear and evident. The clogs embody, as it 
were, the to ta lity  of peasant life and its hardships, but they also em body the 
wear and tear of hum an existence and the struggle against it which made up 
the life of the clogs’ owner. This fa ta lity  manifests itself in Van Gogh’s com
position in the way the shoes are placed in a  focal position, in th e  play of 
light and shadow, etc. The role of composition is thus invariably to  recall, 
as it  were, all the elements out of which i t  has grown, and upon which i t  relies, 
th a t  is, to  cast light upon the dynam ic process of motion between motifs of 
content and the motifs occupying peripheral positions.
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N or is it otherwise w ith  the  lyrical genres. The composition of a lyrical 
w ork, its  self-contained s tru c tu re  again recall the  elements of content which 
gave b irth  to the composition. Great lyrical pieces, e.g. A ttila József’s Levegőt! 
( A ir !) ,  embody in their composition the same tendency to  reveal backward 
an d  forw ard linkages of th e  so rt mentioned above in  connection with dram atic 
and  epic compositions. The im age of a dreary proletarian  suburb which sta rts  
off th e  poem and the atm osphere of solitude projected  into it create a dialectic 
relationship  between environm ent and psychography: it  is from this dialectic 
th a t  th e  poem as a whole unfolds. All the subsequent motifs which include 
th e  national predicament ju s t as much as the rem arkably plastic outline of the 
p o e t's  own life story carry  us with a great deal of inner consistency forward 
to  a  development of the  in troductory image’s m ost profound meaning and to 
a  w ish  to  shatter the en tire  setting . This leads to  th e  inference th a t the function 
of inner form is to point forw ard as well as back. I t  is this th a t endows the 
a rtis tic  material with m obility  and creates, in  a  m anner become visible, the 
dynam ism  of all the m otifs, summarizing, as i t  were, the contentwise ones 
and  launching them tow ards their expression by  form —of which expression 
we shall henceforth concentrate on the exteriorized aspect.

Outer Form

The familiar and oft-repeated thesis th a t  content determines form and 
n o t th e  other way round refers, of course, to  external form also. The first 
th in g  to  be pointed out in  th is  context is th a t  inner form is itself segmented. 
W here is narrative succeeded by  dialogue; in w hat way are the inner mono
logues disposed; how m uch of the past and the  present are to be re la ted—all 
these  are issues of inner form . On the other hand, the  composition itself is 
decidedly stratified, and its  p a rts  or larger segments have, in turn, an inner 
com position in their own righ t. An analysis of th e  symmetrical arrangem ent 
in  Leonardo da Vinci’s Last Supper  and of the  disciples’ disposition in their 
groups of three may be used to  demonstrate how this segmentation reflects 
C h rist’s view of the world, a  view vastly different from the way th a t the 
various groups see it; yet, even taking all th a t  for granted, we are left w ith 
th e  ta sk  of describing the  inner composition of each group. That is, external 
form  includes also the inner segmentation of large compositional entities. 
U nderstandably  enough, such an inner structuration  will heighten the artistic  
effect only if it stands in  th e  service of the  composition as a whole; if it  
enhances inner form instead  of breaking it up.

I t  is usual to class w ith  outer form all those elements th a t are of a decid
edly semantic nature, th a t  is, the entire arsenal of the language of forms. 
T h a t language is no m atte r  of indifference in any  genre of art. F irs t of all,
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i t  is closely adapted to  the type in th a t i t  perm its linguistic individualisation. 
This applies even to  lyrical pieces which speak in the voice of diverse social 
s tra ta  ra ther than  of individual types, cf. A ttila  József’s Áradat (Flood). 
Devices of linguistic individualisation and th e  correspondences and contrast 
between them  (that is, their dialectic) are an element of external form th a t 
flows directly from the relationship between type and plot. Composition as 
inner form will of course affect these also, in th a t is is the composition tha t 
shares out the  chances and options of self-expression among the  types. Yet 
the  relationship between type and language is a more straightforw ard and 
stric t one than  th a t between composition and language. I t  would seem that 
the  relation of these elements of external form to the types can be illustrated 
best in literature and, w ithin it, in epic and dram atic art. In  reality , however, 
these relations are much more general: th ey  apply just as well to  th e  lyrical 
genres, where rhythm  and melody adjust to  the visions of lyric content in 
much the  same way as language adjusts to  type. This adjustm ent, of course, 
takes place here predom inantly on the emotional level. W ith reference to 
A ttila  József’s poem Levegőt! referred to  above, the poet’s subjective reflexion 
is seen to  be fragmented throughout: this is, however, a lucid fragm entation 
d icta ted  by  the oppressive atmosphere of the  basic situation.

The relation of outer form to inner form and to type is much the  same 
also in a sphere of a rt quite remote from literature, notably in architecture. 
The shaping of outer and inner space has a direct bearing upon ornam ent. 
The in terplay  of black and white in th a t  great creation of Tuscan Gothic, 
the  San M iniato al Monte in Florence, concentrates outer space, the  plateau 
rising above the  Arno, in a self-consistent yet diversified way, focusing onto 
the church the  viewer’s attention which would otherwise encompass the  entire 
panoram a as i t  comes into sight. Every visitor, the moment he catches sight 
of the church, is thus drawn in to  the sphere of its fascination. This function 
of ornam ent (which follows, of course, its  own immanent evolution—let it 
suffice to  recall the Dome of Battistero) clearly shows th a t although external 
form will no t be anything b u t external form, in one aspect a t  least i t  is 
functionally as im portant as the  content on which it concentrates all the 
attention, just as the content suffuses the  external form with the  glow of its 
radiation.

I t  would therefore be wrong not to  appreciate external form according 
to  its m erit, regardless of whether it  appears as the rhythm  or melody of 
a poem or in any other guise. The melodic solution in A ttila  József’s poem 
entitled  A  város peremén (  A  City’s Outskirts)  where he speaks of the pro letaria t 
in the term s: “ . . .minden emberi mű értelm e ezért búg m ibennünk, m int 
a mélyhegedű . . .” (“ . . .’tis  why the sense of m ankind’s every act is thrum m ing 
its viola song in us . . .” ) m atures an idea to  perfection in a given context, 
exposing its polyvalence. Those who belittle form, external form above all,
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understand  nothing of th e  dialectic of form and  content. A disintegrated 
ex ternal form invariably indicates an insecurity pervading inner form and 
con ten t, whereas the u n ity  and harmony of external form reflects the self- 
confidence of a well-found content. I t  is never possible to  foretell a 'priori 
th e  sphere of aesthetic m otifs and types in  which, in the course of artistic 
evolution, a com paratively immanent new step  of progress will take place. 
T his is why certain innovations relating to  external form (as for example the 
explosion of closed poetic  structures in Rom anticism ) may well represent 
progress even though, in  th e  given case, th ey  m ay endanger the internal 
u n ity  of certain works of a rt. The formal innovation is bound, in another 
con tex t and relation, to  become a useful vehicle for a  profound content of 
g rea t aesthetic merit. T hus th e  disintegration of content and form as a purely 
form al innovation m ay well create the preconditions for new progress in 
evolution as a whole, deleterious as they m ight be for the concrete work of 
a r t  in  which they first appear. Suffice it to  recall th e  relationship between the 
w orld of forms developed by  Futurism  and the  poetry  of Mayakovsky.

The final conclusion th a t  imposes itself is thus th a t the dialectic of 
conten t and form gives rise to  an exceedingly complex dynamic and, although 
in  great works of a rt th e  conten t invariably is a  decisive force, even this deter
m inism  will assert itself only as a device of last resort. For a rt history, however, 
th e  recognition th a t aesthetic  categories evolve in  a relatively immanent way 
th rough  a web of contradictions is crucial. This applies to  the full range of 
form al elements as well as to  content and inner form.

Essence and Phenomenon

To understand th e  interrelationship of essence and phenomenon in 
a  general way, one m ust s ta r t  out from two seemingly contradictory statem ents. 
One occurs in the chapter en titled  Theory of the Essence of Hegel’s Logic which 
beginge with the s ta tem en t th a t  the essence m ust reveal itself. Marx, on the 
o th er hand, says a t one po in t th a t if essence and phenomenon coincided, there 
w ould be no need for a rt, nor for scientific research. Accepting both statem ents 
as correct, one finds th a t  th e  phenomenon always contains something of the 
essence, whereas an essential process may express itself in several phenom 
enologically different forms.

Essence and phenom enon may be regarded as ontic categories, th a t  is, 
categories of reality, only w ith in  a dialectic context where the relationship of 
essence and phenomenon will change not only as a  result of their interaction, 
b u t  also all over the process of evolution. For instance, moments th a t  are 
essential both in apparence and  reality may become inessential in a different 
context, a t a different in s ta n t of time. Conversely, moments th a t are seemingly
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irrelevant may become essential elsewhere. Consider an example. Galvani in 
one of his famous experiments made the observation th a t frogs' legs were 
convulsed by an as yet unknown force. Galvani, who probably expected of 
th is experiment some other im portant discovery, realized instead the presence 
of a force of whose existence he had not been aware before. According to 
received tradition  th is is how he discovered electricity. In  many an experiment, 
w hat was considered a by-product a t first sight becomes the essence and what 
seemed to  be essential according to the research program in fact becomes 
a by-product. The examples could be multiplied.

W hat is im portant in all this is th a t not only do essence and phenomenon 
m utually presuppose each other, not only are they  inseparable in their inter
action, b u t the processes of the real world ceaselessly reshuffle the factors 
th a t shape reality; w hat was purely phenomenal in one phase m ay well become 
the essence in another, and conversely: the essence may be reduced to  the 
phenomenal level elsewhere.

Beyond all this, it  is im portant to notice the inner stratification of reality 
also. I t  follows from th a t stratification th a t, behind every essential moment, 
another essential relation can be discovered, compared to  which the moment 
originally viewed as essential slips back to the level of the phenomenal. The 
whole history of scientific research and the evolution of the sciences both 
reveal th a t  not only do the phenomenon and the essence trade places but, 
by a simultaneous process, essential moments and motives are found to  be 
stacked in well-nigh infinite depth, with new motives surfacing behind every 
layer of essence.

Complexity is thus the result of the fact th a t the stratified structure of 
both history and reality  change ceaselessly the distinction between essence 
and phenomenon, as a result of which both concepts are highly flexible. Yet, 
the more flexible they are and the more diversified our approach to them, 
the more useful may become in the philosophical sense. T hat is why it would 
be wrong to  describe the essence as a sphere th a t is invariably static , in relation 
to  which the phenomena should also be seen as static. The statem ent for 
example th a t economic changes and factors fulfil the most essential function 
in the life of society is true only in certain respects and, to  quote Engels, 
only in the final reckoning. The situation as seen in closeup is quite different, 
because legal or even religious barriers may play highly efficacious direct 
roles in guiding the motions of a given society a t a given instan t. The fact 
th a t the essential and decisive importance of the economy as related to  the 
other factors of societal life can, in general, be dem onstrated over periods of 
several centuries also in European development does not mean th a t  shorter- 
term  processes lasting for decades or years only should be traced  back to  the 
economic factor essentially and exclusively.
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The Role of the Phenomenon in Art

Paced with such a m anifold system of correspondences, one m ust raise 
th e  question whether such a  system, where delving down to the essence may 
tak e  the  efforts of several generations, can enable a rt to  disclose th a t essence. 
P o r a r t  deals prim arily w ith  the sphere of phenomena, and th a t  for two 
good reasons.

The first reason is th a t  i t  is the world of phenomena th a t  presents itself 
to  th e  a rtis t in its com plexity and diversity, uniting moments revealing the 
essence and moments reflecting appearences. In  fact, the la tte r tend  to  ou t
weigh th e  former in a s ta tis tica l average. A rt in  th is first sense trea ts the 
w orld of phenomena as its m aterial. The world of phenomena is the essential 
w orld of a rt also in th a t  a r t  m ust produce its own creations also as phenomena. 
Thus i t  is in the sphere of phenomena th a t  a work of a rt m ust present all 
th a t  which the artist has perceived and wanted to  express. I ts  motion must 
rem ain  w ithin th a t sphere, in the sense th a t it  m ust present its subject in 
w ays accessible to sensual perception. That is, since a r t  is not founded upon 
th e  m ethod of conceptual abstraction, it presents its creations in the sensual 
sphere, using devices perceptible to sight and hearing, and to  the other senses 
a t  large. T hat is why Lukács could say th a t science basically disanthropomor- 
phises (meaning th a t it  is th e  more valuable the more it  abstracts from man 
w ith  his perceptive faculties), whereas art anthropomorphises by its communi
cations through the senses some messages th a t  should be accessible only to 
the  rational faculty.

I t  is in this double sense th a t a rt must deal w ith  the phenomenon, the 
pole from  which it s tarts  and to  which it returns, going its own way in between 
th e  tw o; it  is by such a process th a t the new phenomenon, th a t is, the new 
a rtis tic  creation, becomes m ore than  just a phenomenon. Thus if we analyse 
the  relationship of essence and  phenomenon from the  aesthetic aspect, we 
ac tually  have to consider two phenomena, one which is the point of departure 
and  th e  other which is the  objective; this la tte r  m ust invariably contain a 
m om ent of the essence as well.

W hat, then, is the firs t problem raised by  the  world of phenomena? 
The fac t above all th a t th e  a r t is t  must perform a selection. This selection is 
p resen t in  every branch of a rt, because no man and no branch of a rt can 
conceivably embrace every phenomenon and m oment of reality. Music would 
t ry  in  vain to  represent spatia l relationships in a realistic way; conversely, 
the  representation of tem poral continuity is always a  problem for plastic art. 
Accordingly, the first criterion of selection is th a t  the  artist must make his 
choice in  keeping with his branch or genre,* encompassing only those phe-

* T h is  is one of th e  p rocesses  specified b y  L u k á c s  w here he  speaks of th e  h o m o 
g e n e ity  o f  th e  m edium  of a r t is t ic  c rea tio n . — I. H .
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nom ena and moments which the  means a t his disposal can objectively handle. 
Picasso's painting M usic, striving as it does to represent the  impact of music 
is no t about music, just as Giorgione’s Concert presents the  setting of music 
only; Moussorgsky’s Pictures of an Exhibition, on the other hand, gives musical 
character sketches only, which m ay a t best exhibit an analogy with the pic
torial, bu t can by no means be identified with it.

The other criterion of selection is the subjectivity of the  artist. We have 
already considered the problem of how the identity of the  subjective and the 
objective is realized in art. Selection is the first step tow ards the process of 
the a rtis t’s self-identification w ith his object. Even a rtists  of the broadest 
possible scope cannot embark upon all possible themes. The natu re  of a branch 
of a r t  and the subjective inclinations of the artist both forbid the world of 
phenomena as it  is to  be im planted directly in a work of a rt: it  is a  well-sifted 
world of phenomena (what we referred to  as a theme earlier on) th a t is called 
upon to  become the starting  point of artistic reaction; and it is starting from 
this well-sifted phenomena-world th a t the relation of a r t  and the artist to 
the essence can be understood. This sifted world also contains something of 
the essence. Selection, however, is only a first step in an approach to the 
essence. The a rtis t is confined to  the sphere of prim ary phenom ena however 
much he may have sifted i t —as long as he makes no effort to  penetrate a 
sphere of new, more essential moments.

The other moment, striking out for essence, is already related to the 
a r t is t’s world image and his conceptual treatm ent of phenomena. True, selec
tion  itself is determined by the  artist's  world of ideas, prim arily  by his range 
of interests and the given stage of his development. Selection, however, is 
already, in p a rt a t least, a means of artistic formulation. As a result, the 
phenomenal moment which the  a rtis t has sifted out from the  whole of reality 
acquires a new inner structuring principle. The artist will reject some of the 
linkages by which the various phenomena have been interconnected before 
their exposure to  the artistic process, and will create a  new system of cor
respondences. This system of correspondences is dictated partly  by the specific 
features of his branch of a rt and partly  by those of his genre, bu t it also is 
a law unto itself. W hat a homogeneous sphere informed by a branch of art 
means in th is context is made very evident when a p lay  is turned into an 
opera. On comparing, for instance, Verdi’s Don Carlos w ith  Schiller’s play, 
it  is perceived quite clearly th a t the love element in Schiller is greatly intensi
fied in Verdi’s music. The erotic sphere of the music is much stronger than that 
of the play. B ut the play is all about is simply the legitim acy or otherwise of 
certain  sentiments; Verdi, on the other hand, is preoccupied with a battle 
of those sentiments. Verdi’s Ph ilip  II is as much in love as Don Carlos; musi
cally, he is driven by the love m otif just as his son is. Schiller’s Philip is a t 
m ost a wronged husband and feudal overlord—Verdi’s Ph ilip  is a man who
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has been denied love. The difference partly results from the  fact th a t music 
is m uch more expressive of th is  aspect of the p lot th an  of the longing for 
liberty  of the Marques Posa, or the  political situation preoccupying his thoughts 
and his social awareness.

All th is becomes even more clear on comparing an  a rtis t’s oeuvre as 
a public ist with his artistic  creations. Endre Ady’s journalism , for example, 
is revolutionary beyond doubt. However, if we compare his article A  törté
nelm i 'pellagra ( A Pellagra of H istory) with his poem A  H adak Útja (The Battle 
R oad), th e  difference a t once becomes conspicuous. The first states facts and 
describes a trend; the second is a  structurally self-contained perfect master
piece. Eor, a t the artistic level, the  significance of a few succinct words can 
be so profound in a given con tex t as to  penetrate all th e  way to  the essence. 
L et us consider a single m om ent, the  use of the word “ H unnia” . In the line 
“ H unniában  valami készül” (“ Something is stirring in H unnia” ), Ady makes 
a  h ighly  polyvalent use of the  word. “ Hunnia” as a symbolic term  for Hungary 
recalls th e  legend of the Milky W ay as the Battle R oad of im m ortal warriors: 
however, i t  signifies also H ungarian  backwardness, an oafish rudeness, whereas, 
a t the  opposite pole, the vision of a liberated people apears. In  its context 
the  w ord also refers to  a b an k ru p t world arrested in its  development and 
incapable of further progress — a  world waiting for an ac t of salvation.

I t  is here th a t the issue of dep th  and of approaching the essence arises. 
The a r t is t ’s attitude vis-à-vis the  world of phenomena is such th a t he can 
incorporate in his creation only phenomena which can tu rn  polyvalent in his 
hands. H e uses the phenomena; those are his m aterial, b u t the way in which 
he uses them  is no longer a t th e  phenomenal level. Several of the dimensions, 
values and references of the  phenomenon in hand are exposed and elucidated. 
In  a r t , therefore, the sphere of phenomena in itself can never be the essence. 
A phenom enon in itself is no th ing  b u t a phenomenon. I t  is incorporated as 
such in to  artistic creation, b u t as soon as it gets em bedded into the hermetic 
world of the creation, it  will a t  once turn  polyvalent. Consider a familiar 
effect of stage psychology for an  example. If a certain object (a revolver, say) 
is in evidence in the first act of play, it is expected to  have some function 
la te r on. This function m ay be em bedded in the action, or i t  may be symbolic, 
etc. L e t us deliberately quote tw o examples from dram a. In  one, Desdemona 
accidentally  loses her handkerchief. A t the phenomenal level, a handkerchief 
is no th ing  bu t a handkerchief; losing something is losing something; th a t is 
all th ere  is to it. Shakespeare, however, unfolds the episode of the lost hand
kerchief as follows. F irst of all, E m ilia  finds it  and Iago wheedles it out of 
her. In  Iago’s hands, then, i t  becomes an instrum ent of vengeance againts 
Othello. Meanwhile, Desdemona looks for her lost handkerchief, and failing to 
find it, is compelled to lie abou t i t  to  Othello. E m ilia also is frightened when 
she realizes the importance a ttr ib u te d  to the handkerchief by her mistress:
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lying to  Desdemona, she unintentionally becomes Iago’s accomplice. Othello, 
in tu rn , loses the last shreds of his faith because of the  handkerchief; both its 
loss and the subsequent loss of Desdemona’s composure seem to indict her.

A similar phenomenon is encountered in Ibsen’s The Wild-Duck. I t  is 
related how E kdal’s little  daughter, Hedvig, raises a wild-duck in the attic 
which rather seems to  like it  there. But, it is added, if only it  saw sunlight 
ju st once, it would a t once s ta r t feeling terribly. L ater on in the  play, the 
wild-duck symbol becomes expressive of the relationship between tru th  and 
a  world of lies. This reveals how something th a t functions as a  mere phenom
enon in reality is enriched by non-phenomenal qualities in artistic  creation 
I t  remains a phenomenon b u t becomes a t the same tim e more than  that; 
appearing totally  extraneous, it  is felt nevertheless to  be p a rt of the essence. 
Some artistic trends operate, for this very reason, w ith a heavily restricted, 
strongly selected sphere of phenomena. Such reduction is one of the prime 
tra its  of Classicism as a whole. I t  creates a world closed in upon itself by 
presenting very closely a coherent sphere of phenomena whose intrinsic laws 
can create fulness out of a comparatively small num ber of correspondences. 
O ther trends, in contrast, embrace the widest possible sphere of phenomena, 
b u t manage to create a sealed space of a world nevertheless.

The aesthetic analysis of the phenomenon is thus seen to  reveal as 
a  fundam ental feature of a rt a striving for a presentation of the sphere of 
phenomena which is selected and, by the same token, also polyvalent. The final 
result itself belongs to  the category of phenomena. A rt thus progresses from the 
phenomenal to  the phenomenal: however, in the initial sphere of phenomena, 
which is the world of reality , the essence seems to  be purely accidental, where 
as the  term inal sphere is created by a rt which lets the  essence be glimpsed 
through a world of evocation by endowing a confined set of phenomena with 
polyvalence.

Multiplicity of the Roads to the Essence

One fundam ental property of a rt is th a t its quest for and exposure of 
the  essence can choose among an extremely wide range of ways and means. 
The ways to the essence are numbered in thousands; they  differ in and are 
specified by a m ultitude of objective and subjective factors. Y et every branch 
of a rt does have certain common tra its  characterising its specific mode of 
approach to the essense. One of these is the selection is the  so-called fertile 
in stan t in plastic art. The fertile instant (Lessing’s term ) is a  node th a t joins 
previous events to  subsequent ones. In Michelangelo’s famous sta tue of Moses, 
for example, the fertile instan t is the moment when Moses’ fury is suddenly 
aroused by the treason of his people. This one instan t condenses every ante
cedent, the giving of the laws, the full pathos of w hat happened on Mount
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Sinai and  his breach, his m om entary breach with the masses, who were to 
have been the sole beneficiaries of all th a t had gone before. T ha t is w hat gives 
the  s ta tu e  its grandeur, the  fu ry  its majesty, bu t also its tragic, self-destructive 
aspect. The external tension is expressive of a sta te  of inner collapse. Michel
angelo thus managed to  present a paradigm of all the  instants when tre 
m endous human effort is wrecked by those whom it  is intended to  serve. 
A nother fertile instant, no longer for an individual b u t for a whole group 
ensues when Christ a t the  L as t Supper announces his betrayal by one of his. 
The turbulence of the whole p ictu re—and not only Leonardo’s, bu t others 
as well, e.g. Ghirlandaio’s — hinges on the condensation of both Christ’s whole 
previous relationship w ith th e  disciples and his tragic end foreshadowed by 
th e  b e tray a l into th is one in stan t.

T his is the reason why, in  the plastic arts, the  identification of the 
fertile  in stan t is tan tam ount to  an apperception of the  essence; all the moments 
represented  in space are endowed thereby with a  tem poral dimension (more 
correctly  speaking, w ith tw o tem poral levels — one pointing forward, the 
o ther backward). This in itself generates a polyvalence of scenes; thanks to it, 
th e  creation which has seized such a dram atic instan t acquires a depth  tha t 
pene tra tes  to  the essence. F o r the two pictures ju st m entioned both relate 
to  th e  same essence: a m an in  conflict with other men is actually in conflict 
w ith  himself. Buried under well-nigh every instance of opposition there lies 
an antagonism  with oneself; the  tenor of all social struggle and social chasm 
is inescapably an internal conflict of the individual, a  conflict which can and 
should be surmounted by a great and healthy personality. In  th is sense, too, 
a r t  is governed by the dialectic of the subjective and th e  objective: the a rtis t’s 
criticism  of his age obliges him  to turn, in a sense, against his own self.

This, however, leads to  an issue related to  the quest for the essence 
th a t  transcends all branches of a rt. In  plastic art, the general m ethod serving 
th a t  end is the search for the  fertile instant. B u t all a rt which represents 
conflicts as purely external is condemned to stay bound to  the phenomenolog
ical level or plane. There is no external conflict th a t is no inner conflict as well.

I n  the branches of a r t  operating in the tem poral dimensional, it  is 
even m ore evident th a t the  essence is never in the phenomenon, b u t invariably 
in th e  process. Musical character sketches such as the  presentation of Papageno, 
of th e  Queen of Night and of Sarastro in Mozart’s The Magic Flute are impor
ta n t  in  themselves; yet th ey  acquire their real meaning only in context. 
The coloratura aria sung by  th e  Queen of N ight as a ravishing sorceress 
con trasts with the calm and transparent aria radiating the assurance of the 
in te llect sung by Sarastro. A nd th a t, in turn, contrast w ith  Papageno’s musical 
tone, th e  sound of a life th a t  is cloudless for its lack of perspective, irresponsi
b ility  and  the day-to-day enjoym ent of immediate delights. The three explain 
and  in te rp re t one another: i t  is in their relation to  one another th a t  their
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nature  and hierarchy stand  revealed. The essence thus can, quite a p a rt from 
the  Masonic mysticism of the plot, be experienced, even in the musical sense, 
only by an insight into the process and into the correspondences th a t  i t  sets up, 
whereas each of the motives in isolation remains on the phenomenal level. The 
inner wholeness of a rt, however, is revealed most clearly by th is interrelation 
of th e  various elements by and in a process. W ithout th a t wholeness, in frag
m entation, artistic creation is condemned to  bog down a t the phenomenal level.

Clearly, then, in a work of a rt the phenomenon functions prim arily as 
a motif; the essence is illum inated only by the  internal relations of the  motifs. 
T h a t is why the practice (especially frequent in lyrical poems) of striving to 
present the essence by putting  into relief a  simile or an image is so wrong. 
The essence is expressed by correspondences and hierarchy rather th an  by 
isolated images. I t  is approached prim arily by letting the essential in the phe
nomena be embraced ever more closely by a succession of images overlaid 
on one another. Consider as an illustration A ttila  József’s poem N yár (  Summer )  
where the poet approaches the summer scape pregnant with storm  step by 
step  in his progress towards the final image:

I ly  g y o rsan  bete lik  n y a ra m  !
Ö rdögszekéren  j á r  a  szél — 
c s a t ta n  a  m enny , és m egv illan , 
e lv tá rs a im : a  kaszaél.

(So soon  m y  sum m er is  fu lfill’d  !
T he  w in d s rides on  a  tum b lew eed ;
T he  h eav en s  c rack ; th e  flesh  reveals,
C om rades, th e  keen  edge o f th e  scythe.*)

The expressive force of th is last image, however, does not mean tha t 
all of its functions would stand revealed, the artistic creation would be just 
as complete w ithout the superposition of the preceding images.

Thus, in lyrical a rt, the essence is expressed prim arily by  a system  of 
images and by the  rhythm  and melody connected therewith. In  isolation, 
however, every image and rhythm ical device would be stranded a t the  phe
nomenal level. Any analysis of Sándor Petőfi’s Egy gondolat bánt engemet 
(One thought only keeps me wan) th a t concentrates on how the  poet inserts 
anapests into a poem of an overall iambic rhythm , in keeping w ith the  excited, 
rhapsodic quality of the instant mood, will make us realize th a t the  conceptual 
and  visual devices of the  poem must not be lost from sight, either, because 
the  abrupt change from iamb to anapest may not, in itself, be ranked above 
the  phenomenal.

The vehicle of the  essence of essences in epic and dram atic a r t  is the 
interrelationships of the portrayed personalities, just as it is the  system of 
images in lyrical a rt and the recognition and apprehension of th e  fertile

* T ran sla ted  b y  B á lin t  B a lkay .
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in s ta n t in  plastic art. Their portraying requires the  deployment of the  widest 
possible range of formal instrum ents within th e  piece as a whole; content 
an d  form  once again prove inseparable. Doubtless, however, it is these in tel
lectual profiles, whether expressed or latent in the  a r tis t’s mind, th a t constitute 
in  these genres the essential moment upon which the  entire edifice is built. 
I t  is n o t fortuitous th a t  one can identify th is m ethod in Mozart’s The Magic 
Flute, for instance, which pu ts  to  good use some of the devices of dram atic 
a r t . A similar situation is created in Wagner’s representation of Hans Sachs 
and  Beckmesser in The Meistersinger. Elsewhere, the  problem of the au ton
om ous dynamic of music on the  one hand and of dram atic characterization 
on th e  other is confined to  th e  pre-Mozartian opera, Gluck, for example. I t  is 
th e  conflict of the two th a t  subtends Gluck’s operas. Even in later times, 
though , it  is found th a t  the  musical devices of the  opera are suited for the 
representation of emotional profiles above all, as we have seen in the case of 
D on Carlos, whereas the objective of drama and epics in  literature is to  elaborate 
p o rtra its  of the intellect and of its ideas.

In  presenting an intellectual profile, the prim e question at issue is the 
sets of ideas for which the  characters stand. I t  is no t accidental tha t, in K ing  
Lear, e.g., Shakespeare should portray  Edgar as the  only tru ly  learned person 
who is shown reading or even deeply engrossed in a  book, Edgar who is later 
on to  show his m ettle by  sta rtin g  a new life from the  scratch and by hewing 
to  his humanistic ideas even under the most prim itive of conditions. Shakes
peare  realized full well th a t  th e  torpor of mind exuded both by old-fashioned 
L ear, a  conservative and patriarchal sovereign, and by Regan and Goneril 
as th e  tw o representatives of feudal anarchy would in itself be intolerable both 
dram atically  and dram aturgically. He therefore p u t Cordelia on stage only very 
early  and  very late in the  play , for it is only her sheer emotions th a t are any 
use dram aturgically. Also, Shakespeare lets Lear be accompanied by the Eool 
all th e  way until he meets E dgar. Even though the  Eool plays no active role 
in  th e  proceedings, his musings are indispensable for the  dram atic construction.

Erom  the Shakespeare of Romeo and Juliet or Hamlet this device is 
som ew hat unexpected. The Eool, however, fulfils the  same role in Lear as 
the  protagonists and o ther m ain characters who speak their own mind in the 
o ther play. Reflexion is thus seen to be one of the  most im portant spheres 
of expression of the essence in  both dramatic and epic genres. In  epic art, 
i t  o ften  takes the form of m editative or esseyistic inserts by which the intel
lectual portraits are drawn. I t  is one of the favourite devices of modern epics, 
th a t  of Thomas Mann or W illiam  Styron, for exam ple and, with a different 
sign, of the  Erench nouveau rom an as well. I t  does not necessarily transform  
the  s tra ig h t novel into an essay-novel: the tale to ld  m ay retain its leading role; 
th e  epic surge does not have to  be interrupted; ton  the contrary, the epic 
stream  is greatly deepened b y  the drawing of those intellectual portraits.
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These drawings do not have to  carry a direct ideological message a t all 
costs. Balzac, for instance, in characterizing his female figures (e.g. the  Marquise 
Maufrigneuse) most often describes their consciousness of the paraphernalia 
of coquetry; w hat posture they assume when expecting their swains; how 
they  choose the light th a t is most advantageous, or the gesture th a t  will 
a ttrac t a man. Intelligent discourse between D ’Arthez and the lady is woven, 
as it  were, into the tex ture of conquest; b u t this is exactly w hat reveals the 
woman’5 outlook, and its deliberateness, her appraisal of the effects of the 
chance gesture, phrase or glance, etc. Polyvalence thus comes to  the  fore again. 
Intelligent dialogue in itself cannot work in an epic creation. Over and above 
its significance as such i t  carries another, unspoken meaning, whose im portance 
emerges in a sphere of communication of a different nature. And th is is the 
case with any intellectual portra it anywhere: its unfolding is invariably charged 
with such polyvalence, whether in dram atic or epic art.

Let i t  suffice to  recall H am let’s famous monologue. I t  is spoken at 
a  moment when Ham let, knowing th a t he will meet Ophelia, is invaded by 
the foreboding th a t she will betray him. Expressing as it does the  extreme 
dubieties of H am let’s world image, the  great monologue bears, deep down 
beneath th is general concern, also a persistent strand of personal preoccupa
tions. Thus the intellectual profile carries a  personal content also, one which 
changes according to  m omentary mood. Being bound as it is to  the  instant, 
i t  cannot in itself be a vehicle of the essence; yet it is one of the m ost im portant 
elements in the process of delving tow ards the essence and its  enunciation. 
Accordingly, the main instrum ents of unfolding the essence in artistic  creation 
vary  from branch to branch and from genre to  genre; yet all have in  common 
a fundam ental m ethod tha t, together w ith and in the context of o ther instru
ments, provides the means of stating the  essence.

Polyvalence and Essence

As revealed by the above considerations, the essence invariably manifests 
itself in a  process. The process, th a t  is, the  temporal continuity or spatial 
un ity  of artistic creation is decisive of th e  essence, but the vehicle of the  most 
im portan t elements of the process differs from one genre to  the  next. Yet 
each genre has one moment th a t is, as it  were, the carrier of its striv ing  towards 
the essence; it is its specific function to  organize that process. In  the  case of 
the fertile instant, for example, this organizing principle is perfectly evident, 
and it is ju st as clear in the case of a s tructu red  system of images or of intel
lectual portraits. However, by organizing the  process, these principles acquire 
an evident polyvalence. Now polyvalence may be allegoric o r—in a  m ajority 
of cases—symbolic. The category of symbol in itself implies polyvalence.
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I t  is not by chance th a t  polyvalence, or polyfunctionality .becomes 
expressive of the essence. W hat is most often seen as a mere phenomenon or 
incident in fact creates, in  its  context of actual circumstances, a system  of 
correspondences which is already essential and  determinative. In  this sense, 
a r t ’s search for the  essence emulates the ac tual structure of existence, of 
reality , in which entirely  random  and accidental motifs (that is, elements 
belonging to  the sphere of phenomena) may assum e configurations which tu rn  
them  in to  a significant m otivating force. An illness or physical handicap is, 
in m ost cases, a  straightforw ard everyday fact w hich—if the illness is a passing 
one or the  handicap is slight enough—has practically  no essential bearing on 
the p a tie n t’s life. Y et even a small disability m ay transform  the whole of the 
hum an organism and so en tail serious physical consequences, thereby becoming 
a powerful determ inant of hum an fate. Thomas M ann’s short story Deceived 
is based on the idea th a t  th e  heroine regards her illness in the given situation 
as the  rejuvenation of her body. Accidental and  phenomenal elements of th is  
sort acquire an independent dynamism, gaining a  significance informing 
a whole series of events or sequence of processes. In  this respect, then, the  
exposure of essence by  a r t  highlights one feature of the human personality, 
no tab ly  th a t  the way in  which a person a ttrib u tes  to  the phenomena th e ir  
relative importance is ra th e r poorly understood; w hat he regards as insignif
ican t a t  one moment m ay well become essential th e  next. W hat was super- 
fical a t  one time may in  another context m otivate correspondences pregnant 
w ith significance. In  th is  respect, art reinforces th e  everyday experience th a t, 
although a distinction betw een phenomenon and  essence is necessary, i t  is 
wrong to  take for gran ted  th a t  whatever was considered a phenomenon once 
will rem ain a phenomenon for all time. The psychological process th a t  one 
m ight call fleeting or p a rtia l recall, an im portan t device in art, may reveal, 
after th e  event, the tru e  significance of an episode th a t  used to be considered 
insignificant and w orthy of little  or no atten tion  a t  all a t the time. Bringing 
out and enhancing such fleeting memories is one of the objectives and also 
of the  starting  points of th e  artistic search for the  essence.

Mystification of the Phenomenal Sphere

One of the greatest problems of modern a r t  is its depreciation of the 
dialectics of essence vs. phenomenon. Such abstract a r t  as strives for an im m e
diate essence w ithout any  intermediaries will, curiously enough, get stuck a t 
the  phenomenal level. W hy is i t  so ? Ju st because i t  would represent the essence 
and nothing but the essence, pretending to grasp i t  in  a single artistic vision. 
In  th is, however, abstract a rt is doomed to failure. N or could it  be otherwise, 
precisely because of its contem pt for the factors discussed above. Its contem pt,
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first and foremost, for the fact tha t, in objective reality, the essence invariably 
appears through the phenomenal. I ts  neglect, furthermore, of the necessity, 
derived from the specificity of a rt, of reality  by which the phenomena, rather 
than  being confined to a single plane, tend  to  evince dimensions inaccessible 
to  direct insight. And finally, its contem pt for the fleeting memory, based 
on the belief th a t the essence is not in the  phenomena but exists en tirely  apart 
from them .

Thus the whole process of abstraction in abstract a rt and even in avant- 
gardism, despite all merit of detail, sidesteps the real challenge. And even if 
abstract a r t  does manage to  introduce im portant structural innovations, 
which in plastic a rt may represent an im portant progress in colour or structure, 
it  is bound to  fail precisely in its selfset objective of exposing the  essence of 
reality. T h a t is why it remains stranded on the level of the  phenomenal, 
incapable of breakthrough to  a profound representation compatible w ith the 
human view. The apparent neglect of the phenomenal and reliance on an 
in tu itive apprehension of the essence distorts the process itself ou t of perspec
tive, achieving a representation th a t is no better than static.

Thus, however much abstract a r t  strives for objectivity, in  the final 
reckoning it can reach a subjective result only. Its  scope and achievements 
are relevant to evolution in its en tirety  only to the extent th a t  they  remain 
w ithin the  purely aesthetic sphere (tha t is, as far as their discoveries of new 
forms, lines or colours go). Thus confined, however, the abstract a rtis t has little 
to  say of any relevance of life and reality. All this holds also for m any a repre
sentative of modern music and, of course, of the avantgarde in  literature. 
Much the  same phenomenon is observed whenever the absurd itself (rather 
than  its stratification, its system of correspondences or its apparition  in a 
seemingly rational world) is made the subject. True as it  is th a t  th e  modern 
m anipulated bourgeois world is absurd in the final analysis, th e  phenomenal 
sphere of th a t world is made up, nevertheless, of a series of rational processes, 
and it is in the context of this series th a t  the absurd world of phenomena is 
embedded. W hat is therefore essential for a rt today is the relationship of the 
rational processes to  the irrational ones, the transcension of the  superficially 
rational and the critique of the irrational. If a rt confines itself to  highlighting 
the irrational, all critical distancing gets lost; what is left behind, is the  absurd 
as a general mode rather han a concrete feature of human existence.

This device, however, results in an autonomous representation of a mere 
phenomenon th a t is styled as general and essential without any justification. 
The prime cause therefore is th a t the polyvalence of the phenomena, the 
m ultitude of their relations among them  will go by the board in the  process. 
This constriction of relations, identified in life by Marcuse where he speaks 
of the unidimension man, makes i t  impossible to create true  works of art. 
In  the sphere of phenomena, fragm ents can only be created. W hat can be
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represented by static m eans are details a t best, b u t no processes. And th is is 
so precisely because th e  dynamism  and polyvalence of essence as a moment 
m anifested in a process is due not least to the fact th a t, by  exposing the essence, 
a r t  will always objectively transcend the world th a t  i t  represents. This trans- 
cension should be seen as one of the relations of the  essence rather than  neces
sarily  as a perspective th a t  is to  be represented, p u t on stage or embodied by 
some other art form. Life as represented in the  phenomena selected by the 
a rtis t does not yet possess th is  transcensive quality . I t  is only when the  phe
nom ena create a new and  special world among them , a  condensed image of 
the  relationship of reality  and  the artistic subjective th a t  it  becomes necessary 
for th is  system of correspondences to transcend itself. A single example will 
suffice. Antigone in Sophocles is well-known to be a representative of morality, 
th e  embodiment of the  m orals of a patriarchal society. H er counterpart, Creon, 
claims to  represent a new political and legal order in evolution. Their duel and 
its tragic outcome are also fam iliar enough. B u t anyone assuming th a t the 
struggle between Creon and Antigone would tie  the  balance definitely in favour 
of the  one or the other, in th e  sense of our coming down on the side of either 
Antigone or Creon would be deeply mistaken. Their conflict transcends by 
far th a t  which either Creon or Antigone stands for. Its  immanent implication 
m ight be formulated as follows; the legal order to  be striven for should retain  
the  m oral values created by  patriarchal society also. W hether Sophocles’ 
claim  th a t  the city s ta te  of Athens did represent such an order was justified 
or no t is another m atter. The new perspective of the  essence th a t ensues from 
the  conflict is not in doubt, and it is precisely th e  process th a t deflects our 
a tten tio n  in th a t direction.

On comparing a work of a rt of this kind w ith  a r t  stranded at the level 
of the  purely phenomenal, th e  difference becomes clear a t once. To pursue 
the  same example, in A nouilh’s conception of Antigone’s and Creon’s conflict, 
t ru th  is basically on the  side of power, th a t is, of Creon. Polyvalence is, as it  
were, th a t  feature of the  essence the most im portan t property of which is to  
transcend the represented world. This transcension unites all the devices by 
which we have been characterizing a rt’s progress from the phenomenon to 
the  essence. All this is connected to a substantial ex ten t with either the seizing 
of the  fertile instant or the  description of emotional relations or the outfolding 
of a to ta lity  of intellectual portraits. I t  follows th a t  a  phenomenon cannot 
progress towards essence unless the inner correspondences of the phenomena 
transcend (conceptually or emotionally, or a t the  level of taste and outlook) 
the sphere of phenomena and  the  reality which i t  has been derived from. I t  is 
th is th a t  endows a rt w ith  its  ceaseless motion, dynam ism  and change and 
enhances by its im pact on people the significance of the fleeting memory. 
This is how the dialectic of th e  phenomenon and th e  essence in a rt promotes 
the realization of the tru e  dialectic of essence and phenomenon.
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Two Contending Conceptions in 
Die Eigenart des Ästhetischen

A n ex ce rp t fro m  A  m űvészi visszatükrözés szerkezete : A  m űvészet ismeretelm életi 
kérdései Christopher Caudwell és L ukács György esztétikájában. (The S tru c tu re  o f  A rtis tic  
R e flec tio n : E p istem olog ica l P ro b lem s o f A rt in  th e  A esthetics o f C. C audw ell a n d  G. 
L u k ács), A kadém iai K iad ó , B u d ap es t 1981.

J ó z se f  S zili

Cognition as such, a t the most abstract level of philosophy, involves 
general theses concerning the prim acy of m atter and the cognizability of 
reality. Any actual case of cognition is based on it, reducible to  b u t no t identical 
with it. Their identity  appears in the form of distinctions whenever cognition 
takes place in an actual and factual way, as a specific mode of cognition, 
as quotidian cognition, as science, as art. Therefore the epistemological concept, 
the subject-object relation defined by m ost general epistemological categories, 
does not contain, w ithout further definitions, restrictions and amendments, 
the particularity of real, practical forms of cognition. In  this regard Caudwell’s 
conception was of special significance as a dialectical m aterialist interpretation 
of the  subject-object relation. I t  was decisive th a t he posed his questions 
about the nature of science and a rt w ithin the framework of historical m ate
rialism, i.e. not a t the abstract universal level of the epistemological situation 
bu t a t  concrete levels related to the social and historical practice of hum anity. 
Die Eigenart des Ästhetischen also sta rts  off with a proposition th a t  artistic 
reflection is not strictly  identical w ith cognition proper, bu t it  is rather a 
special mode or subtype of it; it is not an anthropological or ontological 
characteristic of man, bu t the product of a long socio-historical evolution, 
“ ein Produkt des gesellschaftlichen Seins, der auf seinem Boden enstandenen 
Bedürfnisse, der Anpassung des Menschen an seine Umwelt, des W achstums 
seiner Fähigkeiten in Wechselwirkung m it dem Zwang, ganz neuartigen 
Aufgaben gewachsen zu sein” .1 Die Eigenart des Ästhetischen makes a rich 
and varied use of its basic principle, social practice. Y et in an im portant 
aspect it seems to  deal with a certain vagueness with the s ta tu s  of science 
and a r t  as concrete forms of cognition. We get an impression th a t  th e  problems 
of practical cognition are not distinguished a t all from those of cognition as 
such. I t  is not easy to  make this m atter sufficiently clear and unambiguous 
for Die Eigenart des Ästhetischen does not make its point clear and unambiguous 
in every respect. Obviously its argum entation is based on the practical char
acter of the specific modes of reflection when it limits the range of the  problem
atic relating to the validity of aesthetic judgement, or when we are to ld  tha t

Acta Lilteraria Academiae Scientiarum Hungaricae 25, 1983



30 Szili, J.

we should not identify au then tic  reflection w ith any one type of reflection 
(e.g. w ith mechanical, photographic reflection) because it  would mean th a t 
all th e  other types were its  distorted  forms only: “ W äre eine solche die G rund
lage, aus welcher die Differenzen heraus wachsen, so m üßten alle spezifischen 
Form en subjektive E ntstellungen dieser allein »authentischen« Reproduktion 
der W irklichkeit sein, oder die Differenzierung m üßte einen rein nachträgli
chen, völlig unspontanen, nur bewußt-gedanklichen Character haben” .2 
“ A uthentic” reproduction is available, however, in  other than  “photographic” 
form s as well, and they , too , may serve as a  base for generalization. Lukács 
does his best to prove th a t  artistic  reflection is capable of some kind of objec
tiv ity , i.e. adequacy or authenticity . W ithin th e  sphere of this problem he 
discusses the various functions of art in such organic unity  and complexity 
th a t  no doubts remain: here all preconditions, elements and phases of a rt 
as reflection have been tak en  into consideration and made to appear as con
s titu en ts  of an integrate system . The more rem arkable it  is, then, th a t a t 
each stage scientific reflection is referred to as “ cognition proper” . This means 
th a t  for all the reservations Lukács makes as regards the range of scientific 
abstraction , ultim ately he resorts to the identification of cognition as such 
w ith  scientific cognition. T his is, in all probability , a consequence of the 
problem atic distinction he m ade between the  “p la in” thing in itself (das 
einfache Ansich3)  and its o ther, derivative types, and also a consequence of 
his hypothesis th a t reality  is “ one and the sam e” , regardless of the different 
facets i t  offers to science and  art.4 According to  Die Eigenart des Ästhe
tischen the reality a r t  is concerned with is, however, not independent of 
th e  hum an race, untouched by the “externalization” of subjectivity, bu t 
rea lity  “internalized” to  some extent — parallel or analogous with what is, in 
CaudwelTs term, “inner rea lity ” . Although i t  is poin ted  out by Lukács too th a t 
a r t  reproduces this aspect of reality in a more profound, integrated, sensuous, 
effective etc. way th an  science does, theoretical complications arise because 
in  a  definite sense th is rea lity  is not “one and th e  sam e” . I t  is certainly not 
identical with the Ansich  of nature, nor with the  Ansich  of social objectivity 
in  a  form  accessible to  science.

I t  leads to further complications th a t scientific reflection seems to  be 
describable simply in term s of the subject-object relation characterizing cogni
tion  as such. I t  is a common illusion tha t the  basic epistemological situation 
coincides fully with the  subject-object relation of the  scientific mode of con
crete, practical cognition. In  a  study  of ontological problem s Lukács emphasizes 
th a t  i t  would be undialectical “ to  recognize the  w orld of things only as m atter 
or as objective existence an d  to discern a supposedly independent, active 
functioning of consciousness in  all other forms of objectivity  (relations, con
nections etc.) and in such reflections of reality  as appear to  be directly the 
products of thought” .5 The sta tem ent is aimed a t  nominalism but it also hits
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a t positions which “ arise from an abstract and antinomic contraposition of 
m aterial and spiritual, or natural and social existence” .® The Introduction to  
Die Eigenart des Ästhetischen points out th a t  in materialism the priority  of 
Being over Consciousness has no hierarchical character: “Es ist ein weit 
verbreitetes M ißverständnis, wenn man glaubt, daß das W eltbild des M ate
rialismus — P rio ritä t des Seins dem Bewußtsein, des gesellschaftlichen Seins 
dem gesellschaftlichen Bewußtsein gegenüber — ebenfalls hierarchischen 
Characters wäre” .7 Nevertheless there are passages in Die Eigenart des Ästhe
tischen which are not exem pt from the consequences of th a t hierarchy. (There 
is of course a hierarchy to  be seen, not as a  gradation of reality, b u t as a 
variety of the foundation and the m ediatory system of different forms of 
motion.) Thus for instance when Lukács defines the  subject-object relation 
in a rt stating th a t—in contrast with the “plainly” and “purely” ansich- 
seiendes Objekt of scientific reflection—the object of aesthetic reflection is 
pervaded by subjectivity, he seems to be worrying about an eventual conflict 
w ith the hierarchical concept and carefully, in  the spirit of the recognition of 
hierarchy, he proceeds to  justify the realness of this type of reality, its ansich 
character and its objectivity. Albeit, the “subjectivity” integrated in the 
object cannot be the same as the subjectivity of the cognitive subject in the 
act of cognition; th a t  “subjectivization” takes place a t a wholly different 
level: in the m aterial exchange between natu re  and society, in the cultural 
adaptation of the  instincts etc. All this is clear in the tex t of Die Eigenart 
des Ästhetischen : “ Die Entwicklung der Menschheit ist ein objektiver Prozeß 
(. . .) hat also in diaser H insicht unzweifelhaft den Character eines Ansich (. . .) 
die so entstandene und sich entfaltende W irklichkeit eine selbstgemachte im 
weitesten Sinne des W ortes ist (. . .) Dieser Prozeß hat deshalb einen doppelten 
Aspekt: den objektiven, in welchem alles, was das Bewußtsein der beteiligten 
Individuen betrifft, bloß Motor oder M aterial ist (. . .) daneben aber auch 
den subjektiven, den des am Prozeß beteiligten Individuums, das diesen 
Prozeß —bewußt oder unbew ußt—als seinen eigenen m itmacht, dessen eigenste 
Existenz, vom kleinsten bis zum größten, nur im Zusammenhang m it ihm als 
dem Selbst zugehörig begriffen werden kann. E in solches Begreifen muß 
aber die Züge des Selbstbewußtseins an sich tragen” .8 We cannot b u t agree 
with this analysis and realize th a t the subjective point of view of the individual 
participating in th a t process is a real existence and as such, and as a component 
of an objective process, it  is objective. I t  may achieve objectivity in the episte
mological sense of the term  too, as adequate reflection of the objective process. 
Moreover, th a t “subjective aspect” may appear as objective in still another 
aspect: in the very aspect which makes it conceivable as an object of artistic 
reflection. In  th a t case th a t “subjective aspect” is no longer (in the sense 
of adequate or inadequate reflection) an “objective” or a “subjective” view 
or a ttitude, bu t a “ legitim ate” aspect of an objective process. I t  is different
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from  the  objectivity inherent in  plain iden tity  with the objective process 
(“bloß M otor oder M aterial” ) and  different from  an objective m ental reflection 
(objective in the sense of the  adequacy of scientific reflection) of an objective 
process. (Both aspects m ay be conceived as synthetized in it by  “Aufhebung” 
b u t th en  the latter aspect will be transform ed so greatly th a t  hardly  any 
ground will remain to  raise the  question of objectivity  in th a t sense.) In  plain 
words, a  “ humanly legitim ate” aspect of the objective process of hum an 
evolution is involved here, bu t, to  p u t it  more accurately, following the  for
m ulations of Die Eigenart des Ästhetischen, we should say th a t th is aspect is 
“ leg itim ate” because in a special way it is identical with “the self-consciousness 
of th e  evolution of hum anity” . And w hat is true  of “consciousness”  is also 
tru e  of “ self-consciousness” : i t  is to  be conceived as objective existence, except 
when defined as an antipode to  “ existence” . Thus its “ legitimacy” or special 
id en tity  (also describable w ith  the category of “ inherence” ) is nothing but 
objectivity because “ the  self-consciousness of the  evolution of hum anity” is 
an objective existent and as such it is made an object to  aesthetic reflection. 
If  th is  object is characterized as “subjectivity” or as something “pervaded 
by  sub jec tiv ity” etc. we m ay suspect th a t  the  term s “objectivity” and “sub
je c tiv ity ”  are not used in  a stric t sense, as well defined terms in well defined 
relations, bu t a t different levels of abstraction, in  different theoretical (ontolog
ical, epistemological, socio-historical etc.) dimensions, and w ithout the 
necessary distinctions.

E ventually  in certain passages of the book these terminological liberties 
do n o t lead to confusion for, w ithin a lim ited context, there is some chance 
to  get through an unequivocal meaning. Nevertheless, confusion is inevitable 
when th e  task  is to  elucidate the  function of basic categories in the  context 
of a  comprehensive system. For instance Lukács underlined and, w ith  his 
propositions th a t there are tw o kinds of Ansich  and objectivity, reinforced 
the  view th a t the object of artistic  reflection, an object “pervaded by  sub
jec tiv ity ” , should be seen as having an objective character. Yet due to  a  con
fusion of the terms “sub jectiv ity” and “objectiv ity” and a lack of distinction 
betw een different levels of abstraction, his terminology became so inconsistent 
th a t  th e  object of artistic  reflection m ight be described as objectivity  “ per
vaded by  subjectivity” (i.e. subjective in some way) or as subjectivity  well 
grounded in objective reality , enjoying objective existence and validity. 
Lukács d id  not feel convinced all the tim e th a t  his concept of the objectiv ity  
of “ subjectiv ity” was well grounded. This explains his efforts to  am end or 
su b stan tia te  the objectivity of the  object of artistic  reflection w ith the  require
m ent of the  “ truest possible” reflection (in effect, representation) of ansich- 
seiende things. The outcome involved (aside from consequences responsible 
for his ungenerously narrow conception of art) a patent concession to  the 
hierarchization of objectivity  and reality.
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Further complications arise from the fact th a t there are actually two 
totally divergent conceptions contending in Die Eigenart des Ästhetischen. W ithin 
the  work the two conceptions are of course not seperated distinctly; now this 
comes out on top, now th a t, and on such occasions the outlines of one of 
the two conceptions are fairly well discernible. B u t generally they mix, they 
“ pervade” one another. Incidentally so much so th a t they, jointly, give an 
impression of a unified conception. T hat impression dissolves as soon as the 
apparently  unified conception is subm itted to  analysis as a logical system. 
Anyway, it  is more practical to  refer to two tendencies than to  two conceptions, 
for they exhibit genuine propensity to un ity  and their interpenetration is 
quite considerable.

One tendency implies th a t the objectivity  of the object of aesthetic 
reflection is identical w ith the objectivity of objects existing in their “plain 
Ansichkeit” , “ independent of consciousness” . A contextual reading usually 
reveals th a t this type  of objectivity is based on th a t hiearchical concept of 
objectivity which forbids consciousness, or anything belonging to  or created 
by it, to  be considered as veritably Ansich or objectivity, supposing th a t  they 
are, as it  were by definition, dependent on consciousness and always and in 
all ways (or a t least in some way) identical w ith the subject and w ith sub
jectivity.

The other tendency bases the adequacy of aesthetic reflection on the 
objective character of aesthetic subjectivity and on the concept of “ adequate 
subject” , leaving no doubt that, in the final analysis, the object of reflection 
is an “adequate” subjectivity  well grounded in the objective world. Defined 
more closely this is the  self-consciousness of the evolution of hum anity, th a t 
aspect of the evolutionary process of the hum an race which is described by 
Lukács as a “subjective aspect” in contrast w ith the objective character of 
the process. Of this, however, it is ascertainable tha t, due to its foundation 
and validity in the objective world, it is wholly objective, especially so in the 
framework of a non-hierarchic order of objectivity. Theoretically i t  is no 
simple problem th a t  th is objective self-consciousness participates in the struc
ture of aesthetic reflection not only as the object of reflection bu t also as its 
subject: as the subject which alone is qualified to  act as subject in this kind 
of reflection. This quality, a readiness or a  capacity to  become one with the 
evolution of the self-consciousness of hum anity, characterizes the “ adequate 
subject” and “adequate” aesthetic subjectivity.

This dichotomy and internal quarrel in Die Eigenart des Ästhetischen 
is discernible in several relations.

In  the first of the two tendencies, comparison with the basic epistemolog
ical situation and its use as a point of departure lead to its identification with 
scientific cognition and its distinction from aesthetic reflection. I t  is distin
guished from the la tte r  in the same way as th a t is from scientific reflection,
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proving  again th a t in such passages of Lukács’s work cognition as such 
(cognition proper) is taken to  be identical w ith scientific cognition. In  these 
analyses the  tru th  of aesthetic reflection is explained by its analogies with 
cognition proper, i.e., in th is conception, w ith scientific cognition. And though 
there  are hints of analogies between them —from an identity  of the categories 
of abstraction  to the requirem ent tha t, to  some extent, the “tendency of 
desanthropom orphization”  should be retained in  aesthetic^ reflection to o —, 
i t  rem ains doubtful if, compared w ith scientific knowledge, it  is knowledge 
w h a t a r t  is able to  offer. Certain passages in Die Eigenart des Ästhetischen 
m ake i t  clear tha t “das vom K unstw erk Gebotene kann zugleich m ehr und 
weniger sein als E rkenntnis” .9 I t  is conceded th a t  a r t  has a certain preparatory  
function  and therefore the use of the word “cognition” is permissible: “ Sicher 
kann  d ie Erkenntnis nur in der W issenschaft ihre ganz angemessene M ethode 
finden. Sie erscheint aber auch dort, wo vorbereitend Probleme oder Forde
rungen  aufgeworfen werden” .10 A quasi cognitive effect is also a ttribu ted  
to  th e  “ defetishizatory mission” of a rt.11

T his tendency is also revealed in passages which accentuate the require
m en t of the  representation of objective factuality . I t  is true, however, th a t 
occasionally this requirement is amended w ith a  reference to  definitions which 
are basic for the other main tendency of the work. Accordingly, on such occa
sions “ th e  truest possible reflection of objectivity” needs reinterpretation: 
in stead  of the reflection of external reality  i t  should refer to  the reflection of 
the  A nsich  of human essence. W hile this second tendency seems suitable to  
su b stan tia te  the universality of a comprehensive aesthetic system, th e  first 
is th e  equivalent of a more or less “ spacious”  realism-centred aesthetic con
ception: its  propositions aim  a t an extension of the requirements of realistic 
represen tation  to universal valid ity  and restrict aesthetic reflection to  a 
lim ited  sphere both w ith stylistic and w ith generic criteria. According to  the 
firs t tendency  the reflection of the  Ansich, the  thing-in-itself, means, if not 
the  reflection of physical objects only, a t least the reflection of facts, relations 
and contex ts also accessible to  science. This “external world” will, of course, 
include hum an, social, psychical facts and relations as well, if the  Ansich 
pursued  by  science is, indeed, different from w hat a rt is dealing with. Namely, 
if i t  is n o t th a t aspect of rea lity  which constitutes the object of aesthetic 
reflection in  the context of w hat is, in Lukács’s phrase, a “subjective aspect” ,
i.e. th e  self-consciousness of hum anity. Nevertheless, in the first tendency 
the  reflection of the “external world” is the  m ain issue and the prevailing 
dem and. In  this context the literary  examples referred to  testify only t ru th 
fulness to  social history, proving th a t “die künstlerische Gestaltung, die ihr 
zugrunde liegende, die in ihr verkörperte, sowie die von ihr ausgelöste Subjek
t iv i tä t  diese Struktur der objektiveng esellschaftlich-geschichtlichen W irklich
keit, ih re  wahren Proportionen bewahrend, jedoch m it gesteigerter In tensitä t,
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wiedergibt” .12 I t  is im portant to see th a t even in passages where th is  tendency 
prevails, it  never descends to  vulgarization and simplification. W hat is more, 
such procedures are attacked severely by Lukács. For instance he remarks 
th a t  “natürlich hat eine historische Einzelforschung als solche methodologisch 
durchaus das Recht, etwa Kunstwerke auf ihre Treue der Geschichte gegen
über zu untersuchen, und solche Forschungen können m itunter sogar zur 
E rkenntnis künstlerischer Probleme beitragen. Der Forscher ist jedoch aus 
der ästhetischen Sphäre herausgetreten, er schaut die K unst von außen, nicht 
von innen an . . .” 1S Yet, in these oontexts tru th  means the true depiction of 
the  externa] world to  whatever socio-historical depth. Time and again Lukács 
resorts to  the use of “ cancel signs” , b u t they  cannot point directly and posi
tively to  w hat seems to  be the fundam ental and ultimate object of aesthetic 
reflection according to  the other basic tendency of Die Eigenart des Ästhetischen. 
H e emphasizes th a t “die Gegenstände in der L iteratu r nicht in ihrem einfachen 
Ansich Vorkommen dürfen, sondern als gegenständliche V erm ittlungen der 
menschlichen Beziehungen, der sie verwirklichenden Handlungen” .14 Phrased 
more accurately, as a universal proposition, as a requirement encompassing 
the  to ta l sphere of the aesthetic quality, th is means th a t “Die ästhetische 
Mimesis streb t jedoch, obwohl sie die O bjektiv ität möglichst treu  zu reflek
tieren  verpflichtet ist, einem anderen Ziel zu: solche Zusammenhänge als 
T aten  und Leiden, als Erfolge und Niederlagen, als Aufschwünge und  Ver* 
Zerrungen der Menschen (des Menschengeschlechts) erlebbar zu m achen” .15 
I t  is remarkable th a t  here, as an object of reflection, “O bjek tiv itä t” is con
tras ted  w ith another aim which seems to  be situated outside the  sphere of 
objectivity; bu t not even th a t other aim is necessarily identical w ith w hat is 
postulated as the ultim ate object of aesthetic reflection by th e  o ther basic 
tendency of Die Eigenart des Ästhetischen. Although the accurate meaning of 
such term s as “Mimesis” , “reflektieren” , “ erlebbar machen” is no t clear in 
th is  respect, nor is the fine distinction between the object and  the  aim  of 
mimesis, I  have an impression th a t not even th a t  “other aim” would transcend 
the  Ansich of the socio-historical sphere. O ther formulations also reveal th a t 
in  th is work there is a tendency m aking an immediate faithfulness to  reality 
in  the sense of the objective tru th  of science appear as a basic requirem ent 
which is exposed to  a mere modification, as it  were, under the  pressure of 
a  special aesthetic requirem ent, different from the demand of objectivity. 
T h a t is how aesthetic reflection operates for example in th is description: 
“ die Objektwelt nicht nur in ihrem Wesen, sondern auch in ihrer unm itte l
baren Erscheinungsform fixiert und sinnfällig gemacht wird, daß die D ialektik 
von Erscheinung und Wesen nicht nur in ihrer allgemeinen Gesetzm äßigkeit 
zur Geltung gelangt, sondern gerade in ihrer Unm ittelbarkeit, so wie sie sich 
dem Menschen im Leben darbietet” .10 And had we doubts, th inking  th a t  the 
“ essence” here referred to  is “ human essence” and th a t a rt is no t obliged to
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explore those features of objective necessity or its  essence which belong to  
th e  competence of science, certain formulations would convince us th a t we 
are in  error and Lukács tru ly  means th a t i t  is a r t ’s duty  to take upon itself 
th e  tasks of science too. For, in the world created  by  works of art, “ nicht nur 
die objektive, gesellschaftlich-geschichtliche Notwendigkeit wird aufgedeckt — 
das vermag die W issenschaft oft noch besser zu bewerkstelligen . . ,” 17 (The 
ita lics are ours.) Consequently, in these form ulations the word “ objective” 
suggests th a t the ontological structure of rea lity  is strictly hierarchical. This 
tendency of Die Eigenart des Ästhetischen makes the  “ objective world” appear 
nor merely ansich and  objective in a more definite way than  “ hum an 
essence” (which is, however, established as ansich and objective by the 
o ther tendency of the  book) but uniquely ansich and objective. W hich is 
to  say  th a t this alone is objective and the sole representative of objectivity; 
accordingly, in such contex ts “ human essence” and “ the self-consciousness 
of hum anity” appear as subjectivity only. And indeed, from Lukács’s words 
th a t  the  aim of mimesis is other than the truest possible reflection of objectivity 
i t  follows th a t what is conceived outside the  sphere of objectivity m ust be 
conceived as subjectivity , if the distinction w ith  the term  “objectivity” 
m akes any sense a t all. This means th a t w hat appears to be problematic in 
th is  tendency is not th e  assumption th a t tw o kinds of “objectivity” exist: 
apparen tly  there is no awareness of such assum ption in the exposition of this 
conception. That disregarded, there is a chance to  see those two tendencies 
or conceptions as two phases in the development of a  single theoretical system.

In  the first tendency the  orientation of the  theoretical system seems to  
be subordinate to  th e  ta sk  of proving th a t a  comprehensive theory of a rt 
can be based on a su itab le  system atization of the  requirements of realistic 
representation. Confronted w ith th a t task, a realism-centred preconception 
strives to  answer the u ltim ate  philosophical questions of aesthetics; among 
them  the question, is th e  object of aesthetic reflection objective? We have 
seen th a t  the answer is positive but it restricts the  sphere of objectivity to  the 
“ external world” . T ha t a  restriction was made comes clear also from the  fact 
th a t  these theses cease functioning as soon as, in  order to prove how compre
hensive this aesthetic conception is, they are applied to “grotesque” and 
“ phan tastic” representations and the “utopian a ttitudes” in some works of 
a rt. In  those aspects th e  object of artistic reflection could be conceived as 
“ objectiv ity” only if th a t  term  were not confined to  the “external world” 
alone. B ut it is precisely th is  what is m eant by  the  words “Sein und Wesen 
des O bjekts” when Lukács refers to tru th  to  the  being and essence of the object 
and  its  sensible representation as two poles of the  universality of realism in 
the  cosmos of art: “ einerseits die Treue zum Sein und  Wesen des Objekts, 
seinem jeweiligen Zusamm enhang, seiner jeweiligen Totalität, anderseits die 
R ückkehr zur U nm ittelbarkeit des Lebens, insofern als jeder Gegenstand
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untrennbar von seiner unmittelbar-sinnlichen Erscheinungsweise zur Gestal
tung gelangt” .18 These are the bonds of realistic representation. They will 
remain unchanged even though this type  of objectivity is, in some way, 
transformed into ‘‘inner objectivity” (“eine innerlich gesteigerte O bjektivi
t ä t ” ): “Diese ist aber — und das ist der Sinn der Rücknahme ins Subjekt — 
in allen Poren ihrer Gegenständlichkeit von Subjektivität, und zwar von einer 
bestimm ten konkreten Subjektivität durchdrungen” .19 The rub is th a t  the 
question is straight and demands a straight answer, “ Is the object of aesthetic 
reflection objective?” And it is due only to  a narrow conception of objectivity 
if one who answers “ yes” is obliged to prove, by  all means, th a t this restricted 
type of objectivity is present and active in reflection, although what is veritably 
functioning as object is not th a t bu t something else, namely the subjectiv ity  
which is latent in i t  and which pervades all its poms. That being the  case, 
the object of aesthetic reflection is subjective rather than objective, and no 
ground is left to raise the question concerning the adequacy of reflection. 
(We may have realized, of course, th a t in L ukács’s work terms like “subjective” 
and “objective” have alterable meanings, and, ultimately, the subjectivity  
which pervades the objects is also conceivable as objective or as objectivity.)

Otherwise it  is no conjecture th a t in Die Eigenart des Ästhetischen, with 
formulas suggesting the  letention of objectivity, Lukács refers to  an objec
tiv ity  identical w ith the object of scientific reflection. H a makes a special 
effort to  m otivate why mimesis necessitates representational tru th  concerning 
this type of objectivity. In  his opinion the necessity arises from the fact th a t 
man is obliged to  ac t correctly in real life too, and “so muß er trach ten , die 
objektiven Tatsachen so unverfälscht wie möglich in sich aufzunehmen, ihre 
W iderspiegelungen, so wie sie objektiv sind, möglichst treu zu apperzipieren” .20 
W ith sim ilar argum entation Lukács justifies a “ fruitful contradiction”  of the 
desanthropom orphic and anthropomorphic tendencies in literature and poetry, 
and he proceeds to  prove th a t this contradiction is inherent in all a rts  capable 
of producing an independent universe of th e ir  own. Inevitable exceptions are 
phantastic and grotesque representations and utopian artistic a ttitudes. We 
are told th a t in such cases the “adequate subject” , with its objective socio- 
historical foundation, acts as the sole determ inant of “sim ilitude” in the 
“dissimilitude” of the  representation of objects. This is a rather feeble realiza
tion of the desanthropomorphic aspect of the  “ fruitful contradiction” just 
mentioned but it  lets us suppose that, in any case, the “ adequate subject” 
is able to  determine the  measure of “sim ilitude” . Or else, what will be enabled 
to determine the tru es t possible (desanthropomorphic) reflection of objects 
or the condition of representational faithfulness? I t  comes clear th a t  if the 
realism-centred tendency is forced to appear as a universally valid aesthetic 
conception, v irtually  all categories whose function is to guarantee the  objec
tiv ity  of “ reflection” will turn  into their opposite. Then the narrow conception

Acta Litter aria Academiae Scientiarum Hungaricae 25,1983



38 Szili, J .

of ob jec tiv ity  will be substitu ted  by a broad concept of “objectivity pervaded 
by  sub jec tiv ity” , and, instead of sim ilitude and desanthropomorphization, 
dissim ilitude and anthropom orphization will be emphasized. So much so th a t, 
u ltim a te ly , the objectivity of the object of aesthetic reflection m ay become, 
as a  whole, dependent on aesthetic subjectivity.

T he other basic tendency present in Die Eigenart des Ästhetischen asserts 
fu lly  L ukács’s criticism of conceptions which mix up scientific reflection 
w ith  its  “ objektives Ansich” : “ Zumeist verwechselt man einfach die wissen
schaftliche W iderspiegelung durch die K ategorien m it ihrem objektiven 
A nsich . . .”21 He quotes Aristotle to dem onstrate how well he approached 
th e  problem  observing th e  difference betw een “ pure knowledge” and  the 
categories of the aesthetic quality . Consequently th is tendency of Die Eigenart 
des Ästhetischen is more comprehensive and less dependent on analogies with 
scientific reflection and the  demands of realistic representation th an  the  one 
I  d ea lt w ith  earlier, from which it also differs in its contention th a t bo th  types 
of reflection are equally tru e  to  reality (“beide Widerspiegelungsarten [sind] 
gleich w ahrheitgetreu”22). The problem of the  adequacy of reflection is solved 
unam biguously: “Die gediegene W ahrheit der ästhetischen W iderspiegelung 
in  den  einzelnen K unstw erken entspricht also genau der Substanz jener 
ansichseienden W irklichkeit, die von ihnen abgebildet wird” .23 Here we have 
con tex tu a l evidence th a t the  gist of the m atte r is the relation of works of a rt 
to  th e ir  ultim ate object, th e  evolution of the  hum an race (“zu ihren letzhin- 
nigen Gegenstand, die Entw icklung des Menschengeschlechts”24) or a fusion 
u n itin g  the  self-consciousness of the hum an race w ith tha t of the individual 
in a  dialectical contradiction.

T his conception is veritably  based on th e  special character of aesthetic 
reflection. I t  implies th a t  aesthetic reflection has a specific object different 
from  w hat science has, and  th a t works of a r t  are capable of reflecting it 
fa ith fu lly , in a way adequate to  its essence. W e should concentrate our a tte n 
tio n  on th is  aesthetic conception if we wished to  see Lukács’s aesthetic theories 
in  th e  ligh t of his final and finest achievement. I t  deserves all attention because 
in  it ,  in  its  structure, the  fundam ental philosophical principles of a  com pre
hensive M arxist aesthetics are given.

W e have seen th a t  th e  problems are rooted in a dual, contradictory 
conception of basic ontological and epistemological principles. This finds a 
s tra ig h t expression in the  idea, inconsistent from  the  point of view of philosophy 
and  term inology alike, th a t  tw o kinds of ob jectiv ity  and Ansich exist. Compli
cations increase with L ukács’s renewed efforts to  universalize a realism- 
cen tred  conception, dating in  fact from his earlier period, to an all-comprising 
conception. This proved to  be a preposterous enterprise but it  was closely 
re la ted  to  the question: is aesthetic reflection capable of grasping objective 
t ru th  ? The answers he gave were various in th e  various phases of the en ter
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prise. A t the early stages of his career as a M arxist theoretician his answer 
was an unequivocal “ yes” . At th a t tim e he verified his position only with 
artistic features characterizing works of a r t  of a certain class: for the  most 
part w ith such features (the “ prophetic figures” of Balzac, the  socio-historical 
grounding of the novel of manners, of historical novels and dramas) as, accord
ing to  the more universal propositions of Die Eigennrt des Ästhetischen, fall, 
wholly or partly, outside the  real province of the aesthetic quality .25 The next 
phase was when — already, as it  was explained above, in Die Eigenart des 
Ästhetischen — the claim of realistic representations to objective t ru th  and the 
desanthropomorphic tendency thus implied could no longer be equalized with 
the consistent desanthropomorphic tendency of science. In  th a t  phase the 
proposition th a t a rt was a kind of “ cognition” appeared a t best as paradoxical: 
“ Das vom Kunstwerk Gebotene kann zugleich mehr und weniger sein als 
Erkenntnis” .26 And finally, as we have seen, the claim of aesthetic reflection 
to  tru th  is entirely justified, a tru th  a rt is entitled to  by providing knowledge 
about its proper object. B ut th a t means an end to  the prerogatives of realistic 
representations and realism-centred aesthetics; perhaps such bonds happen 
to be forced on th is conception, too, bu t they  are not attached to  i t  organically 
nor do they follow from it.

An extreme variety  of the aesthetic conceptions of a r t  as cognition 
would place artistic cognition above all other possible forms of knowledge, 
first and foremost above scientific cognition. Examples may be found in the 
works of the American New Critics, most characteristically in J .  C. Ransom’s 
ideas. In Die Eigenart des Ästhetischen Lukács rejected categorically the 
exaggerated claim of aesthetic cognition to  objectivity or its absolutist version 
which makes a rt the only “ proper” form of cognition.27 N otw ithstanding, the 
formerly described realism-centred conception of Lukács im plied (and this 
view also received expressed formulation in Die Eigenart des Ästhetischen) 
th a t  cognition would a tta in  its proper m ethod only in scientific reflection. 
Similar conclusions have been offered by various other “ epistemological” 
aesthetic conceptions with a realism-centred bias and of M arxist pretensions, 
more or less independently from Lukács’s work in theory. (Most of them  implies 
the priority of scientific cognition as an axiomatic principle, conceiving works 
of a rt as illustrative of socio-historical tendencies explored by  the social 
sciences.) When the fiasco of these so called “epistemological” aesthetic con
ceptions (they are “epistemological” in a narrow-minded, one-sided and philo
sophically unsatisfactory way only) was realized, any claim a r t  would have 
to  cognition became suspect. Even when a rt was acknowledged to  be a kind 
of knowledge, it  was believed to  be something else too. A t a  later date a 
detailed and convincing criticism of Die Eigenart des Ästhetischen concluded 
in proposing th a t the function of a r t  should be conceived in  a fusion of 
“ cognition, perception and action” .28 Conjectures like th a t  were partly due
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to  th e  re-discovery of M arxian ontology. Y et such solutions of the problem 
as well as those which in stead  of “cognition” assign a r t  the task of an “aesthetic 
acquisition” of reality, will a t  one stage or another be confronted w ith the 
problem  of the adequacy of reflection. Even if a r t  were conceived as having 
a  complex function, th a t  complexity would appear as an organic whole. And 
if i t  were seen in an organic un ity , e.g. a rt defined as a  dialectical contradiction 
of creation and cognition,29 examinations of the  epistemological context still 
could not be dispensed w ith , because the u ltim ate philosophical issues and the 
concrete axiological problem s of art cannot be explained otherwise.

The conception which, in my view, represents the main trend of Die 
Eigenart des Ästhetischen offers, on the whole, a  satisfactory solution to  these 
problem s and also reckons w ith  such aspects of a r t  as are explained by other 
aesthetes as mere com ponents of a complex function. Lukács points out 
conclusively how a series of intricate mediations (which, according to  his 
accute  observation, assume in  a r t  the form of direct immediacy) make aesthetic 
reflection an approxim ately adequate reflection of its  proper object. As to  the 
s tru c tu re  of this mode of reflection: the veritable ansich object of reflection 
is hum an  essence, the rea lity  of human existence and  evolution; all shapes of 
ex tra-hum an  reality play in  i t  a  role only so far as they  are integrated in the 
hum an  condition. The representation of the object of the external world, the 
sim ilitude or dissimilitude of representation are entirely  dependent on w hat 
is required, what kind of faithfulness or distance is needed by “das ästhetische 
V ordringen zum Wesen, zu den Gesetzen des menschlichen Lebens, zur Sub
stanz  des Menschseins” .30 H um an  essence, though an  abstraction, represents 
no ab s trac t essentiality in Lukács’s conception. N or is it  simply w hat is 
com m on or “typical” in people. I t  is a potentiality ra ther, or still more, a neces
s ity  conditioned by the  socio-historical and n a tu ra l circumstances of hum an 
existence in  the actual fates, v ita l problems, sensual and spiritual build-ups 
of th e  individuals, the sole participants and m akers of this type of existence. 
A rt’s freedom lies in the recognition of that necessity in  the particular media 
and according to the laws of creation. In  aesthetic reflection — Lukács lay 
sm all stress upon this idea b u t i t  is present in Die Eigenart des Ästhetischen 
and follows logically from its  principal conception — cognition and creation 
form  one unity and it is a suprem e quality of the  “ adequate subject” to  be 
enabled to  bring about th a t  u n ity .31

In  th is mode of reflection the subject, the  cognitive subject, is not 
sim ply consciousness as such in  its abstract universality , nor any concrete 
consciousness. There exists a faculty  of sensibility (it comes into being and 
undergoes evolutionary changes in the concrete and  objective historical 
process of the  evolution of m ankind) which is capable of reflecting the to ta lity  
of th a t  process from an aspect excluded from the province of scientific reflec
tion. T his faculty of perception belongs to humans as individuals, as sensually
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conscious and active beings, as discrete existences in nature and society, and, 
as one of their qualities, capacities or concerns, it  represents an actual reality 
of the  continuity between nature and society. Therefore this faculty of per
ception is not simply a subjective aspect of the  historical process b u t a capac
ity  for objectivity appropriate to  a particu lar sphere of objective reality. 
Nor is it  merely a perceptual or intellectual faculty. Although in its imm ediate 
form it appears as a faculty of the individual concentrated in a “ homogeneous 
medium” of perception and awareness, i t  is, in fact, a capacity enabling one 
to focus, from an aspect of one’s participation in the evolutionary process of 
hum anity, one’s whole being on a communicative and cognitive medium involv
ing the actual conditions of creation by its homogeneity which, though uni
facial, is suggestive of variety  and even to ta lity .

In  all this, “ imagination” , “ fiction” , “semblance” or, in  Lukács’s 
inaccurate wording, “ the suspension of practice” has a role, not only so far 
as concrete “depiction” is concerned bu t also in every other respect. There is 
a  t ra i t  of the im aginary in the way one’s “whole being” is focused on something 
and also in the way “ variety” and “ to ta lity ”  are understood. B ut th is is not 
the only component of hum an existence th a t  a tta ins objective validity  through 
a m anipulation of semblances. Logical th inking is, for instance, an operation 
of the im agination which attains its own kind of objectivity by obeying laws 
of objective validity. Similar laws of objective validity are activated in the 
course of artistic  creation, and thus its homogeneity, sensuous in its genesis 
(even though its sensuous quality is m ediated e.g. by conventional signalling 
systems), also involves abstraction from the  immediacy of sensory perception. 
I t  is so not only because it  appears as a vivid, profoundly conscious and spiri
tualized mode of perception, bu t also because it  frees immediate sensuous 
perception from practical orientation (directed by the relatively immediate 
needs of subsistence) and the diverse eventualities of plain, ordinary sensation. 
The senses are confronted with specific tasks, adequate to their qualities and 
potentials, and in such a manner th a t an infinite continuity is set up between 
sensuous perception and the so-called spiritual senses, an endless series of 
interactions which transform s the m atter-of-course unity th a t actually  exists 
between them  to a live fusion, a unity moving, unfolding and enriching itself 
through setting up and solving a series of contradictions. By means of the prop
erties of a special object, the work of a rt, it  cultivates a whole universe of 
inward sense and emotion, e.g. musical emotions through the cultivation of 
the musical ear. The “other nature” thus created is not alien from nature 
proper, nor from the nature of man, th a t specially actualized p a rt of nature 
which was not created by him: he is, indeed, one of its creations, even though 
he is also enabled to  participate in the continued creation of himself freely, 
through the recognition of the laws of necessity. Nevertheless, th is “ other 
nature” is alien too, by the necessity which sustains it, by its nature-like
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q u a lity , although the works we create appear to  indulge in greater compassion 
and  p i ty  for our worries and  ourselves than  th a t  perennial one which, had it 
ever had  worries about us or itself, could never have sensed or expressed it 
w ith o u t us.

All these points are im plied in the problem  of the “subjective aspect” 
w hich, according to  Die Eigenart des Ästhetischen, is active in the objective 
process of the evolution of hum anity. This problem  is one of the most im portan t 
and  m ost basic discoveries of Die Eigenart des Ästhetischen. This is to  be made 
unm istakab ly  clear even if, because of the indefinite use of the term s “sub
jec tive”  and “objective” , th e  ontological and epistemological qualification 
of th e  actual situation is far from being unequivocal. If, however, we see it 
clearly  th a t  this is not an epistemological description of subject-object relations 
b u t a  system  of relations which belongs, as a whole, to an objective sphere 
(including, due to its objective ontological foundation and validity , the 
ind iv idual’s personal point of view as well), th is sta te  of affairs m ay be con
ceived as an explication of the  fundam ental aesthetic situation which justifies 
the  objectiv ity  of all its components and contexts. This means th a t the  type 
of subjectiv ity  which alone m ay be taken in to  consideration here (e.g. w hat 
appears as creation) is, in fact, not subjectivity b u t objectivity. In  the  final 
analysis th is is stated also by  Lukács when he elucidates th a t a reflection of 
th e  ex ternal world by means of similitude or dissimilitude is only a means of 
reflecting “ the ultim ate, decisive object” . Based on what has been discussed 
so far, we may conclude th a t  the veritable object of aesthetic reflection is this 
ultim ate , decisive object, and th e  fact th a t in  course of its reflection reflective 
a c tiv ity  also takes place on all other necessary levels of mediation does not 
im ply th a t  the objects of those intermediary, particular, subordinate reflections 
are com parable to th a t ultim ate, decisive object. Complete with a “subjective 
asp ec t”  as its constituent, th e  ultim ate, decisive object behaves as an objective 
existence, a thing in itself, and  the various aspects of its essence are revealed 
by  various individual works of art, as if i t  were we who create, by m eans of 
a w ork of art, an essential aspect of th a t u ltim ate  object for ourselves.

T his idea is laten t in Lukács’s argum entation even when he m akes it 
clear (or, a t least, likely) th a t  he assigns the  rank  of reality proper to  objects 
of th e  external world, as if the  Ansich of such objects were the  object of 
aesthetic  reflection, and as if th a t “ultim ate, decisive object” of aesthetic 
reflection had not the same rank of reality  or Ansichkeit as the  object 
of scientific cognition. We m ay, of course, cling to  the possibly vulgar con
ception of artistic reflection according to which faithfulness to reality  means 
th a t  one may proceed through  objects depicted to  what is, in a scientific or 
sociological sense, their “ pure”  essence, or, in Lukács’s phrase, their Ansich-, 
nevertheless, I  am convinced the  non-realism-centred tendency of Die Eigenart 
des Ästhetischen implies th a t  the  depicted object too has an essence or Ansich
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which expresses the bearing of the evolutionary process of hum anity  on the 
single individual. From  this it follows th a t  the tru th  of depicted objects is to 
be measured by the adequacy of the reflection of th a t essence. In  other words, 
the tendency of “desanthropom orphisation” is not pertaining to  th a t  essence; 
instead, a special kind of “anthropomorphisation” has to be conceived and theo
retically codified which, unlike what is meant in the usual sense of the word, 
is wholly identical with an objective reflection of reality, in a way which makes 
it equivalent with the “desanthropomorphic” mode of cognition without resorting 
to support from it. This means th a t the mimesis of external objects has no 
im port on the adequacy of aesthetic reflection unless its faithfulness to  reality 
coincides w ith an adequate reflection of the  “ultim ate object” . This ultim ate, 
decisive object is reflectable in an adequate way also by a coherent system  of 
objects, related to the former as appearance to  essence, an appearance which, 
while i t  represents a specific essence realized fully only in the self-creative 
activ ity  of the human race, has been set up by the creative act of a hum an 
being.
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The Epic Genres in the Aesthetics 
of the young Lukács

G y ö r g y  P o sz l e r

Right a t the  beginning—as we have seen1—we find th a t  certain organic, 
happy age. I t  is the age when the world is still being a whole and clearly 
arranged. A whole one, as the un ity  of subject and object is complete. I t  has 
not been formed, and has not stopped being. Namely, there is still no object 
and subject. These two hold together, embedded in one another, lying dormant 
in  a  happy, golden age. A person is identical with oneself, equal to  the others, 
to  the  world, to  God. And the world is easy to survey as being small, arranged 
in a narrow and organic, th a t is to  say, cosmic, order. I t  is the  age when sub
stance is still inherent in the world. Namely, world and life are equally impor
ta n t. The genre of this age is epos. N ot only from the aspect of contents but 
of methodology also, we can find the  same train  of thoughts in Hegel. From 
the  former point of view, the happy, organic age of Lukács is identical with 
the  Hegelian heroic-poetic state  of the  world. And the epos of L ukács’s happy, 
organic age is identical with the epos of the Hegelian heroic-poetic world 
condition. These two systems are equal from the aspect of methodology also, 
since epos and world condition are connected with both Lukács and Hegel. 
Namely, the criteria  of epos originate from a specific conditions of the world. 
A specific world condition produces the  epos and the epos’ characteristics 
indicate a certain condition of the world.

Substantial Life: Epos

Lukács actually  never gives an analysis on epos, nor in his theory of 
novel. He merely contrasts it  w ith the novel. Namely, the epos as the  authentic 
genre of an authentic world serves only as a contrast to the  inauthentic genre 
of an inauthentic world, the novel. The epos’ characteristics can be defined 
only through an analysis of the novel, through a specific logical reduction. 
Quite odd a situation. Since the former is the real—organic and  harmonic— 
epopee. The la tte r  is inorganic and disharmonious, being not a  true  epopee. 
Y et it  is the world and genre of the  novel th a t is given to  th e  author. The

Acta Litteraria Academiae Scientiarum Hungaricae 25,1983



46 Poszter, Oy.

world and genre of the epos is unreal constructed only by Lukács. The world 
and genre given are a t the same tim e those being opposed. The world and 
genre constructed are a t the same tim e those being yearned for. Thus, quite 
obviously, those th a t are conceived and yearned for, can be derived as a 
positive antithesis—from those w hat are given and opposed.

W hat are the a ttribu tes of w hat is conceived and yearned for? These 
a ttribu tes  give the confined to ta lity  of world and life, being confined itself. 
In  addition  to  th a t the  verse-form lends i t  a special stylized atmosphere, 
adding a  more poetic quality  to  w hat has been poetic in  itself. The analysis 
on the  functioning of verse-form is one of the m ost lucid, elaborately lucid 
one in  young Lukács’s œuvre. We have to see th a t  the  verse-form is itself 
non-trivial and it is inconsistent w ith the actual or potential triviality of the 
life depicted  in the epos. The function of the verse-form is different in the 
dram a and  in the epic. In  the  dram a, the poetic quality  of the form sheds 
light on the  potential triv ia lity  of material. In  the  epos, it  keeps aloof from 
the poten tially  trivial m aterial. Thus in epic genre, i t  is the verse-form th a t  
follows from  the nature of m aterial in an organic, non-trivial existence. B ut in 
an inorganic, triv ial world, th is  form is inadequate and false. Hence th e  
inorganic, trivial epic genre of an inorganic, triv ial existence—th at is to say, 
the novel—quite naturally  changes the verse-form for prose. For the very 
same reason, as idyll in  striving to  forcefully elim inate triv iality  in a triv ial 
existence, obviously adopts th e  verse-form being non-trivial and stylized. 
This analysis is, in fact, ra ther subtle. I t  refers—in  a  question of seemingly 
not p rim ary  importance bu t in  a fundamental w ay—to  the  symbiosis of epic 
poetry  and nonpoetic, prosaic novel integrating the  contradictory elements.

The epic hero is not an individual. He is a person not in conflict bu t in 
harm ony w ith the world. Y et he could reflect on himself and on the world, 
on the  world in himself, and on himself in the world only through opposition. 
B u t th is reflection is the  very essence of individual existence; being separate 
and the  reciprocal reflection in  separation. I t  is the  destiny of a people not of 
individuals th a t is reflected in  the adventure series of epos. In  fact, there is 
no destiny. For destiny is nothing bu t a level of existence achieved by ind i
viduals only. I t  is the inevitable outcome of the necessary conflict between 
unsubstantial individual life and substantial world. In  epos, it is providence 
th a t prevails. I t  is God, a t home in the world who guides, holding by his hands, 
the still no t grown-up hero of the people, predestined to  emerge trium phant 
in his series of adventures. This chain of adventures—in accordance w ith 
a confined and proportioned world—is closed and proportioned itself. I t  
renders the  structure of epos organically proportioned—not architectonically 
as in  the  case of novel ( ! ). I ts  disinterrupted continuity , according to the 
organically proportioned composition, is a simple and organic one, by lacking 
tim e as an organizing principle and substantial dimension of existence. In  th is
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timeless, immobile chain of adventures, beginning and end of th e  work are 
not innate, distinct dividing lines; they are marked out only artificially. 
Actually, beginning is nothing else but the  point where the series of adventures 
gain importance. Namely, this organic-continuous form, actually to  be started 
and stopped anywhere, is not th a t of biography. I t  is the literary  form of 
adolescence of hum an kind, integral and continuous, integral in continuity 
and continuous in integrity.2

Thus epos is the genre of a world condition but a t the same tim e it is 
the world condition of a genre. However, for the very reason, a crucial problem 
obviously arises, one and the same one, as in Hegel. T hat is to  say, it  is not 
epos under discussion, only Homeric epopee, or, in the strict sense of the  word 
Iliad. For it is only Iliad  th a t is adequate to  th a t kind of historical situation 
deduced from the philosophy of history, which is a crucial element in Lukács’s 
theoretical system, and in Hegel’s, too. To pu t it more precisely, it  is the 
Iliad  from which th a t  hypothetic historical situation is inferred w ith both 
Lukács and Hegel. This vicious circle implies th a t an analysis of epos is nothing 
b u t th a t of Iliad, and the thousand years old history of the genre is identical 
with the first work of Homer, disregarding even the second Homeric epic, 
the Odyssey, since the la tte r does not reflect the above sta te  of the  world but 
rather its decline. I t  is the epos of the opening up of a closed world, when 
organic state of beings becomes inorganic and persons become individuals. 
I f  it  can be taken for an epos a t all, not a novel. B ut now this is no t the point. 
Our mere problem is th a t Lukács’s analysis may not be applied to  the  Odyssey. 
The same may be said of the medieval heroic epic and Baroque epos as well. 
They came into being on the basis of another world condition and historic 
period, and also differ in their world views and structure. W hat is more, their 
heroes are different too, since the individual, or a t least semi-individual, had 
been born. Anyway by then the one-time overwhelming homogeneity has 
fractured into pieces. Therefore, the hero opposes the world as against himself, 
and himself as against the world. His place can be fixed in the feudal system, 
and, as a consequence, his views on the world also. B ut a hero of the Iliad  
is bound more profoundly to his people’s community, with a  strong sense of 
identity  with his tribe and clan. The m ain difference lies in th a t  th e  medieval 
hero has true or nearly true alternatives in contrast to the lack of alternatives 
or pseudo-alternatives of Homeric heroes. As the heroes of the Nibelungenlied, 
the chanson de Roland and the lay of Igor’s army, in the late Middle Ages or 
those of Tasso’s and Zrlnyi’s in the Baroque epopee. Only th is historic back
ground, with its more developed individuality, can give rise to  the  dram a of 
modern self-consciousness — th a t of crime and punishment — th a t  can be 
found in the Burgundian king brothers and in Hagen, and to  the  undertaking 
on a heroic way of life, to the heroism of facing destiny personified by these 
endeavours, as Zrínyi did in Szigetvár. B u t no need to continue. All this is
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obvious. Lukács’s views on th e  epos in his novel theory  are not abstractions 
of a  theoretical approach of literary  genres inferred from the history of these 
genres, b u t are mere abstractions —as postulated by  the  philosophy of history 
of som e peculiarities of the  I lia d  reflecting a  given s ta te  of the world.

Irrelevant Life: Novel

The classical epopee, of prim ery importance, is the  epos, the non-classical 
one, ad  of secondary im portance, is the novel. Nam ely, novel, w ith all the 
a ttr ib u te s  of the genre, can be derived from the changed world condition just 
the  sam e way as epos, w ith  all the attributes of the  genre, can be inferred 
from  the  primordial s ta te  of the world. In  fact, th is m ethod is even more 
com plicated or easier. Since no t only the two genres can be derived from the 
tw o different conditions of th e  world, and vice versa b u t—owing to the logic 
of th e  doctrine—the two world conditions and consequently, the two genres 
can also be derived from one another. One can be obtained as the opposite 
of th e  other. The substan tia l, organic and symbolic world is diametrically 
opposed to  a world being unsubstantial, inorganic and devoid of symbols. 
W h at is more, these two can be obtained from one another; one as the opposite 
of th e  other.

As epos is the genre of a  coherent world, so novel—and dram a—are the 
genres of a world in its decline. The former—novel—only demonstrates the 
d isintegration of the world, while the latter—d ram a—revolts against it. W hile 
epos is the genre of an  im m anent intimacy, novel is th a t  of a transcendental 
homelessness. Tor this reason, the  epic hero is a  firm , strong-willed character, 
aw are of his possessions, while the protagonist of the  novel is haunted by  
nostalg ia  and homesickness. The epic hero lacks any  problems, the protagonist 
of th e  novel is a problem atic individual. Problem atic, as being an individual, 
detached  from the nourishing umbilical cord of th e  world and the community. 
H is existence has become reflected upon himself, his fellow-men and the world, 
and  for th is reason, a problem atic one, problem atic, as being an individual. 
Owing to  this, he has to  face destiny. Hence he is yearning for everything 
th a t  has been lost. In tim acy  in place of homolessness, a non-problematic, 
p rim aeval existence, instead  of being a problem atic individual, providence 
in stead  of destiny, and so on. He was born into a  homeless, alienated world. 
T h a t is why, his life is no th ing  bu t restlessness and  quest; a restless quest. 
The direction of this quest is bo th  definite and indefinite. I t  is definite since 
the  protagonist is in search for his own substantiality . Finding his substance 
has become an object for himself. This search is also indefinite since he himself 
is n o t aware of what actually  he is, i.e., what is his substantiality. H is own 
substan tia lity  has become an  object for himself. Y et, one thing is obvious,
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the  world has become deprived of its substantiality. I t  is the protagonist who 
m ust become substantial for himself. This is the very essence of his psychology, 
the psychology of his quest; his endeavours are directed tow ard becoming 
substantial.

As the epic hero is the psychological representation of a coherent, epic 
world, and the integrity of this world is reflected in—as an artistic  form — 
the  structure of epos, so is the protagonist of the novel nothing else b u t the 
psychological representation of a disintegrated, novel-like world, while this 
world is reflected in —as an artistic  form —the structure of novel. In  the 
structure of novel everything follows from the position of the  problematic 
individual in the philosophy of history and from his consequent psychological 
tra its . And as his position is diametrically opposed to  th a t of th e  non-proble
matic, epic hero, so constitutes the structure of novel a striking contrast to 
th a t  of epos. One can find a perfect sym m etry in this correlation also. Epos 
is an evident and confined to ta lity . Novel is a  concealed one, widened and 
searched for. The epic composition, organic in itself, naturally  represents 
th e  intertwining elements of an organic world. The composition of the  novel 
is architectonic, fastening together the disintegrating elements of a world 
having fallen into pieces. The world of epos is a constant, timeless, confined 
continuity. Hence its structure is a proportioned, whole organism. The world 
of novel is an infinite continuity to  be taken shape in the process of time. 
Hence its structure is a contingent, endless discontinuity having having been 
formed from discrete parts. In  fact, th is discreteness and architectonics are 
not but beside each other in the composition of the novel, they  exist through 
one another, embedded in one another. Both are the structu ra l afterm aths 
of the collapse of a one-time coherent world. The disintegration of the  world 
is reflected in the discretness of novel structure. However, the  world of the 
novel emerges continuously. Hence its disintegrated elements are a t the same 
tim e to be continuously formed and shaped in a process. And the architectonics 
in  the novel is nothing else but the artistic projection of all this. Namely, 
i t  is architectonics th a t organizes the disintegrated parts of a broken world 
into a v irtual to ta lity  in place of the one-time real integrity  of the  world, 
together with its illusoric projection in the novel. And the archs and units 
of architectonics are defined by the archs and structural units of the  prota
gonist's life and fate. The attribu tes of the protagonist and of s truc tu re  are the 
consequences of, and reflect, the changes of the world. B ut they  are the con
sequences of, and reflect even one another. Such a protagonist can come to 
life only within such a structure and vice versa. The attribu tes of the  prota
gonist, namely, his problematic individuality, his nostalgia, his quest and the 
properties of the structure, th a t is, the infinity of disintegrated elements, 
architectonics, continuity; both are constructed upon the changes of one 
another and of the world. All these converge into a crucial phenomenon,
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nam ely, the biographical n a tu re  of the novel. Thus the  inherent scope of the 
novel is the life course of a  problematic individual; i t  begins with the pro
tag o n is t’s birth and ends w ith  his death. The elements of this manifolded 
com plex of phenomena, organically intervowen and  derived from one another, 
focus on a poetic idea, which has deserved its fame. God has deserted the world. 
T his is the  “historical m om ent”  of the novel. Novel—as opposed to  the Homeric 
epos, the  epopee of a world dwelled upon by G ods—is the epopee of a world 
th a t  God has deserted.

Nevertheless, th is eloquent and lucid philosophical analysis of the pro
tag o n is t and of the novel s truc tu re  raises some issues, those of literary history 
an d  theory. Here we give on ly  a  brief survey of them . Presenting the p ro ta
gonist as an individual, searching for to tality , an d  in  to ta lity  for his own 
self-realization is, by all m eans, not only a m ajor discovery of philosophy but 
th a t  of the  history of lite ra tu re  and the theory of genres also. Naturally, we 
m ust take  into consideration th a t  all the components of the above statem ent 
—from  self-realization, th rough  the quest of the  protagonist, up to his proble
m atic  existence—have d ifferen t meaning varying according to  historic periods 
and  novel types. Nevertheless, the point—the problem atic existence of the 
p ro tagon ist—is so obvious th a t  it  hardly needs fu rther proof. Correlating the 
p ro tagon ist with novel struc tu re , or, more generally, the world of the novel, 
inferring them from one ano ther, is also a brilliant insight in Lukacs’s theory. 
I t  could also be the starting-po in t of further analyses. Thereby the main lines 
of th e  novel structure could be drawn up; the wavering tensions as they  run 
high an d  calm down giving a  different curve in each novel. In  fact, this idea, 
s till in  the  bud, is blossoming out in the late oeuvre of Lukács, the supremely 
fru itfu l category of poetization is elaborated then. Furtherm ore, so is the thesis 
on th e  symbiosis of the epic hero and the epic world. Namely, it is the epic 
w orld th a t  determines the  fa te  of the epic hero, reflects his physiognomy in 
its  feautures; while the epic hero is the imprint of th e  epic world, he is bearing 
in  h is fa te  the nature of the  world. The architectonic structure  and biographical 
form  of the novel are m uch m ore disputable. The form er category is deduced 
from  th e  philosophy of h isto ry . Architectonics came into being following the 
— so-called—great changes of th e  world. At th a t tim e the  world was coherent, 
th is  coherence is reflected b y  the  epic structure. Then the world collapsed, 
falling into pieces, all th is is reflected by the s tructu re  of the novel. Yet, the 
novel v irtually  reestablishes th e  lost totality. I t  combines the different parts 
in to  an  architectonic whole. The logic of th is reasoning allows no contra
d iction. Moreover, it is tru e  even from the aspect of literary  theory. B ut only 
on such a  high level of abstraction  that can be concretized on a much lower 
level. I t  is a characteristic concept of philosophical aesthetics, which can be 
used for the interpretation of individual works only by elaborating the way 
as i t  manifests itself in various historical periods. T h a t is to  say, the task
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to  be performed is to  point out how this architectonics presents itself in the 
varying types of works in the history of literary  genres. For the tim e being 
i t  is nothing bu t an abstract formula on the structure  of novel, or, more gener
a lly ,—apart from the  I lia d —the abstract epic structure itself. I t  does not 
offer a historically always concrete analysis on the variety of individual 
works, resistent to  be modellized anyway. For we may call the structure of 
the romance architectonic, and the same holds true  of picaresque, Bildungs
roman, the English prose of the 18th century, the analytic, psychological 
French novel, or the novel form of German romanticism; if they are architec
tonic, then this quality  differs from type to  type. In  other words, the discovery 
of the architectonic structure of the novel is a major discovery, however, it 
is valid only on the abstract level of philosophical aesthetics. W ithout examples, 
and their concrete historical analysis, it  has not been substantiated. I t  holds 
— and at the same tim e does not hold—true of any novel in any period. The 
question of biographical form is even less clarified. For it  is not an abstract, 
non-concrete tru th  b u t a concrete, non-abstract one. Since it can be sound 
in a special type of the  novel but does not hold true  of many other novel types. 
I t  applies to the Bildungsroman, if we th ink  in terms of poles asunder; like 
Goethe’s Wilhelm Meister and Keller’s Der grüne Heinrich. Or let us think 
of the plotted novels, or career histories of the  19th century akin to the B il
dungsroman. And again, in terms of poles asunder; let us th ink of Le Rouge 
et le Noir by Stendhal and Bel-ami by M aupassant. Yet, all this does not hold 
true  of the earlier pieces of the English and French classical novel, say, those 
of Swift and Diderot, as they are series of disparate life-pieces still ignorant 
of a comprehensive biographical form. And th is  is not valid in the novel 
cycles of Zola or Balzac, or, say, in case of th e  English, German, or French 
sagas, as their po rtra its  of an age have exceeded biography. I t  is easy to  follow 
the  intellectual process in the novel theory in which biographical form is 
elevated from a specific type of novel up to  the  paradigmatic form of the 
whole genre. Here we can find one of the basic paradigms of the whole theory, 
Wilhelm Meister, as the starting-point of further abstractions. Lukács infers 
the  attributes of the novel form from this piece of work just the same way 
as he derived the characteristics of epic form from the Iliad. And th is constitutes 
one of the basis methodological problems of the Theorie des Romans as a whole, 
the  method itself—in all probability—being unconsciously chosen. B ut before 
going into details, le t us sum up now two other a ttribu tes of the novel form; 
its ironic and demonic qualities.

Both follow from the transcendental homelessness of the protagonist 
and his consequent psychic compensations. The analysis of them  is supremely 
subtle and sensitive. Accordingly, irony is nothing else but the awareness 
of the protagonist, cast out into an infinite universe, of his own—and of the 
world’s—lim itations. He is pervaded with th e—distressing- feeling of being
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fin ite  in  contrast to infinity, and  being separated instead of living in accordance 
w ith  th e  world. Namely, all th is  isquite the reverse of mysticism. In  the  eloquent 
phrase of Lukács, it is the negative mysticism of such ages th a t have been 
deserted  by God. And the demon is a God still lacking or deprived of his 
m astery . This demon is no t fam iliar with the world of epopee, intim ately 
connected with its Gods, nor w ith the worldliness of tragedy. All the more with 
the  w orld of the novel, for i t  is a genre th a t has lost a cosmos and has gained 
transcendence instead. I t  emerges just when God is being deprived of his 
m astery  and is deserting th e  world. Yet, th is—negative—divine element is 
left behind in the protagonist of the novel as his demonic quality. The demonic 
haun ts  the  psyche of the  problem atic individual. From all this follows the 
tw o —equally  wrong—alternatives of the protagonist, who is constantly 
searching for something b u t never finds it, namely, the alternatives of crime 
or madness.

H ere the following tw o remarks seem indispensable. One is th a t  both 
ironic and  demonic are qualities obtained through philosophical deduction. 
I t  is th e  position of the novel in the philosophy of history, its so-called 
“ historical moment” th a t has found shape in these phenomena. Since novel is 
no th ing  b u t the epopee of ages deserted by God, and is nothing bu t the  genre 
reflecting the transform ation of a finite cosmos into an endless chaos. Thus it 
is irony  whereby the protagonist of the novel reflects on his own lim itations 
as opposed to  the infinity of the  niverse, feeling a nostalgia for the finite bu t 
cosmic world as a contrast to  the actual, infinite, chaotic world condition. 
Furtherm ore, novel is the genre of the loss of substantiality  and the  simul
taneous search for it. In  his search, the protagonist, facing a world deprived 
of its  substantiality , declares himself as being substantial. He proclaims himself 
a  God deprived of his m astery, th a t is, a demon, as against a God who has 
really  governed the world. The other rem ark to be made here is th a t  both 
q ua lities—demonic and ironic—have a real basis from where they have been 
abstracted , although its  scope being quite narrow. Ju s t the same way as in 
case of biographical form. There —as we have seen—it  was Wilhelm Meister. 
and  Bildungsroman th a t served as a  starting  point for further abstraction. 
H ere th is  point is L ’éducation sentimentale, w ith regard to irony, while with 
regard  to  demonic, the s ta rtin g  point of abstraction is Don Quixote. B u t there 
are no o ther examples to  confirm Lukács’s reasoning. In  the paradigm atic 
m asterpiece of Flaubert, w hat is endless and amorphous around the  pro- 
tagbnist, and his incapability to  communicate with such a reality, is actually 
tem pered  w ith—in the process of artistic projection—lyricism and irony. In  the 
paradigm atic masterpiece of Cervantes, w hat is a heroic revolt against a 
rea lity , devoid of God, is actually  transform ed into a demonic obsession. 
B y now —in our analysis—th e  methodological deficiency of Lukács's theory 
has completely unfolded. The basic features of novel and of its protagonist

ActaLitteraria Academiae Scientiarum Hungaricae 25,1983



The epic genres in the aesthetics of the young Lukács 53

have been outlined in this novel theory on the ground of three masterpieces; 
Wilhelm Meister, L ’éducation sentimentale and Don Quixote. Yet, these three 
works later serve as the basic representations of the three main types of the 
genre as postulated by Lukács. Cervantes’ work is tha t of ab strac t idealism. 
I t  serves as the thesis, the starting-point in Lukács’s system. F lau b ert’s work 
is the representative type of disillusioned romanticism. I t  is th e  antithesis. 
Goethe’s novel is the representative of synthesis, and of Bildungsroman also. 
Namely, Lukács’s working method is as follows. He chooses three masterpieces, 
inferring from them  the general, philosophical and aesthetical, t ra its  of the 
novel. Then from teese general, philosophical and aesthetical qualities, he 
deduces the three main particular, philosophical and aesthetical, types of 
the genre, giving as examples the same three masterpieces th a t  have served 
as the starting  point of his system. Now the  vicious circle is complete. Lukács’s 
argum ent—taken from the philosophy of history—seems w atertight. Yet, its 
applicability to the concrete cases of h istory of literature, or its plausability 
from the point of view of the theory of literature, is more th an  problematic. 
All the more so, as the whole theory is supported by but a few examples, 
again from the aspects of literary history  and the theory of lite ra ry  genres.

According to  the implications of Lukács’s theory, it is D an te’s Commedia 
th a t  occupies an interm ediate position between epos and novel. I t  is Commedia 
where the basic motive of novel—w andering—has first presented itself. I t  is 
the first piece of work where architectonics gets the upper hand  over the 
organic nature of epic works. We can still find here the confined to ta lity  of 
epopee bu t the individuality of its figures has become preponderant. And this 
still-existing to ta lity  very fruitfully combines the coherence of cosmos with 
the disruptedness of earthly life. The same way as Nibelungenlied stands on 
the borderline with its proportionate structure and ballad-like, dram atic 
atmosphere. As m any statem ents, as m any questions. For exam ple, the 
motive of wandering has already presented itself much earlier, th a t  is, in the 
Odyssey, and in another fundam ental, L atin  epos in the wake of its  Homeric 
predecessors, the Aeneid. Hence if the m otive of wandering marks a  borderline 
in the history of epic genre, then th is can be drawn not in D ante  b u t much 
earlier, in the above-mentioned ancient epics. Lukács’s comments on the  archi
tectonic structure of the Commedia seem plausible. I t  is the struc tu re  of the 
Commedia th a t is the most architectonically arranged, in being th e  par excel
lence architectonic structure. I t  is not its novel-like nature bu t m uch more its 
so-called epic qualities th a t can be disputed. Since in the Commedia, beside 
the basic motive of wandering, the architectonics of composition and the 
individuality of its figures, as the main tra its  of novel form, the confinement 
of world picture has still been m aintained as an attribute of epos. Y et, a t this 
point, there arises another problem. If  the finite world p ictu re  is indeed 
a criterion of epos, then there can actually  be found some elem ents of epopee
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in  D an te ’s work, while th e  Odyssey and the Aeneid, w ith their widening world 
p ic tu re , cannot be taken  for epics, or can be called semi-epics only. If  the  
fin ite  nature of the world p icture is not a criterion of epos, then the Odyssey 
an d  th e  Aeneid can be designated as epics b u t there  remains nothing of the  
so-called epic qualities in th e  Commedia. B ut no need to  continue our reasoning. 
T he poin t is th a t D an te ’s w ork is but a dubious stage of transition. In  all 
probability , it has very  little  in common w ith  th e  so-called classical epopee 
— like the Iliad—as ou tlined  by Lukács and Hegel. However, in the architec
ton ics of Lukács’s novel theory , the transito ry  position of the Commedia 
seems, by all means, from  b o th  the aspects of th e  philosophy of history and 
of logic, indispensable.

Contrasting epos w ith  novel is justified by  th e  changes of the condition 
of th e  world. Since one genre is based on one k in d  of world condition, while 
th e  o ther genre has its  roo ts in the other, adequate  sta te  of the world. I t  is 
th e  world of novel and  of dram a that is one an d  the  same. Nevertheless, 
p u ttin g  them into a co n tras t can be confirmed b y  their different relations 
to  th e  very same world, or, by the different aesthetic qualities arising from 
th e  same world condition. F o r novel conforms to  the  changed condition of 
th e  world, its aesthetic qualities originate in  th e  world as it is. Drama rejects 
th e  changed state of the  world. Its aesthetic qualities come into being in  
opposition to the actual w orld condition. All in  Lukács’s further reasoning 
springs from this argum ent, w ith a penetrating w ay of abstraction but a fain t 
characterization, thus, w ith  a strong pretension to  theoretical abstraction 
an d  a  more feeble asp iration  for a subtle, complex analysis of concrete histo
rical situations. For exam ple, i t  follows from his above argument th a t after 
th e  momentous break in  th e  history of the world, epic genre, by being em pi
rical, undergoes a transform ation. Drama, th a t  is, tragedy, does not alter, 
by  being alien to real life. I t  is a substantial and  intensive genre, while epic, 
or m ore precisely, novel, is an empirical and  extensive one. The dram atic 
personae is nothing b u t th e  intelligible hero, expected to  be born, while the  
pro tagonist of the novel is an actually existing, empirical person. D ram a 
—following from its very  essence—gives a preordained totality, by being con
centrated . Epic—following from  its very nature — has to  construct this to ta lity , 
in  being extended. U p to  th is  point, Lukács’s generalization seems correct, 
y e t historically not concrete enough. For d ram a also has more empirical, 
say, more epic variants, for example, the English E lizabethan  drama is contrast 
to  th e  classical Greek tragedies. Ju st the same w ay as novel has more con
densed, say, dramatic varian ts , for example, the  classical French short novel 
as contrasted with the  classical English novels. Therefore, any generalization 
seems disputable. I t  can also be asked how novel can form a non-empirical 
b u t substantial to ta lity  ak in  to  drama. The answ er is th a t it constructs a 
protagonist with one essential life problem only, ju s t like drama, albeit thereby
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the protagonist becomes an allegorical figure. The other way is th a t novel, 
detached from the empirical world, is soaring into the world of Utopia, which 
results in a lyrical or dram atic novel structure. For the  former way, Goethe’s 
Wahlverwandschaften serves as an example. I t  is the  most dram atic novel 
w ritten by Goethe, by being focussed on one problem only, with its not fully- 
shaped figures. The la tte r  novel type, th a t of U topia, w ith its lyrical and 
dram atical qualities, remains without illustrations. B oth  agrum ents are good 
examples for Lukács’s method, namely, they are mere theoretical generaliza
tions without any historical background. As a m atter of fact, Goethe’s work, 
in his œuvre, and in general, in the history of novel also, is the most con
centrated, th a t is, the  most dram atic variant, constructed upon, above all, 
a  dram atic inevitability. However, it  does not reduce the complexity of this 
piece of work but merely elevates the level of its abstractness. I t  does not 
deadens it  into an allegory, bu t adds a more intensely symbolic character to it, 
thereby enriching the polysemy of the figures and events. However, it  does 
not call for a dram atic form bu t for one kind of a modern short novel, by 
being more condensed, concise, in the manner of short stories, and more 
parabolical. The same way as in the other type of the novel. The novel struc
ture, now and then, absorbs lyrical and dram atic elements. At first, let us 
consider lyricism. And let us take representative examples, th a t  is, Werther, 
L ’éducation sentimentale, or the masterpiece of Alain-Fournier, Le grand 
Meaulnes. These three examples indicate the same phenomenon. Namely, 
the novel structure will be filled, as a compensation, w ith lyrical elements 
just when the most constitutional element of epic—the plot of the narrative— 
has lost its significance in close correlation w ith the newly-born obstacles to 
the actual or illusory, self-realization of the protagonist. In  other words, 
lyricism, emerging in the  composition of the novel, does not serve as a com
pensation for becoming utopie or allegorical, bu t for the danger of becoming 
static and incapable of actions. As a m atter of fact, allegory, U topia, the 
direct phantastic quality  of events, tim e and again, manifest themselves in 
the novel. These phenomena, in fact, disagree w ith the empirical nature of 
the novel, with its low level of stylization. Yet, this collision does not result 
in a dram atic or lyrical form. Something more interesting and typical ensues. 
W hat is not novel-like, while being absorbed into the  novel, is transformed 
into an actually novel-like quality. For example, w hat is fantastic, will be 
embedded in an everyday or pseudo-conventional medium by the low level 
of stylization in the novel. Eben the most fantastic phenomena will be treated 
as the most banal events of everyday life. We find one and the same in clas
sical authors, say, in Gogol, or in modern ones, say, in K afka. All this, by no 
means, alters the epic quality  of the novel. I t  merely produces a very fruitful 
tension between life m aterial and the way of actually putting  this material 
into a literary  form.3
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The method of comparing novel with epos, epic w ith dram a, and novel 
w ith  tragedy, gives rise to  an  extremely manifold problem. Lukács, in his 
novel theory, emphasizes th a t  genres are rested upon their self-contained 
principles. They cannot be in terp re ted  by the trin ity  of thesis, antithesis and 
synthesis. The principle of aesthetic plurality, th a t  is, insisting on the inde
pendence of aesthetic qualities, becomes a crucial point in his late aesthetics. 
Y et, in  his early novel theory, we come across quite the  opposite idea. T hat is, 
the  a ttribu tes  of epos, novel and  drama, by being intricately intervowen, can 
be inferred  from one another. Thus the tra its  of novel can be obtained from 
epos, and  the characteristics of epos from novel. W hat is more, even dram a 
can be derived from epos, and  Lukács opposes dram a as against novel and 
vice versa. All this implies th a t  genres are not different, independent aesthetic 
form ulations of different life phenomena but form a separate system, con
sequent in itself. In this system , their positions are not defined by their rela
tions to  various life phenom ena having taken shape in literary  works but are 
specified by their relations to  o ther literary formations, in other words, to 
o ther genres. Thus theory gains an autonomous existence. All th is is a typical 
exam ple of establishing an autochtonous, doctrinaire theory. And even typical 
of th e  illustration of how one theory  gives rise to  the other. As the theory 
of genres, separated from th e  facts of history, and consequent in itself, is 
based on a  theory of the philosophy of history, also separated from historical 
facts and  consequent in itself. Namely, the theory of genres does not follow 
from  a  direct analysis of the  facts, b u t is derived from their indirect analysis 
by th e  philosophy of history. This is the explanation for the duplicated gravi
ta tio n a l energy of this theory, d rifted  more and more apart from real historical 
processes in its self-governed movement.

T hus the reasonably often-quoted novel typology of Lukács is based 
on his novel theory, rightly cited and noted, as outlined before. In  fact, all 
th is is m uch more complicated. For it is not simply the  general theory of 
novel, and  the attributes of th e  genre as a whole, implied in  it, th a t are sub
div ided  in to  subtypes, prevalent only in a lim ited scope in the history of the 
genre, w ith  their more specified peculiarities. On the contrary, as we have 
seen, i t  is the range of types and  subtypes th a t sum up the  whole genre, while 
the  ty p es  and subtypes are derived from the genre as a whole. U p to this point, 
there  is nothing wrong in th is  method. Since it  means nothing else bu t th a t 
the  th eo ry  has been created by  induction. As the  Heidelberger Philosophie 
der K u n st  implies, and Lukács’s late  aesthetics has laid down as a basic prin
ciple; individual works comprise generalizations, thus, th e  abstractions of the 
genres also. Namely, it  is individual works th a t the a ttribu tes of the genre 
can be abstracted from and n o t vice versa. Y et, it  is not th is inductive method 
th a t  has been chosen by Lukács in  his novel theory bu t its much more restricted 
application, which thus has tu rn ed  into quite the opposite. T hat is, there are
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but three works, representative ones indeed, from which the whole genre is 
inferred with all its properties. Then the three, and only three, types of Lukács’s 
novel typology, w ith all its characteristics, illustrated by one and the same 
three novels, are deduced from the thus abstracted genre and its characte
ristics. W hat is more, all th is is based on th e—once denied—trin ity  of thesis, 
antithesis and synthesis. The three types of novel are a t the same tim e three 
examples for the lack of communication between the self and the world. They 
reflect the three types of problematic individual existence and their three 
kinds of endeavours to  call into being substantiality  in themselves and from 
themselves. The first type of novel is th a t of abstract idealism. I t  is the thesis. 
Here the soul is narrower than the outside world. I t  is its restricted nature 
from which this discrepancy follows. The other novel type is th a t of disil
lusioned romanticism. I t  is the antithesis. Here the soul is wider than  the 
outside world. I t  is its comprehensive nature from which discrepancy follows. 
The th ird  type of novel is th a t of Bildungsroman. I t  is the synthesis. Here, 
and only here, the  soul reestablishes its unity  w ith the world. In  this unity, 
and in this case only, discrepancy disappears. I t  is worth considering the 
above types one by one, thus following the archs of the architectonics of 
Lukács’s theory.

The phenomenology of the first type, th a t  is, the novel of abstract 
idealism, being th e  genre of restrictedness, is based on the analysis of Don 
Quixote. The term , applied here, and its definition is rather poetic. This is the 
“ historical m oment” when romance losts its substantiality, just when the God 
of Christianity leaves the world. Everything w hat follows, springs from this. 
F irst of all, hum an beings search for a new substantiality  in place of w hat has 
been lost within their own souls, in being homeless everywhere themselves. 
The second consequence is th a t the foundations of belief have been lost. 
Y et belief itself has not stopped functioning. And unfounded belief turns into 
nothing but mania. Thus one of the extreme perspectives for the problematic 
individual unfolds, th a t is, madness. The th ird  consequence is th a t  God, 
deprived of his m astery, is metamorphozed into a demon. And belief in a 
demonic God acquires obsessional, demonic character itself. All this leads 
to  the  narrowing down of the soul. Thus soul, having shrunk into its obses
sions, stands against a conventional, stagnant world. The soul of the individual 
and his deeds springing from his soul are no more in accordance with one 
another. This discrepancy is compensated by feverish actions. The demonic 
activity  of the soul, haunted by its obsessions, presents itself in inadequate 
chain of adventures.

Cervantes’ masterpiece offers an appropriate example for this type of 
novel and world condition. There the intim acy of a soul th a t  has lost its funda
ments, on the verge of madness, revolts against the hopeless, prosaic banality 
of the world. Nevertheless, there is something half-comprehended, or, half-
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analyzed  in the above reasoning. T hat is, when interpreting the knight of 
doctrinaire  idealism, who bares his sword against the inevitable changes of 
th e  world in the name of his noble obsessions, Lukács points out m ainly the 
trag ic  elements, w ithout laying enough emphasis on the comic qualities. For 
th e  very  reason, as the  in terp re ter himself is involved in a lyrical way in his 
them e. Since in all his philosophy of history, prom oted by ethical motives, 
or in  all his ethics supported  by the philosophy of history, there emerges 
— as an  extreme conclusion—the possibility of a quixotic attitude. To p u t it 
m ore clearly, to avoid m isunderstanding, Lukács, concluding on th is—actual 
or illusory—type of novel, stresses the comic element bu t without analyzing 
i t  in  i ts  genesis. Thus the demonic and tragic motives gain added emphasis, 
while th e  malgré lui comic elements become incidental. Albeit the  dignity 
of th e  noble knight rests upon  on the unity  of both. Namely, he struggles in 
a comic situation w ith a tragic pathos. While in tragic situations, he reacts 
in  a  comic way. For he is aware of his, both tragic and comic, nature. He has 
consciously chosen tragic struggle, what is more, his obsessions also. And, 
consciously too, rejects and ignores what is comic. Thus a kind of vibration 
arises between the two in th e  novel, namely, between tragic as contrasted 
to  comic, and comic as opposed to  tragic qualities. I t  results in the trag i
comical character of the novel. Nevertheless, Lukács regards it  as a destructive 
category th a t degrades tragic as the purest way of an ethical existence. I t  is 
highly instructive to  compare his novel theory w ith his book on drama. 
There he also puts the figure of a doctrinaire idealist who calls for a dram atic 
form . No epic medium can be suitable enought to  construct upon him a novel 
com position. In  the life of m arquis Posa or th a t  of Gregers Werlee, Reverend 
B rand, ideology, sterile in itself, breaks under the power of obstinate facts. 
The purely  ethical motives call forth  pure im m orality. In  Lukács’s book on 
dram a, by  being less abstract, more factual, from the  aspect of literary  history 
also, th e  basic tragi-comical character of the  figure becomes obvious. His 
trag ic  incapability to  comm unicate with the world also comes to  light, the 
same w ay as the comic quality  of his inadequate actions.

Beside the paradigm atic masterpiece of th is type  of novel—Hon Quixote— 
a few examples are quoted; a  highly problematic list of examples, th a t is, 
K leist, Dickens, Balzac, Gogol and Pontoppidan. None of them  is pertinent. 
None of them  can be derived from the fundam ental piece of work, if not by 
a k ind  of intellectual agression.

The works, enlisted here, are one by one masterpieces. Yet, differing 
in th e ir  nature from the  ideal pattern . I t  is K leist’s protagonist, Michael 
K ohlhaas who resembles to  th e  geatest extent the noble knight. He is haunted 
by  obsessions just like the Don. In  fact, by other obsessions, with other kind 
of m otivation. Cervantes’ work is a metaphysical masterpiece, th a t  of the 
philosophy of history. K leist’s work is a masterpiece of psychology, more
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precisely, pathology. The knight a priori rejects the world. T hat renders his 
belief an obsession. His series of adventures offer an ontology of mania. 
The horse-dealer has never worried about the  world. A piece of impudence 
turns his whole being inside out and converts him into a maniac. H is story 
offers the  clinical diagnostics of mania. H e has deeply been offended in his 
absolute benevolence th a t renders him absolutely inhuman. Thus he does not 
resemble the Don who a priori rejects the  world with his consequent obses
sions, b u t is much more akin to  Othello, whose whole being has also been 
turned  inside out by his abrupt madness.

Dickens can be ranked here but w ith difficulty, namely, along w ith the 
demonic heroes who have lost their substan tiality . Nothing is fu rther from 
his figures than  th is noble madness rooted in metaphysics. They are  fam iliar 
bu t w ith p e tty  freaks. All this does not follow from the a rtist’s views on the 
world, it  is a mere technique of characterization. Dickens’s m ethod is th a t 
of a realistic portrait-painter who deals w ith the oddities of gestures and 
has nothing to  do with the basic principles of the world, nor w ith  a cosmic 
revolt against them . He does not even reject the world as it is, only wishes 
to  improve it here and there. I t  is not the  danger of becoming humorous 
against w hat he sets bourgeois trustw orthiness, but because it is precisely his 
ideal. H e does not fear and shun humour, on the  contrary, it is one of his most 
characteristic artistic means. He does no t undertake on a demonic revolt, 
he is b u t a resigned moralist, and so on.

Chichikov is also far from the intellectual sterility of abstract idealism 
haunted by obsessions. He is not a maniac b u t a swindler. He has no freakish 
ideas b u t b rillian t—grotesque—flashes. H e does not reject the dead world 
around him b u t only wants to turn  it  to  his own advantage. H e does not 
intend to  achieve moral respectability, he strives only to gain a credit, in the 
very stric t sense of the word. In  fact, demonic qualities are a t home in Gogol’s 
oeuvre also. Nevertheless, it  is only the  milieu around the protagonist th a t  is 
demonic, not himself. They are not the  metaphysical demons of a  meta- 
morphozed God, deprived of his m astery, b u t rather the phantom s of Russia 
blocked in its development, the phantom s th a t  really exist bu t have also lost 
their credibility. As a m atter of fact, M ertvuiye Dushi could not be continued, 
not because of the aesthetical dilemm a—th a t  of the philosophy of h istory— 
of th is novel type, bu t because of the radical changes in the w riter’s views 
on the world.

No need to  continue this reasoning for a long while, we m ention only, 
however, th a t  the protagonists and the  novel structure of Balzac are again 
something quite different. Now it is not the  inadequate activity of a restricted 
individual against a conventional, s tagnan t reality. The essence of th is novel 
type is rather a reasonable actioning of an individual who strives for self- 
realization, parallel with the historical processes, and has gained the self
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consciousness of a  bourgeoisie. The world of Balzac’s novels is chaotic also. 
I t  is chaotic, b u t not a world in stagnation, ra th e r in a dynamic development. 
If there  arises a conflict between some changes of the world and the actions 
of the  protagonist, then  i t  calls forth a tragic quality . I t  is not the predestined, 
cosmic tragedy of doctrinaire idealism but a unique and earthly career-tragedy, 
the failure of a  person’s self-realization. For th is  type  of novel starts w ith  the 
self-realizing endeavours of its protagonist and  ends with the story of a career.

The same way as Pontoppidan’s m asterpiece d id—Lykke Per—a late 
example of th is novel type, more behind in tim e than  the novels of Balzac. 
I t  is no t a  m ania of historical importance th a t  th is  novel is focussed on, bu t 
a large-scale project. I ts  protagonist is not a  grotesque idealist bu t a self-made 
man, a conscious careerist, who has failed in his undertaking. He does not w ant 
to  destroy  the  world around him, he only wishes to  win in it. Thus he cannot 
really fail, yet, his life in the end becomes void of any changes or perspectives. 
He is n o t a  rom antic hero who is always dissatisfied with his achievements, 
and is always restless, bu t someone who cannot break with his trad itional 
environm ent and m entality. Thus he is no t overcome by a merciless, outer 
destiny, b u t by his inner stubborn P ro testan t pietism . Lykke Per is no t the 
m an of intellect who has been ruined by his inner struggle—as Lukács pu ts i t — 
but is a  sluggish son of a vicar who cannot step  over his own shadow. He 
cannot get over from the vicarage to the palace and  get back from the palace 
to the  v icar’s house. In  the vicarage, he is longing for the palace, while in the 
palace, he is yearning for the vicarage. I t  is no t a  holy madness, but a pe tty , 
double homelessness. And the story of the protagonist is not a late paraphrase 
of the noble knight’s grotesque apotheosis b u t only a faint, northern reflection 
of the dynam ic career of Balzac’s vigorous protagonists.

The novel of abstract idealism, th a t is, th e  thesis, has actually an a n ti
thesis, th e  novel of disillusioned romanticism. Thus Don Quixote can be set 
against L ’éducation sentimentale. The la tter is the  novel of the 19th century. 
Cervantes’ work is characterized by the pure ac tiv ity  of a soul th a t has n a r
rowed down. F laubert’s novel illustrates the pure passivity of a superabundant 
soul. In  the  former novel, intim acy has narrow ed down to one obsession 
only, while in  the la tte r one, this intimacy is broadened into a dimmed lyricism. 
In  abstract idealism, idea and poetry could not penetrate life. In  disillusioned 
rom anticism , life could not soar up to the world of ideas and poetry. Here and 
there soul fails to  succeed. Yet, a different soul, w ith  a different milieu th a t  
has caused th is failure. In  Cervantes, this milieu is a stagnant and prosaic 
world of conventions. In  Flaubert, it  is an amorphous, decomposed irrationality  
th a t presses back the burst of a superabundant intim acy. And this discrepancy 
gives rise to  the  contem plation of the protagonist ju s t the same way as discre
pancy in Don Quixote has led to  madness. The protagonist who turns inside, 
becomes a  lyrical individual, not only subjective b u t someone who is con
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tem plating and reflecting on himself. I t  is worth noticing th a t exactly  in such 
a novel where the contemplative, disillusioned protagonist indirectly  reflects 
on himself, still w ithin the sphere of aesthetics, there appears the  figure of 
an essayist, a platonist, who, always indirectly, reflects upon himself also, 
bu t is getting to  exceed the confines of aesthetics, or is a t least on the  verge 
of it.

The protagonist’s turning to  the  past does not solve the newly-born 
conflict between himself and the outside world, as the works of Scott and 
Meyer or F laubert’s semi-masterpiece, the Salammbô, testify to  it. Nor does 
a seemingly opposite way of solution, as represented by the figure of the 
clever and pragm ati t  Stolz in Oblomov.

Now it is w orth casting a closer look a t these new types of novel. As both 
of them  are enlightening. The example of historical novel is instructive for one 
reason only. I t  clearly illustrates the  case when the whole genre, and the 
individual works also, serve for nothing bu t a possible solution of a concrete 
problem, th a t of the philosophy of history, and are formed as autonomous, 
although ideologically given, aesthetical products. The example of Oblomov 
is more complicated. As one can actually point out some sim ilarities between 
Frédéric Moreau, the protagonist of F laubert, and Oblomov, th a t  of Gon
charov. That is, they  are similar according to the phenomenology of a histo
rical stagnation, b u t not according to the ontology of it. Namely, symptoms 
and effects can be compared but causes and the inner nature of the  syndrome 
are essentially different. In  fact, we can observe the same—sym ptom atic— 
decay here and there. Yet, a different one. Oblomov’s native village is very 
far from Paris, not only in space but in tim e, too. In  Goncharov’s masterpiece, 
it  is the useless, “ futile man” from the patriarchal past of Russian nobility 
who is lolling through all his historical agony on his so much symbolic sofa. 
In  F laubert’s masterpiece, a non-patriarchal, bourgeois Frenchm an, who has 
just cast ashore from the flood of the recent past, is loitering about all his 
historical decay in the so much symbolic streets of Paris. The difference is 
a complete time-lag between the two historical phases. In  G oncharov’s work, 
we can witness the  decay of nobility th a t  precedes the spreading of bourgeois 
m entality. In  F laubert’s work, we can witness the decay of bourgeoisie fol
lowing bourgeois development. Oblomov is the bourgeois individual incapable 
of being born. Frédéric is the bourgeois, incapable of keeping going on with 
his life. In Goncharov, the great Russian realistic novel is being to  be born. 
In  Flaubert, the great French realistic novel is getting to decline.

In  sum, the accessory examples, enlisted above are not relevant, or are 
half-relevant only. Yet, the analysis of the paradigmatic L ’éducation senti
mentale is undoubtedly brilliant, even the most brilliant flash in  the young 
Lukàcs’s œuvre, where he realizes th a t tim e is the constitutive elem ent of the 
novel form and points out th a t tim e is nothing but an underm ining principle
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in m odern novel. Namely, in  the modern world, where reasonable actioning 
has stopped adding sense to  time, time presents itself as a fatal, irrational 
power th a t  works against m an, incapable of any action. Thus the experience 
of tim e for modern m an is a t  the same tim e a remembrance of the past. I t  is 
nothing else but the durée of Bergson th a t has m anifested itself much earlier 
in a rt. As a  consequence, L ’éducation sentimentale is, by  all means, the purest 
realization of novel form. I t  does not point back to  the  arcetypic epopee just 
because i t  is still ignorant of time. I t  does not possibly bring the genre to  an 
end b u t much more constitutes the novel form as i t  is.

Lukács’s analysis is brilliant not only in itself b u t in its perspectives also. 
For he draws the lines tow ards the still non-existing modern novel. From  the 
actual historical constellation—a great moment in  his theory—he concludes 
the  historical constellation to  come. According to  him, modern novel will be 
subjectiv ist and plotless, w ith tim e as its constituting or undermining principle. 
All th is  also implies, as a m atter of course, the  lyrical and contemplative 
natu re  of modern novel, and, as a consequence, the  dilemma of the d is in teg ra 
tion  of the  classical novel composition. Namely, Lukács’s reasoning implies 
everything, albeit in the bud, from what the epic of the 20 th  century springs 
fo rth .5

From  the thesis—the novel of abstract idealism —and from antithesis 
—th a t  of disillusioned rom anticism —consequently follows the synthesis, th a t 
is, Bildungsroman; Wilhelm Meister following D on Quixote and L ’éducation 
sentimentale. In  fact, th is reasoning is absolutely sterile. I t  is the abstract 
logic of logic itself, and not the  concrete logic of th e  history of the genre or 
of lite ra tu re  as such. W hat is called synthesis rem ains within the bounds of 
the genre, and is merely an aesthetical, artistical achievement, in which proble
m atic individual becomes reconciled with the world. I t  is an illusory, not 
a real solution, for w hat can be called a real one, exceeds the bounds of art. 
I t  can be found in the sphere of philosophy, th a t of ethics and the philosophy 
of history.

F o r Goethe’s paradigm  is nothing bu t the reconciliation of the proble
m atic individual with the world around him. I t  establishes a palmful cosmic 
peace in  a spaceless, chaotic turbulence. Here the  to ta lity  of the world can 
be viewed with the eyes of the  protagonist himself. H is position is exceptional 
bu t representative, setting the  synthesis of hum anism  as against the thesis 
of mere activ ity  and the  antithesis of mere contem plation. The essence of 
hum anism  is consideration. I t  is not so much surpassing discrepancy, as a 
quiet resignation felt over the  acceptance of th is discrepancy. I t  is not an 
extrem e a ttitu d e  bu t a settled one. I t  is not the fever of madness, the lyricism 
of to n a lity  bu t the wisdom (and platonism?) of resignation. Its main category 
is no t a  revolt against the  given circumstances, nor is a compensating irony, 
bu t education aiming a t the acceptance, and a t the  same tim e improvement,
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of w hat is given. The reconciliation of the  protagonist with the world is a 
process, th a t of education, in which the protagonist complies w ith th e  world 
and vice versa. I t  may lead to  the very danger of the genre, a rom anticized 
world view, devoid of any problems. Lukács, beside the paradigm atic work, 
Wilhelm Meister, also gives an accessory example, th a t is, Der grüne Heinrich, 
yet without drawing the line th a t arcs over between these two works. Since 
it  would be the descending line of arch of a decaying form. And w h a t is set 
as an example of synthesis—even within the sphere of a r t—cannot curve 
down. The analysis of the novel itself, th is novel only, is subtle and  sensitive. 
I t  is only its synthetic character th a t can be disputed. However, Lukács’s 
system  needs this point of his argument which inevitably d istorts th e  very 
nature of historical processes, or th a t of literary  history. For there is nothing 
to  prove th a t Wilhelm Meister would actually be a synthesis. On the  contrary, 
everything confirms th a t Bildungsroman—thus Wilhelm Meister also— 
is nothing but a type  of novel among the  others. I t  is quite troublesom e to 
call attention to  the fact th a t  the synthetic quality of this novel is a  nonsense 
even from a historical point of view. For the  first, more im portant p a r t  of the 
novel, precedes with, say, 70 years—while its complete form w ith 40 years— 
L ’éducation sentimentale. The same way as all the examples of th e  o ther two 
types of novel—except Cervantes—not precede but follow this piece of work. 
Only a reasoning based on an extremely ideological-philosophical logic, can 
set a work, however, great masterpiece i t  would be, as the synthesis of those 
th a t  succeed in time. In  fact, Bildungsroman exists as a type of novel enduring 
for quite a long tim e b u t not as a synthesis. I ts  duration—roughly speaking— 
can be taken for nearly 150 years. I t  begins with, say, Tom Jones, and  spon
taneously ends with, say, Der grüne Heinrich, or consciously, w ith  Bouvard 
et Pécuchet. For F laubert retracts the principle of education of Bildungs
roman, and exactly in Bouvard et Pécuchet. Ju s t the same way as he recanted 
the classic romantic novel in Madame Bovary, or the classic, realistic novel 
in L ’éducation sentimentale. Nevertheless, no t only the issue of synthesis tha t 
is highly disputable bu t also Lukács’s reasoning on the creation of a roman
ticized form lacking any problems. Since Wildelm Meister does no t eliminate 
problems but rather m atures them. I t  achieves harmony not b y  avoiding 
disharmony bu t surpassing it. I t  is exactly a life material or life possibilités 
having exceeded or the be exceeded th a t  are the directly rom antic elements 
of the novel, for example Mignon and the H arper or actor’s life as such. The 
education of the protagonist and his humanism, constituted by  th e  unity  of 
an active life and contemplation, also comprises getting through  this life 
m aterial and thereby exceeding it.e

When analyzing the above three types of novel, or in o ther words, 
the two novel types and their synthesis, two points of Lukács’s theo ry  espe
cially become disputable. One of them is th a t  his whole conception originates
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in  and  finds its solutions b y  means of philosophy, the philosophy of history, 
a n d  not the theory of genres or the history of literature. The other point is 
th a t  the whole conception originates in and finds its solutions by means of 
th e  Hegelian philosophy. L e t us have a brief survey  of both.

I t  is not only th e  conception and the  m ain  outlines of the theory  but 
i ts  components also th a t  re s t on the philosophy of history. That is, the general 
t ra i ts  of the genre, th e  m om ent of its genesis, th e  nature of its protagonist 
a n d  composition, are all based on this kind of approach, the same way as 
th e  historical variants of th e  genre, their peculiar traits, their moments of 
genesis, the nature of th e ir  protagonists and compositions. Lukács applies 
th ree  paradigmatic exam ples and some accessory ones. The way as he trea ts  
these  examples—Cervantes, Flaubert and G oethe—offers a typical illustration 
— from  methodological aspec t—how theory can give rise to another one. 
L ukács infers the general tra i ts  of the genre from  three examples, then from 
th e  general traits he deduces the peculiar types  of the genre. Thus, these 
th ree  works serve as th e  basis for abstracting th e  general traits of the genre. 
A nd  the  very same three works are called the basic types of the genre obtained 
from  the general tra its . T he accessory examples; Kleist, Balzac, Dickens, 
Gogol, Pontoppidan, Goncharov are—as we have seen—also m isinterpreted 
or half-understood. And w hat does not fall w ithin th e  sphere of the philosophy 
of history, that is, does n o t f i t  in with a theory  of genres based on the philo
sophy  of history, is ignored by  the theoretist. F o r it  is not the individual 
processes of the history of novel tha t are left ou t from  this theory but the most 
im portan t ones together w ith  the most im portan t novel types. No need to  
en list them. Yet, for exam ple, the late antique novel of adventures th a t in te r
tw ines the profaned m otives of the Odyssey w ith  th e  vulgarized elements of 
religious mysteries, b u t has nothing to do w ith th e  metaphysical motives of 
th e  genre, is also overlooked. Picaresque is also missing. Neverteless, not so 
m uch its  aesthetical value as its  position in the  h istory  of novel th a t is ra ther 
significant. No mention is m ade of the English novel of the 18th century, 
th e  genre of, say, Swift, S terne, Defoe and Fielding. This is true also of the 
17 — 18th century, the  genre of, say, Madame de Lafayette, Lesage, Diderot, 
Rousseau. Albeit the rea lis t novel of the 19th century, which is the main 
source of, if not the analyses, then the references of the theory, has its roots 
exactly  in these two eras. Y et, all this is quite obvious. For Lukács’s theory is 
no th ing  but a kind of philosophy of history based on the arguments of the 
h isto ry  of genres and th e  theo ry  of novel. I t  is n o t a history of genres and 
th eo ry  of novel based on th e  philosophy of h istory . I t  is not the historical 
philosophy of a novel theo ry  b u t is the novel theo ry  of a historical philosophy.

Hegel’s views on epos and  novel and the  relationship between the two 
genres, manifest themselves in  Lukács’s novel th eo ry  as its constitutive ele
m ents. T hat is, Lukács’s reasoning follows from po in t to  point th a t of Hegel.
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Not only the Hegelian heroic-poetic epoch and the organic, happy age of 
Lukács can be well parallelled with each other bu t the genre of these two 
epochs; epos is one and the same. The a ttribu tes of this form also overlap, 
just like the unique example of both authors, the Iliad. Both here and  there, 
it  is the changes of the  state of the world th a t  transform the original heroic 
epopee into a secondary, bourgeois one, th a t  tu rn  epos into novel. Moreover, 
w hat is called novel by Lukács, originates not only in the same tim e and same 
manner, as the novel of Hegel bu t resembles even in its nature the  Hegelian 
novel form. W ith Hegel, novel is an a ttem p t to  revive the poetic qualities of 
a prosaic world. In  Lukács, the protagonist reestablishes the in tegrity  of the 
world in his own dreams, while the structure of the novel virtually reconstructs 
the once lost to ta lity . That is, in both theoretical system, the starting  point, 
the  epic origin, the  genesis of novel and functioning of the philosophy of 
h istory  in the whole system, they all precisely coincide. The same w ay as do 
the phenomenology of both systems, and their typology also. For in the  German 
m aster, the basic a ttribu tes of the novel arise from the conflict between the 
poetry of the heart and the prosaic nature of the  outside world. His H ungarian 
disciple varies th is idea in his novel theory accordingly. That is the very conflict 
in the novels of abstract idealism and of disillusioned romanticism  also. 
In  fact, with b u t a slight difference. For in case of both types of novel, the 
actual, given poetry  of the heart and the  actual, given circumstances are 
different. Yet, the  basic conflict—from the  aspect of structure and  function 
also—is one and the  same. Moreover, even the point of synthesis is m arked 
out by Hegel. He gives three solutions to  th e  basic conflict, namely, a tragic, 
a  comic way, and one, counterbalancing between them. The la tte r is the  most 
significant where conflicts are smoothed away. The protagonist conforms 
himself to  the prose of the outside world. He changes himself in  the  world, 
and converts the world in himself. All th is obviously equals to Lukács’s concept 
on synthesis and on the Bildungsroman, as represented by Wilhelm Meister. 
Furtherm ore, it  can be parallelled w ith the  illusory-utopic solution of art 
w ithin the bounds of aesthetics as postulated by Lukács. In summ ary, Lukács’s 
novel theory does nothing else but unfolds and applies to the concrete and 
changed situations Hegel’s m iniature analysis on novel. Yet, in a  way th a t 
strictly  follows the  m aster’s basic method, when building his construction on 
the philosophy of history, not on the h istory of literature .7

I t  is interesting to  notice how the position of poetry, with the  definition 
of its qualities, is m arked out w ithin the whole complex of the philosophy of 
history and of the  theory of genres, and indeed in a highly consequent manner. 
Actually, there is no theory of poetry here. We find it  only in traces, namely, 
those elements of i t  th a t can be derived from the philosophy of history, or, 
rather, can be adapted to it. Otherwise, the  analysis of poetry rem ains inci
dental in the whole of Lukács’s oeuvre. All the lyricism th a t springs forth
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from his own tem per, and there is a great deal in him, is transform ed into 
m etaphysics. I t  has penetrated the whole œ uvre as the self-justification of 
the  theory. Lukács, even in his novel theory, does nothing else bu t m arks out 
the  position of poetry  in his system. More precisely, he gives the “historical 
m om ent”  when poetry  appeared. Thus he defines only the position of the 
genre w ithin the architectonics of the philosophy of history, bu t does not 
offer its  phenomenology. The moment of genesis is when being disrupted 
from an  organic cosmos, th a t  is, the genesis of individuality, actually a proble
m atic one, as individual existence is a priori problematic. Thus the lyrical 
self is the  twin brother of the  protagonist of the  novel. They are born together, 
from the  same world condition, and react the  same way to the world. Yet, 
the protagonist of the  novel has its subtypes th a t  run their—h is to r ic a l-  
course determined by  the rules of the philosophy of history. While the lyrical 
self—a t least in th is theory—does not undergo any further changes bu t 
m aintains the artistic perspectives of his genesis. The historical development 
of poetry, by being based on the philosophy of history as it functions in 
Lukács’s novel theory, was outlined by Béla Balázs, who stood so close to  
Lukács a t th a t tim e.

Thus the lyrical self is being born a t the  m oment when cosmos is being 
disrupted. Lukács deals w ith this topic parallel with his comments on the 
psychology of the protagonist. From this disruption follows the reflective 
character of the protagonist. That is, he begins to  reflect on nature, of what 
he has been born, and to  reflect on himself as someone who has been disrupted 
from nature. The profound unity  or difference between nature and soul becomes 
problem atic. From  all this follows not only the  isolation of the soul b u t th a t 
the  separated  soul becomes substantial for himself. And nature set against 
an isolated and substantial soul vains symbolic connotations. T hat is the  very 
essence how and when the remote, yet lyrical, relationship between a symbolic 
soul and a symbolic nature reflecting on one another, comes into being and 
defines the  attribu tes of poetry as against epic or drama.

Thus lyrical self is in  search for nature, feeling a nostalgia for the  one
tim e existing unity  between him and nature. This is the starting point of Béla 
Balázs, who has established the twin of Lukács’s novel theory in his theory  
on poetry. In  his system  also, the essence of a lyrical attitude is a reflected 
relation of the self to  oneself and to nature. From  all this arises—just like in 
L ukács—separation and solitude. Nevertheless, th e  point is the basic position 
of the  philosophy of history in his system. For in the  primordial unity  of soul 
and nature, still there exists no poetry. I t  springs forth from the moment of 
disruption, and is, from now on, reflected on, i t  exists exactly through reflec
tion. I t  stops being in a new unity  to  be established. In  his theory on poetry, 
w ith b u t a slight modification, Béla Balázs reproduces the fundam ental 
pa tte rn  of Lukács’s novel theory, th a t of the  philosophy of history. A t the
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tim e of the primaeval unity, beside epos, there exists no poetry. The dis
integration of unity  gives rise, on the one hand, to novel, and on th e  other, 
to  poetry. While the reestablished harm ony—together with m any other 
formations of a r t—brings them  to an end .9
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The Semantics of Rhythm in Verse
(ON T H E  P R O B L E M S  O F C O N T E N T  IN  A B STR A C T FO R M S) 

I s t v á n  S z e r d a h e l y i

I

Addressing certain problems stated by George Lukács, the present paper 
is an a ttem p t to  resolve the following contradiction. I t  is one of Lukács’s 
fundam ental theorems th a t “ it is impossible to  apply a definite artistic  tech
nique universally, or even to take it  over a  single time as it  is, completely 
unaltered. The reason for th a t evidently lies in th a t artistic form is the  form 
of a  definite content and, therefore, allows no generalisation reaching further 
than  the  specificity th a t  is always sta ted  in it. Specificity as the  central 
category of aesthetics determines, on the one hand, the generalisations of the 
mere and direct individuality of the phenom ena of life and, on the  other, it 
term inates all universality in its own field. Unterm inated generality sur
passing i t  would burst open exactly the artistic  unity  of the work .” 1

Lukács restricts somewhat the range of validity of this principle2 which 
he insists on with some emphasis elsewhere also by adding: “The question 
should, however, he asked whether artistic technique may not conceal tenden
cies tow ard the general surpassing this specificity. This question is well- 
justified. No doubt, the techniques of all the arts  do contain elements (metrics, 
trea tm en t of the marble or the bronze) th a t  no t only can be learned, h u t can 
only be acquired by the difficult task of learning and the experiences related 
to  i t  can be communicated by one man to  another.” He finds, in the  final 
analysis th a t, even besides these tendencies towards the general, “ artistic 
technique is bu t a means of the best possible expression of the creative render
ing of reality  th a t we have summed up in the  principle tha t form is the  form 
of a definite content and it endows all works of a rt with a specific level of 
specificity .” 3 That is, even though artistic technique does not include elements, 
devices or process of a broad applicability, these elements, endowed as they 
are w ith the m ark of the universal, are em bedded into a formal s truc tu re  that, 
seen as a whole, is unique.

In  a  later, more detailed analysis, Lukács concretises this idea by stating 
th a t the  so-called abstract forms — rhythm , symmetry, proportions, etc. —
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are h o t confined to  being the  forms of a specific content; taken in themselves, 
these forms are “worldless” (weltlos), “contentless” (inhaltlos) and “subject
less”  (subjektlos). “ W eltlosigkeit” , Lukács writes, “bedeutet, m it diesen 
Einschränkungen, also so viel, dass der R hythm us, als Wiederspiegelung 
eines form alen Moments der W elt, diese inhaltlich nicht in sich begreifen kann. 
E r  is t in  einem gewissen Sinne inhaltlos, d. h. — abstrakt angesehen — auf 
beliebige Inhalte formal beziehbar. Jedoch erstens ist diese Möglichkeit der 
Beziehung zu einem Inhalt zugleich ein Im perativ ; ohne eine solche Beziehung 
ist der R hythm us ästhetisch nicht vorhanden. Zweitens muss die abstrak te  
Bestim m ung der Beziehbarkeit auf beliebige Inhalte  dahin konkretisiert 
werden, dass zwar aus der Analyse eines R hythm us für sich niemals heraus
gebrach t werden kann, auf welche Inhalte er andwendbar ist; dass aber in 
jedem  einzelnen konkreten Fall der Inhalt eine deutliche und eindeutige 
A ffin itä t zu einem bestim m ten Rhythm us hat. Weltlosigkeit bedeutet also 
Inhaltlosigkeit im hier dargelegten Sinn, gepaart m it einer bestim m ten 
unaufhebbaren, wenn auch a priori nicht bestimmbaren, passiven, vom 
In h a lt ausgehenden In ten tion  zu je einem ganz konkret bestim m ten 
R hythm us.

Sehr ähnlich ist es um  die Subjektlosigkeit des Rhytm us bestellt. Auch 
hier is t diese Art der Wiederspiegelung einer Form  an sich Unabhängig von 
schaffenden und rezeptiven Subjekt. Aber auch hier ist diese Unabhängigkeit 
n ich t erkenntnistheoretischer A rt wie in der W issenschaft, Sondern involviert 
ebenfalls eine gewisse In ten tion  auf die Subjektiv ität: auf die Evokation 
bestim m ter konkreter Gefühle, Empfindungen etc., und zwar sowohl fü r das 
schöpferische, wie für das rezeptive Subjekt. Die Intention ist jedoch keine 
d irekte, sondern wird durch die zu formenden Inhalte verm ittelt, aber so, 
dass die Form  nicht in dem Sinne restlos m it dem  von ihr geformten Inhalt 
verschm ilzt, wie in den eigentlichen, mimetischen Formen, sondern bei der 
N otw endigkeit einer konkreten und organischen Einheit, bei dem E rleb
niszw ang einer aus dem Gehalt herauswachseriden Form, doch eine gewisse 
— evokativ  wirkende — Selbständigkeit als M oment bewahrt. Die fü r die 
Ä sthetik  ausschlaggebende E inheit von Form  und  Inhalt erscheint m ith in  in 
einer modifizierten, beschränkteren Weise. D as ist ein wesentliches K enn
zeichen aller abstrakten Form en, als W iederspiegelungen bestimmter, isolier
barer, form aler Momente der W irklichkeit.” 4

Since progress in functional poetics5 has by  now provided a fairly solide 
fundation  for testing the  general principles of an  artistic theory of abstract 
forms against a concrete m aterial, I  shall in the  following confront L ukács’« 
s ta tem en ts w ith the contentwise and formal characteristics of rhythm  in verse. 
The procedure is greatly facilitated  by the fact th a t  (as indicated by the  above 
quotation), Lukács himself dem onstrated his ideas concerning abstract forms 
m ostly on the  example of rhythm .
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II

Let us point ou t by way of an in troduction th a t parallels to  Lukács’s 
dilemma are found elsewhere, too, in litera tu re  on poetics. At the one extreme, 
the authors consider rhythm  in verse to  be a  purely formal element which is 
explored in vain for any contentwise motive, including emotions. Those 
representing the other extreme attach to  each and every metre a well-defined 
content, sta ting  e.g. the iamb to be always and ab ovo vehement, aggressive, 
the troches smooth and lacking vigour, the  spondee and the molossus calm 
and sublime etc.

The debate has been on the agenda since the metricians of an tiqu ity  
up to  the present day .6 Recently, an inform ation theoretical approach has 
come into fashion, bu t it, too, tends to  engender views just as extrem e. The 
information content of a meassage is known to  be the greater, th e  less pre
dictable the  tex t; every repetition is counted as redundant, i.e. no t indispen
sable for the understanding of the message. In  the light of these investigations, 
verse w ith its periodic repetitions is “ indubitably a redundant and  diffuse 
form of poetic language, even in the veryday sense of the term ” . 7 In  contrast, 
others feel th a t the intuitive-subjective statem ents concerning pre-determined 
emotional content of the various forms of metre are verifiable in  term s of 
objective criteria based on information theory, by grouping them  according 
to  their inform ation energy content. The probability of occurrence of stressed 
and unstressed syllables in the different m etres can be expressed m athem ati
cally, and the information energy of a given metre can be calculated therefrom 
using a certain formula: it  gives 1/2 for the  iamb, the trochee, the  Ionic and 
the  antispast, 5/9 for the dactyl, the anapest and the amphibrach, 1 for the 
spondee, the  pyrrhic, the molossus and  the  tribrach, etc .8

W ithout wanting to deny the applicability of information theory to 
aesthetics and the theory of a rt a t large, I  feel this approach an unlikely one 
for solving the problem in question, since information content can only define 
the quan tity  of information in the sta tistical sense, the degree to  which the 
combinations of signs are predictable, forecastable, surprising or novel. 
In  this sense, the  rhythm  of a purely iambic tex t totally devoid of intercalar 
feet simply carries no information a t all, w hat with the stressed and unstressed 
syllables following one another w ith perfect regularity. Quite a  different 
situation arises, on the other hand, if the quantity  of semantic information 
is considered: verse practically doubles the  semantic content of the tex t 
(as I shall discuss it in detail later on): besides the prosaic meaning of the 
words, the  rhythm ic acoustic form also carries a special — musical — meaning. 
To rem ain with the iamb: “ in Goethe's Mignon, the soft calm of th e  southern 
landscape is exuded by an even throb  of iambs” expressing th a t  which the 
tex t does not communicative in so m any words, notably th a t “ nothing dis-
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tu rb s  the  rhythm ic trem bling of the orange trees’ foliage in the gentle 
breeze” . 9

As regards now the “ objective” verification in terms of inform ation 
energy of the emotional content attached to  m etre ab ovo and once for all, 
th is  is in  fact no better th an  an intellectual joke; every intuitive conception 
con trasts the “rising” w ith the “falling”  feet, whereas information energy 
would place the iamb into th e  same category w ith  the trochee, the anapest 
w ith th e  dactyl, etc., and so i t  would also the proceleusmatic and the dispondee, 
the feet w ith the widest conceivable difference between them. Thus the  cal
culations of information theory  could a t best serve to  refute the “in tu itive” 
approach, and even th a t only by a “m athem atical” approach th a t would p u t 
the  peeping of a chick and Achilles’ battle-cry into the  same category on the 
basis th a t  both were u ttered  by dipedal beings. (Efforts towards such a rep u ta 
tion w ould a t least be a step in the right direction, i t  being a familiar fact th a t  
poems widely different as to  emotional content are often expressed in the same 
m etre; th e  relationship of rhythm  to meaning is far more complex than  the 
theoreticians who assume a given and generally valid relationship between 
the  tw o care to admit.)

Ш

I t  is, then, advisable to  consider facts th a t  are less easy to formalize 
in m athem atical terms bu t more exact all the same. The first question to  be 
faced is th e  following: Is it true  (as stated by  Lukács) th a t rhythm  is the  
reflection of a formal moment of the world and, as such, incapable of embracing 
the w orld contentwise?

In  order to  forestall any misunderstandings, it  is worth pointing out 
th a t, of course, Lukács himself was well aware of the fact tha t rhythm ic 
processes are no mere reflection of the mind, b u t objective facts of reality  
as well.10 W hat we are concerned with here, however, is “rhythm ” as a gener
alised sensual reflection of hum an consciousness divorced from any concrete 
process. 11 In  a certain sense, one may in fact say th a t  rhythm , being formal, 
cannot em brace the world contentwise — for rhy thm , a  regular (serial) repe
tition , is in  itself no more than  a  formal framework perm itting the recurrence 
of the m ost varied tem poral and spatial process. I t  orders the phenomena of 
a process in to  a definite succession; even or irregular, slow or rapid, mono
tonous or diversified, simple or complex, etc. is th e  nature of the repetition, 
bu t the  process itself, the phenomena th a t are to  repeat themselves rem ain 
undefined.

I t  is clearly unnecessary to  expound here th e  dialectic of content and 
form and, its  nature of a relative concept in any detail in order to make it 
clear th a t  th is  formal nature of rhythm  appears from  one specific aspect only,
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whereas from another aspect (when the  emphasis is on the form of motion 
and  the substance for which the form is the  vehicle is irrelevant) rhy thm , too, 
does comprise certain  contentwise moments of the “world” (of reality) albeit, 
as compared w ith other reflections, in a way th a t abstracts sensual to ta lity  
to  a  very considerable degree.

Clearly, nothing in reality is exclusively form or exclusively content 
(pure form or pure content); just as clearly, the  same thing placed in  different 
contexts acquires various contents. Exam ining as we are here the  aesthetic 
problems of rhy thm  — which are anthropocentric to s tart w ith — we are in 
the  fortunate position of being able to confine our inquiry to the single question : 
Does rhythm  in itself have some sort of hum an content?

The answer to  th a t question has been a  commonplace in the  literature 
on poetics since K . Büchner’s famous argum ent12 (of which G. Lukács himself 
made considerable use13); ancient work songs probably had an im portant 
function in organising and integrating group activity. Their rhythm s could 
facilitate the purposeful activity of man and enlarge his freedom (although 
i t  should be ra ther hard to trace back all rhythm ic a rt forms directly to 
the  performance of some concrete task  of work) .14 Having s ta ted  this, the 
authors of theories of rhythm  tend to  regard the subject of hum an content 
in rhythm ic forms as exhausted, although, clearly, this is only one side of 
the  coin.

Indeed, it  is not only the rhythm  of one’s actions th a t  makes a task 
easier to  fulfil, bu t so does the rhythm  in the task to  be fulfilled as well. 
Regularly recurrent phenomena are, on the  other hand, easier to  explore and 
to  overview, they  can be memorized w ith less of an effort; on the  other, their 
observation, exploration (or overcoming) is also greatly facilitated by the 
predictability w ith which their rhythm ic repetition endows them .

As regards verse rhythm , it  is its mnemotechnic function (its role making 
memorizing easier) th a t is param ount. A conspicuous feature of the early 
phases of culture, those before the advent of writing, was th a t  practically 
every tex t intended for preservation and transmission was p u t into verse 
including even calendars and laws, m ost probably because verse is so much 
easier to  recall. 15 This practical role, however, automatically lent — as we 
shall see further on — an aesthetic quality  (although not necessarily an artistic 
one) to  the said tex ts and fulfilled a  semantic function of sorts as well by 
indicating the “speech situation” , the  “frame of reference” , the  “scope” 
of the text, meaning in the case under scrutiny th a t it  was not ju st any common 
everyday utterance, bu t something of a  more lasting nature, intended for 
a broader audience.

A fact th a t  theories of rhythm  tend  to  realise even less is th a t  rhythm ic 
processes may fulfil a negative as well as positive role in the hum an world. 
V. Levi, for instance, considers th a t a high degree of rhythm ic organization
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invariab ly  evokes positive emotions and an anticipation of the further repeti
tion of th e  stimulus, whereas rhythm ic disorganisation tends to be a source 
of negative emotions and attitudes of flight.16 In  reality , however, the m echa
nical m onotony of over-punctual repetition is alien to  man if it appears as 
a force regulating life on the  p a tte rn  of prison discipline or barracks routine. 
This is tru e  not only of the life rhy thm  regulating our whole mode of existence: 
a source of delight as long as i t  remains on a hum an scale, rhythmic ac tiv ity  
turns in to  a  tiresome nuisance, an irksome irr ita n t the moment it forces us 
to  move like autom ata or fills our ears w ith a mechanical beat, etc.

T hus rhythm , however “ form al” a moment of the world it m ay be, 
always has a  human content: in social life, it  m ay be a factor promoting the 
extension and  growth of hum an liberty  or, on th e  contrary, hindering i t  by 
increasing subordination and confinement. I t  is a t  th is point th a t it is a ttached  
ab ovo to  th e  aesthetic sphere of reality, for if hum an essences, liberty or sub
ord ination  are expressed in term s of a sensual phenomenon, then th a t pheno
menon — by  the well-known definition of the “social school” — acquires an 
aesthetic quality  as well.17 Theories of rhythm , textbooks of aesthetics and 
poetics te n d  to  enlarge only upon the beauties of rhythm , whereas the spatial 
and tem poral configurations of regular repetition m ay be the vehicles of any 
aesthetic quality , the splendid and the comic, the  charming and the tragic, 
etc .18

Szerdahelyi, I .

IV

As regards now, of all the  different types of rhy thm , the rhythm  in verse, 
this o ften  assumes beyond any doubt the tra its  of sheer unadulterated beau ty  
(of all th e  different aesthetic qualities), undertaking, in Hegel’s words, in 
contrast to  the  informality of prose, “the tracing of a bolder outline and 
a tink ling  fram e for the ideas (of the poet), for the ir structure and sensual 
beau ty ” . 19 This function is m ost conspicuous in  th a t  “artistic” version of 
litera tu re20 which, similarly to  decorative art, uses the  instrum ents of language 
to create works th a t conform to  the  value-criterion of beauty. I  would ascribe 
to  th is category such poetic ornam ents as characterize e.g. the formal artistry  
of Sándor Weöres;

—  и  и  —  I l  —  O U  —

É g i csikón  lé p te t a  n y á r ,  
t a r k a  idő  ünnepe  j á r , 
t á n c r a  való , fü rd en i jó , 
n a g y  h eg y  a la t t  h ű sü l a  tó .

H o g y h a  kijössz, m esszire m égy , 
h o g y h a  m aradsz , csípdes a  légy .
H a b z ik  az ég, m in t te le  tá l ,  
ta r k a  idő  sző ttese  száll.

(M agyar etűdök, 54.)
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A choriambic form segmented by diereses is a rare, virtuoso performance, 
a spectacular expression of the freedom of the poetic ta len t’s m astery  over 
the language; here, the beauty of the ry thm  is one of the fundam ental factors 
of the opus. B ut does it have a meaning ?

I t  depends on w hat one means by meaning. If we take the  position that 
a thing is th a t which is referred to by a sign, an information is th a t  which 
is carried by it and content is th a t which is represented or evoked, etc. by it, 
then these choriambi have no meaning, but are simply beautiful, ju st as the 
poem as a whole does not reflect social reality in the sense th a t  so-called 
“ autonomous works of a r t” do. Thi3 piece of linguistic ornam ents does not 
lay down the law; it  does not make us realise th a t our outlook is in need of 
revision — is is “only” beautiful; taking it in “only” makes our life more 
joyful — and that, of course, is no less im portant to us .21 The only way of 
talking a meaning into Weöres’s choriambi is to  identify meaning (as many 
a definition does) with its im pact on the receiver, for such a rhythm  is doubtless 
an impact-factor. In  my view, however, this possibility should also be rejected, 
since these choriambi are not symbols of some Platonic idea of beauty; nor 
do they substitu te it, refer to  it, evoke it, etc. - rather, they  are infused with 
the quality of beauty, a relationship th a t differs definitely from the  semiotic 
relations.

This sort of “ beautiful-only” verse form does, however, tu rn  into a vehicle 
of meaning in the poetry of “autonomous a r t” where, as indicated above, it 
may mark out, in a transposed fashion, the frame of reference of the  statem ent; 
one agrees in fact with the authors who hold th a t “ verse in itself warns us 
th a t we are about to  enter a reservation, a world of fairy tales, a world of 
letters, th a t  we are about to  see the “ celestial double” of rea lity ” 22 — by 
which I would be inclined to understand a  fictitious poetic world endowed 
with the features of artistic reflection of the realistic kind, while pointing out 
th a t the warning may refer to  something else in the case of a code of law or 
of a calendar text. Y et even if the beauty of rhythm  is found in th is case to 
have an unmistakeable semantic function, th a t does not, of course, prove the 
point of hedonist aesthetics (professed in H ungary by the poetics of László 
Négyesy), which s ta ted  verse rhythm  to be “ artistic when it is felt to  be beauti
ful” for “ causing delight is the purpose of a r t” .23

V
»

All the less so since rhythm  may be related to the artistic sphere of the 
aesthetical a t another level also, through its “ metametric function” ,24 its 
evocative quality, its capacity of reflecting reality, albeit in a very abstract 
way. I t  has two possibilities of achieving this. One was referred to  above
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w here I  pointed out th a t  rh y th m  is formal only in  the sense th a t it  leaves 
th e  n a tu re  of the concrete repetitive process undefined while it does state  
th e  order of repetition. Accordingly, rhythm  is obviously capable of evoking 
th e  form s of motion of various processes of ex ternal or internal psychic reality.

In  the case of verse rh y th m  this may, among others, assume an appear
ance where the forms of m otion  of the phenomena concretised by the meaning 
of th e  words remain linguistically  unspecified, being given their specificity 
only  b y  the  rhythm of the  te x t;  in th a t case, verse form  acquires a contentwise, 
meaning-specifying function to  such a extent th a t , w ithout it, the tex t would 
have a  totally  different m eaning. This fact is illustrated  best by those pro
cedures which transform  verse into prose w ith a  minimum of alterations, 
revealing, for instance, th a t  Goethe’s Wanderers Nachtlied in such a form 
says no more than a comm onplace statement by  a forest warden in Thuringia, 
or th e  te x t of a picture postcard  sent home from an excursion ,25 while the tense
ly  w arlike images of the  m uster of the warriors in the Itiad  degenerate into 
carica tu res .26

The evocative means of poetry include certain  variants of change and 
break of rhythm also. Before presenting these, however, I  would point out 
a  h igh ly  significant difference, namely the duality  of versification in the great 
epic form s (which had re trea ted  to the periphery of contemporary literature) 
on th e  one hand, and the  sm all forms of the lyrical genres on the other.

The metres of the g rea t epic forms are m ultiform  as a rule — th a t is, 
th ey  adm it of several w idely different rhythm ic realisations as equivalent 
solu tions of one and the sam e formula. One of these is, for instance, the shloka, 
th e  basic formula of the  fam ous Indian “epics” , the  Mahäbhärata and the 
R äm äyana, in which the stress of only six of the  16 syllables is fixed; the other 
slots m ay  be filled by either sho rt or long syllables:

O O U О и — — u \ \ o ü U O u  — au

Although to a lesser degree than this, the  traditional European epic 
form ula, the hexameter is also fairly variable:

—  OU  I —  UO  I —  OO I —  OO I —  a u  I —  О

The formula of th is line provides equal opportun ity  for rhythm ic realisa
tions of starkly contrasting nature. As opposed to  both the holodactylic 
hexam eter (composed of dacty ls (— a o) everywhere except for the last foot 
of th e  line, giving an excited, hectic or enthousiastically anim ated impression),
and  th e  line based on spondees (------) and especially its irregular variant,
th e  so-called holospondaeic hexam eter (where every foot, even the penultim ate 
one, is a  spondee) is slow, s ta te ly , dragging or hieratically balanced. Thus the 
m etre  would allow the rh y th m  to adapt its expressive instrum ents to  the
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meaning and mood of the tex t. Moreover, scholars who have m ade a  profound 
study of the  epics have produced serious evidence as to the  existence of such 
a striving. Consider, e.g. the famous line in the Sysyphos-episode of the 
Odyssey (Chant X I., 1 . 598.):

---- OU I ---- OU I ---- OU I ----  OU I ---- OU I ----------

s ásva a völgybe gurul le rohanva a szikla az átkos

which clearly suggests th a t “ Hom er’s verse-music not only describes the 
rolling rock but also represents its gathering speed by m aking the  relevant 
line purely dactylic, in contrast to the lines predecing and following i t ’’.27

The problem (which tends to be neglected) is the much greater abundance 
of counter-examples. In  the same Odyssey, the average num ber of spondees 
is 1 .8  in the lines describing Hermes gliding like a gull (Chant V., 11. 49 — 54.), 
whereas in a tex t of a similar lentgh (chant X X II., 11. 15 — 20.) describing 
Antonious somersaulting with his th roa t transpierced the average number 
of spondees is 1 .1 ; in o ther words: the images of smooth gliding and thrashing 
agony combine with practically identical rhythm s (in the  Greek original, 
th a t is). I  would, therefore, be much more inclined to regard the  correspondences 
of tex t and rhythm  in heroic epic poems as mere coincidences. This, however, 
is not the main point. Even supposing th a t Homer and the o ther epic poets 
d id shape verse form witli deliberate in ten t and th a t there arose experts who 
could read a meaning into these forms, a socially objective existence of that 
meaning does not follow. Objectivity of th a t  kind requires, as László Garai 
p u t it, the meaning to  “ have a real existence in the structure of supraindividual 
organisations” ;28 th a t is, the sign m ust function within an ac tiv ity  of social 
dimension. The practice of communication of the great epic form s did, on the 
other hand, certainly not perm it the audience to  follow the rhythm ic realisation 
of each and every line w ith such a concentrated attention as would turn a 
proportion of dactyls and spondees into a personal experience: the aidoses 
could hardly have recited the heroic poems a t a pace th a t would have made 
possible such an identification which would require of the recipient a qualita
tively different approach (slow reading with free associations28).

Clearly, the verse forms th a t used to  be associated w ith the  great dra
matic forms reflect much the same situation. Yet this does no t imply that 
the prosody of these great forms lacked every semantic function and indicated 
only the general “ frame of reference” of the communication. The hexameter, 
and the other forms of heroic verse, too (the French alexandrin, the Italian 
endecasillabo) suggest not just “ the celestial copy of reality” , b u t a “heroic 
reality” as well, whereas blank verse and other dramatic forms are supposed 
to  indicate “dramatic reality” . By th a t, they  not only fulfilled the  role of a 
convention specifying a  genre, bu t also guaranteed the charge of emotion and
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mood associated with the  genre; this is the fact th a t  accounts for the above- 
m entioned transformation of th e  muster of the w arriors in the Iliad.

The short forms of lyrical or epico-lyrical poetry  are not, on the other 
hand, refractory to a reception of a more intense type, especially in modern 
tim es when sung and recited  verse were relegated in to  the background by 
p o e try  on the printed page. Fourteen-line sonnets and other forms of a similar 
ex te n t give ample opportunity  for the reader to  perceive whether the rhythm  
is sounded by pure or m ixed feet and to appreciate the  resulting acoustic 
character, especially where th e  regular lilt is broken by an unexpected jolt 
in  th e  rhythm , as in the first strophe of V. László (László V .) by János Arany:

------- I о — |ч —
S ű rű  s e té t  az é j,

II —  I и  —  |l l  —
D ü h ö n g  a  déli szél,
—  V I и  —  I u  —
J ó  B u d a v á r  m agas

—  —  I и  —  I u  —
T o r n y á n  az érckakas 

u  и  I и  — I II —
C sikorog  élesen.

(D e n se  an d  d a rk  is th e  n ig h t 
A  S o u th  w ind is a-rage 
O n  go o d  B uda  F o rs t’s ta l l  
S p ire  th e  w eather cock 
U t te r s  i ts  pieroy creak.*)

Expressive changes of rh y th m  are even less characteristic of epic poetry. 
The trad itional formula of classical European epics was the hexametric line; 
the  Ind ie  epic is more diversified as to  prosody, using besides the shloka inserts 
w ritte n  in  tristubh and, more seldom, other lines as well (vanashastha, ruchira). 
These changes of rhythm  do n o t, however, have any evocative quality either; 
the  change from shloka to  tr is tu b h  and back is purely  accidental, and so is 
in th e  dialogues the heroes’ choice of this or th a t  m etre. In  quite a few cases 
unm otivated  changes occur w ith in  one and the sm a monologue of a dialogue, 
as for instance in the rhythm  of the  Snake Sacrifice in the  first book of Mahdb- 
härata: (The Book of the Beginning. Translated and  edited by J . A. B. van 
B uitenen . The Chicago U n iversity  Press. 1973. Chicago—London, p. 120.) 
The p ries t said:

T aksaka is co m in g  so o n  now , О king, a n d  he  w ill be in  y o u r pow er. 
A lready we h e a r  h is  m ig h ty  ro a r as he h isses f ro m  fe a r  !
The T h u n d e rb o lt-W ie ld e r has le t h im  go,
H e falls from  h is  la p ;  h is  body  lim p
F rom  our spells, h e  co m es w rith ing  in  th e  sk y ,
W itless, h issing h is  h a rs c h  sighs.
T hy  sacrifice, lo rd  a m o n g  kings is w ork ing  to w a rd  i t s  p ro p er end.
Now th o u  m a y e s t g r a n t  a  boon to  th e  w o rth y  b ra h m in .

* A ll th e  poem s a re  t r a n s la te d  b y  B álin t B a lk ay .
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The first two lines of the priests offering the sacrifice addressing King 
Dzhanamédzhaya are in shlokas followed by four tritubhs; the address ends 
in shlokas again (Dzhanamédzhaya replies in tristubhs and the narrative is 
resumed in shlokas).

Changes in rhythm  following changes of content, as in János Arany’s 
poem A fülemüle (The Nightingale) , are of a  different nature. The poem beings 
w ith double quartets:

H a jd a n á b a n , am ik o r m ég  4 +  4
Íg y  beszélt a  m ag y a r em ber: 4 +  4
H a  per, ú g ym ond , h a d d  legyen p e r ! 4 +  4

(W ay b ack  in  th e  o lden  d ay s  w hen 
Also spake th e  M agyar m en :
L e t a  law su it be a  law su it . . .)

bu t in describing the  song of the nightingale, the poet 
melodious septets:

M egköszönve a  n a p o t,
M elyre, ím  fe lv irra d o tt .
A  su g á r t és h a rm a to t ,
A  szellőt és illa to t;

(Singing graces fo r th e  d a y  
W hich fo r h e r h a d  d a w n ’d to d ay .
A nd th e  sun  ray s  an d  th e  dew ,
A nd th e  frag ran ce  an d  th e  breeze,)

changes to  the more

4 +  3 
4 +  3 
4 +  3 
4 +  3

im itating the trills of the bird by shorter and shorter couplets:

A zt a  p o m p á t, fén y t és sz ín t, 4 +  3
M ely dicsőség 4
— Sem m i kétség  — 4
ő  é r te  3
J ö t t  lé tre  3
C su p án  őérte , m ind  ! 4 +  3

(All th e  pom p, th e  glow  an d  sheen, 
All th e  glory
W hich — beyond  d o u b t —
W as all m ade 
J u s t  fo r her,
O nly  fo r her, all o f it!)

After the song of the  nightingale, the poem reverts to the original double 
quartets.

If  these possibilities offered by rhythm  in verse as a vehicle and modifier 
of meaning are considered from the aspect of semiotic typology, it  becomes 
fairly obvious th a t, to  use the categories of Ch. Pierce, the  poem functions 
as an iconic sign: the  melodious septets evoke the notes of b ird song by actual 
resemblence; the tercets’ “triplets”  do likewise for the trills, etc. I t  is to  be 
noted, however, th a t  this entity  of semiotic typology comprises two types of
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sem antic functions. Iván  F ónagy  states an im portan t fact when he points 
ou t th a t  “ poetic sign-transfer” , a characteristic feature of verse form also, 
can be a  vehicle of meaning n o t only in that, in the tex t, “ the sound is doubly; 
re la ted  to  the same object”  ( th a t is, the poem itself creaks w ith the weather 
cock or sings with the nightingale), bu t also by “ suggesting things th a t  have 
not been expressed verbally” .30 Fónagy himself illustrates this situation by 
exam ples th a t are non-rhythm ic (and, as such, do not belong to  the sphere 
of verse in the strict sense); b u t consider the iambs in  József K iss’s poem 
Tüzek (F ires)  instead;

—  I» | I» I» | I» Cl | ---  --- j U ----  | и
Is m e r i te k  a  v id ám  rőzse lángo t 

и о I-----1 о — I — — |l» —
S ro p o g á s á t a  v á lyog tűzhe lyen  ?
о  —  I ---  l »| l » l / |  —  —  | l »  —  | l»

A  n y í l t  a rc o k a t , a  n y á ja s  v ilág o t,
—  —  | o  —  I о  — I — —  I v  —

H ol t r é f a  és d a l ön k én t m eg te rem  Î

(H av e  y e  a ll know n th e  m erry  flam e  o f  faggots,
I t s  c ra c k lin g  in  th e  fireplace o f  c lay?

F ra n k  faces  looking in  a  jo v ia l w orld ,
W h ere  so n g  a n d  jokes so e ffo rtlessly  th r iv e ? )

The words paint an idyllically harmonic and peaceful world, bu t the pyrrhics 
and  spondees break the rhy thm  up to the point alm ost of arrhythm ia, fore
shadowing, as a musical “ device” something th a t  the  poet will only reveal 
la te r  on, notably th a t th is world had already broken up, shattered and dis
solved in  nothingness.

VI

Verse forms may, however, function in another way also (to resort 
again to  the Piercean sem iotic typology) as symbolic rather than  iconic 
signs, where the signifier and  the signified are related  only by social con
vention . R hythm  in this case does not “resemble”  the  thing it evokes; the 
tw o are linked in an associative way by a social consensus, to  which the reader 
can only  become party  by learning it.

T h a t which is being m ean t here is, as it were, the  “ luminous halo”  of 
a  specific from of historical association: verse form will often evoke in us the 
atm osphere, feelings and ideals of the world in which i t  had originated and 
flourished. This is so because the  practice of versification (and, of course, its 
theo ry  as well) changes and develops in step w ith the  evolution of literature, 
w ith  th e  change of the lite ra ry  eras and trends. I t  would be easy to  prove by 
a comprehensive analysis of poetic history th a t the stages of development 
of th e  m ethod of representation resulting in w hat we call Antique, Medieval,
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Renaissance, Baroque and Rom antic eras of literature — or, more broadly 
speaking, of art — can be characterised, besides their place in the  history 
of ideas, themes or style, in terms of their place in poetic history  as well. 
Ju s t as all the elements making up the structure of a work of a r t  constitute 
a single integrated en tity , (from the ideas th a t it  projects to  linguistic form 
and, w ithin it, to  rhythm ic form) so do the themes (traits of world view and 
life feeling) characteristic of an era in literary-social-artistic awareness inter
weave with the proper verse forms. The hexameter or the Sapphic stanza 
have become as symbolic of ancient Greek and L atin  culture as the  Corinthian 
order of architecture or the tym panum ; the sonnet and the terza rima are 
associated with Renaissance Ita ly  the same as the m otet and the  madrigal, 
whereas the characteristic forms of stress-tim ed prosody lend a  poem as 
H ungarian a “flavour” as the image of a balance well in the P uszta  or a sty 
lized tulip.

Artists often make use of the instrum ents of expression inherent therein; 
the tradition  drawn upon when devising the  form of a poem may, therefore, 
be highly characteristic either of the literary  epoch, or of a given stage in the 
evolution of an artist. When Miklós R adnóti wrote his Hetedik ecloga ( Seventh 
Eclogue) thus,

F ekszem  a  d eszkán , férgek k ö z t fogoly á lla t, a  bo lhák  
o s tro m a  m eg-m egú ju l, de a  légysereg e ln y u g o d o tt m ár.
E s te  v a n , egy  n ap p a l röv idebb , lá sd  ú jr a  a  fogság 
és egy  n a p p a l az  é le t is. A lszik a  tá b o r . A  tá j r a  
r á s ü t  a  ho ld  s fényben  a  d ró to k  ú jr a  feszülnek, 
s lá tn i  az ab lak o n  á t ,  hogy a  fegyveres őrszem ek á rn y a  
lépdel a  fa lra  ve tő d v e  az é jszaka  h an g ja i közben

(P rone  o n  th e  bo a rd s I  lie a s  a  tra p p è d e b e a s t am ong  v e rm in , 
th e  fleas  a t ta c k  anew  an d  anew  b u t  th e  a rm y  o f flies h a s  a -se ttled . 
E v en in g  ag a in , d o  you  see, c a p tiv ity ’s grow n a  d a y  sh o r te r , 
sh o r te r  a  d a y  to o  is life. A sleep is th e  lager. T he m oon is 
shedd ing  i ts  lig h t on  th e  scape : i t s  sheen  m akes th e  w ires re - ten se : 
seen th ro u g h  th e  w indow , th e  shadow s o f a rm s — la.)

i t  was unnecessary for him to state  in so m any words the ideals in the name 
of which he faced the  horrors of lager-life: everything is explained in his stead 
by the antique hexam eter recalling the birthplace of European culture. I t  
should be emphasised th a t such procedure is frequent not only in poetry, 
bu t in all branches of art. Thus, for example, when E. de Chirico in his painting 
Italian place juxtaposes the motives of the locomotive and an ancient marble 
statue, he also confronts the 20 th  century with Antiquity. Even within litera
ture, i t  is not only verse form th a t is suited for such an associative-symbolic 
function of expressing content bu t — to  remain w ithin the sphere of abstract 
forms so also is style, for example. Ju s t as the representative forms of stress- 
tim ed rhythm  m ay — as referred to  above — project a specific “ Hungarian 
flavour” , a pattern  of folk motifs, so did “ W hitman, for instance, manage to
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create  the  popular tone sui generis of his poetry no t least by drawing on the 
B ible and  on contem porary American big-city slang. In  the case of both 
B echer and Aragon, i t  was th e  vanished golden age of a national literature 
so close to  the heart of a ll (German and French classicism, respectively), 
th a t  served above all as a  basis for popularization. B recht revived the tradition  
of ancien t oppidan lore, m edieval goliardic poetry  and  the heritage of Villon 
in  his search for his own great-public voice. M ayakovsky in his tu rn  relied 
p rim arily  on the language of th e  street of the revolutionary times surrounding 
him  a n d  laying down the  new order: it  was so th a t  he intended to  let the 
people aknowledge as its own not only the content of his art, bu t also the 
m usic of his language.” 31 This language-music and  style is, of course, a “form” 
only in  its  relation to  the  m eaning of the words; examined in itself — as I 
p o in ted  i t  out in the in troduction  — it embodies a  un ity  of content and form 
ju s t as any other com ponent of a work of art.

As the clearest exam ple of the extent to which the evocative scope of 
verse form  is based on mere conventions, let us recall H ungarian stress-timed 
rh y th m . In  Hungarian public awareness — both  naive and scientific — there 
persists a  belief tha t th is ty p e  of versification is, to  quote János Arany, some
th in g  of a specifically “H ungarian  national verse mold” whose “ rights, alienable 
only to  the  detriment of th e  nation" ,32 must accordingly be asserted. This 
view  h a d  for long been com bined with then idea th a t  metric poetry — espe
cially  th e  iambic verse — is, in  fact, alien to the  H ungarian language, to  the 
H ungarian  sense of rh y th m ,33 and it was adm itted  only in the 1970s th a t 
stress-tim ed rhythm and m etric poetry in H ungarian are forms “produced 
w ith  th e  same ease and equal in  aesthetic value” .34 However, owing to  the 
backwardness of our research in comparative versification, we still possess 
no comprehensive overview of the  various system s of stress-timed metre; 
th is  prevents us from recognising th a t the Czechs, Slovaks, Finns and Estho- 
nians all use the same “ national verse mold” ; as also the  fact th a t a number 
of i ts  variants exist all over the  world, from th e  French to the Armenian, 
d iffering only in the location of word stress.35

These facts, however, do not, in themselves, refute by any means János 
H o rv a th ’s statement by  w hich the stress-timed rhy thm  which “we feel to  
be ours, we know and profess to  be Hungarian, in contrast to  every im ported 
system  of verse” occupies a  special position in our literature  — even if it  does 
no t coincide w ith-the p a tte rn s  of versification of o ther nations — simply 
because “ all Magyardom claims th is verse mold for its own” .36 The specificities 
of p o e try  in verse are objective in the social sense ra ther than  in themselves. 
In  th e  present case, th is law  applies in the sense th a t  the traditional and 
fam iliar stress-timed forms will evoke a “H ungarian flavour” , communicate 
to  a  H ungarian audience th e  contents of emotion and  mood associated w ith 
th is  specifically national form , even though the same forms do occur in other
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literatures all over the world. So long as H ungarian  public awareness considers 
stress-timed rhy thm  a distinctive national specific, the content of emotion 
and mood does objectively exist in these forms sanctioned by social usage, 
and this is not changed in the least by th e  scientific fact th a t th is  item  of 
public awareness happens to  be an illusion based upon incorrect information. 
This situation also is analogous with the rule pointed out already by  Lifshits 
th a t “ aesthetic significance is not a natu ral property of the object. I ts  m ate
riality  contains not a w hit of what is called b eau ty ” ,37 a rule which, in th e  wake 
of the argum ents of the Soviet “social school”  (especially of L. M. Stolovich) 
is being used as an axiom by most of M arxist aesthetics.

VII

The above parallel is valid also in  the  sense that, just as th is  social 
objectivity of aesthetic qualities must invariably  be interpreted in a  histori
cally and situatively concrete fashion, by which one and the same phenomenon 
may acquire objectively different aesthetic qualities in a different historical 
context or s itua tion ,38 the significative content of a verse form m ay also 
change as a function of the age and the tex tua l context. For exam ple, iambic 
verse first arose in  the 7th century B. C. as the  form of Greek sarcastic poetry 
suffusing the tex t w ith a suitable emotional colour. As time passed, however, 
it spread so wide in other genres also th a t  its comic nature (emphasised by 
a “ limping” rhythm ) was preserved in one type of iambic lines only, the 
choliamb, whereas its three-and-a-half-stress variant entrenched itself as the 
form of songs associated with the extasy of love and wine, a far cry from the 
satiric tone. Thanks to  the neo-classic strivings in poetry, these ab s trac t forms 
retained their emotional colour and abstract content up to m odern times, 
whereas another trad ition  linked alternating unrhymed four- and four-and- 
a-half-stress iambic lines — blank verse — w ith the dramatic forms of several 
centuries. The onset of a flood of iambs in  the  19th century then  devalued 
this metre to  where i t  lost all its evocative charge.

The same formula may thus carry a variety  of meanings. In  a  poem 
dating from H ungarian enlightenment, the  age of Kazinczy and Csokonai, 
the four- and four-ancl-a-half-stress iambic lines clearly recall “ Anacreontic 
verse” even if the tex t is not in th a t trad ition . In  the case of a contem porary 
poet, no such “ metric allusion” is likely and, even if it were so intended, his 
public will certainly not perceive it; th e  consensus of public awareness th a t 
used to  w arran t th a t  perception is no longer there.

Broken rhythm  is another case in  point. The conventions regulating 
the degree of coincidence of metre and rhythm ic realisation also are historically 
changeable. W hether a given handling of rhythm , tight or loose, is an evocative
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m om ent carrying some meaning or just an indifferent average and, as such, 
devoid  of any particular meaning can only be decided in function of the  con
sensus of the age. W ith József Kiss the fragm ented iamb is a conspicuous 
innovation  and hence, an expressive form m arking the content w ith a  strong 
colour, while since Lőrinc Szabó it has been the  standard form of iambic 
m etre: if the  poet intends to  be avocative today , he must follow the  basic 
form ula of the classical iamb. B ut here, even more concrete interrelationships 
m ay ta k e  a hand, namely the  handling of rh y th m  as an individual charac
te ris tic  of the poet — related dialectically to  th e  conventions of his age — and 
above all, its rhythm ic to ta lity  in the poem as a  whole. In  a poem of a  loose 
rh y th m  overall, th a t looseness may have an evocative function, bu t the  same 
could hard ly  be said of a break of rhythm  which would not deviate sufficiently 
from  th e  cadence of the rhythm ic totality . Such a  break may, on the  o ther 
hand, acquire a striking, strongly evocative character in a poem of stric t 
m etre. I n  József Kiss’s poem Fires there is a  line where rhythm  is broken up 
by th re e  pyrrhics:

—  —  I У o \ u u  \ О u \ u  -- I V
M in t m acska teszi a  m a d a r a t  űzve.
(L ike  as a  ca t chasing  a  b ird  w ould do.)

In  an o th er poem, whose rhythm ic realisation would remain within th e  usual 
lim its of poetic licence, functional analysis could point out convincingly th a t  
these pyrrh ics in the image described by the words

H id e g  v an  . . . F á z o m  . . . F riss  szenet a  tű zre  !
G y ilkos m elegét h ad d  f ú j j a  reám ,
M in t m acska  teszi a  m a d a r a t  űzve,
A k it fe lv e rt g y a n ú tla n  é js z a k á n

(’T is cold . . .  I  tre m b le  . . . F re sh  coals on  th e  fire  !
L e t i t  blow  its  m u rd ’ro u s  h e a t  on me 
L ik e  a s  a  c a t chasing  a  b ird  w ould do 
W h ich  i t  had  ro u s’d a n  u n su sp ec tin g  n ight.)

C ontribute  the impression of a cat streaking lightning-quick after the bird. 
Considering the poem as a  whole, however, th is  statem ent is, in my opinion, 
open to  challenge: its rhythm ic to ta lity  is so fragm ented th a t this one line 
can h a rd ly  have an evocative power of its own.

L a s t b u t not least, the meaning of rhythm  in verse is decisively influenced 
by the  m eaning of the verse. This does not ju st m ean th a t the highly indeter
m inate implications conveyed by the rhythm  are concretised by the  te x t 
— as was the  case in the above-cited example of A rany’s László V ., where the  
iambic cadence broken by a pyrrhic might in itself indicate any arrythm ic- 
disharm onic occurrence (a stum ble, confusion, a  bu rst of joy or pain, a scare, 
etc.) : i t  is th e  words th a t specify w ithin a very b road  range of possible meanings, 
the concrete one, the creaking of the weather cock. Clearly, apart from excep
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tional cases, whenever there is a contradiction between the meaning of the 
words and their rhythm , the concrete content of the former overrides the 
abstract content of the latter. In  László V ., e.g. if “utters its piercy creak” 
would be replaced by “ m utters its th roa ty  croak” , the pyrrhic a t th e  head of 
the  line would carry no “ message” , no meaning a t all, since a th ro a ty  m utter 
is clearly out of step with an arrythmic-disharmonic break; th a t pyrrhic would 
thus be nothing more nor less than  an accidental and irrelevant b it of poetic 
licence.

The above-mentioned exceptions arise when the meaning and the rhythm  
of the words are not just incongruent, bu t in an obvious, vigorous contrast. 
Such is the  case in R adnóti’s above-quoted Seventh Eclogue, where the  contrast 
between the image of the Lager and the form of the classical hexam eter i.s so 
accute as to  make their clash shred a flashlight upon the evocative intention. 
Instaces of this type, however, are relatively rare; much more often, the 
incongruence of words and rhythm  deprives the  verse form of its evocative 
potential, relegating it  to the function of “ tinkling frame” as e.g. a  romantic 
m otivation combined with the hexametric form in Mihály Vörosm arty’s 
Zalán futása (The Rout of Zalán);39 and m ay even produce a definitely artless 
effect as in Sándor Petőfi’s poem B ánk bán, where, as pointed out by Iván 
Fónagy ,40 the tragic theme coupled with the  dance rhythm  suggests a naive 
self-parody.

Even though in this sense I  do regard the function of the  words in 
shaping the meaning of rhythm  as fundam entally im portant, I  have the 
gravest misgivings concerning those views of poetics which tend  to  absolutise 
the  relationship between rhythm  and words. Their paradigm is a  functional 
theory, probably derived from a 19th-century English poet, G erard Manley 
H opkins ,41 and very widespread in contem porary literary scholarship ;42 the 
essence of th is concept is th a t rhyme (and, in the view of certain authors, 
even all identically structured parts of a  text) do not only fulfil a  rhythm ic 
function, bu t are also “vertical m etaphors” ; they relate the meanings of the 
words (or identically structured entities) connected by the rhymes “ mirroring 
them  in each other” . László Gáldi attem pts to  prove this thesis (which 
is, in fact, more of a declaration really) in the following way: “ On reading 
A rany’s four lines

O tt kéken  a  Z eusz-lak ta  domb ;
I t t  zölden a  n y á ja s  sziget :
F ö lö tte  lomb, a la t ta  lomb,
Á rnyas berek , zengő liget, —

(There, b luely , th e  h ill, Z eu s’ abode,
H ere, g reen ly , a  jo v ia l isle,
A  fro n d  b en ea th , a  f ro n d  above,
A sh ad y  glade, a  s ing ing  g rove . . .)

(Ősszel — A u tu m n )
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an alm ost visual association is set up in the reader’s mind — not least under 
the influence of the rhymes — between the term s frond (lomb) and hill (domb) 
on the  one hand, and isle (sziget) and grove (liget) on the other, resulting in 
a  complex impression of sorts, w ith these intertw ining rhymes im porting the 
plastic image of a  hilly and verdant, serene Greek isle with its groves. The 
poem itself is magic indeed, bu t so is especially its sonorous rhyming; the 
chime closing the rhythm ic un it gives a new radiance to  the dry, th a t is, purely 
abstract, logical meaning of the verse.” 43

In  order to  refute this idea, it  suffices to  continue the poem:

H u ll á m -m o so tt gazdag v irá n y  —
F e h é r  ju h a k  s tu lkok sereggel —
M inő k ép  ez ! . .  . J e r  O sszián,
K ödös, h o m ály o s énekeddel.

(R ich  flo w e’d m eadow s lap p ed  b y  w aves —
W h ite  ew es a n d  stee rs  in  m ig h ty  d ro v es  —
W h a t a n  im age ! . . .  Com e O ssian ,
S ing u s t h y  cloudy , m is ty  s tro p h e s  !)

If  the  “ magic of rhym e” did really set up an associative relationship 
between th e  rhyming words, then Ossian, too, should constitute a “ complex 
image” w ith  the flowery meadows, which would no t be objectionable in itself, 
b u t if his strophes were to  be associated w ith the  mighty droves of steers 
and ewes, th a t  would degenerate the stately  voice of this great poem into 
a lam poon. This, of course, is not the case a t all because the whole concept 
is unjustified.

VIII

In  summary, i t  can be sta ted  th a t even in itself, in its quality  of an 
abstract form, rhythm  in verse does have a content. This content, however,

1 . is extremely abstract, and reflects the  sensual to ta lity  of reality boiled 
down in to  the  most general abstraction of the forms of motion;

2 . th is  endows it w ith the  function of an iconic sign; in addition thereto, 
however, i t  also possesses the potential of

3. enrichting the meaning by its function as a symbolic sign with histo
rical associations.

4. R ather than  being inherent once and for all in any given form of 
rhythm , th is  meaning undergoes changes in the  course of history and probably 
also under the impact of the poet’s personality;

5. i t  is decisively influenced by the rhythm ic to ta lity  of the whole poem 
and especially by the words th a t  serve as its vehicle. The relationship between 
rhy thm  and words m ay be one of three types: the  rhythm  may underscore, 
emphasise certain motives of the  tex t; it m ay create complementary im pres
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sions not sta ted  in the words, or may enrich the  poem by a significance con
trasting  with th a t of the text.

6 . In  certain cases, however — especially in the forms of great dram a 
and epics — the function of rhythm  is ju s t to  provide a decorative fram e 
for the tex t and to  indicate, in addition, its genre, artistic intentions or th e  fact 
th a t the tex t is intended for perm anent recording thanks to itr  relevance to  
the broader public and to its general interest.

Lack of space prevents us from extending our examination on these 
statem ents to  other formal structures such as conventions of genre, modes of 
composition, the various devices for projecting proportion, harm ony vs. 
disharmony, sym m etry vs. asymmetry, stylistic and rhetoric figures, etc. 
I t  is fairly evident, however, th a t the relations of proportion, harm ony and 
sym m etry, so im portant in rhythm , are of a  sim ilar nature also in non-rhythm ic 
forms — or even non-literary ones, belonging to  other spheres of a rt; in  the 
above discussion of symbolic signs setting up historical associations, I  have 
in fact striven to  illustrate by non-literary examples the extent to  which the 
laws operative here are general, encompassing all abstract form. M any moments 
pointing th a t way are presented in István  H erm ann's analysis of the  elements 
of inner and outer form .44 I t  can thus presum ably be accepted as a  work 
hypothesis th a t — mutatis mutandis — o ther abstract forms also enrich and 
qualify the meaning of the works of a rt by  similar abstract contents.
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An Examination of Syntactic Foregrounding 
as an Approach to Poetry

H e l e n  T h o m a s

There has been a long, ongoing debate about the relationship between 
a linguistic analysis of literature and literary  criticism, and the literary  critics 
have often levelled the criticism of over-objectivisation of the te x t  and thus 
the destruction of its literary merits a t the  linguists. I t  is m y firm  belief, 
however, th a t linguistics can contribute very positively to the understanding 
of literature, in particular to the understanding of a tex t as far as its  structure 
and hierarchy are concerned, both of which are of immediate im portance in 
discussing the possible interpretations of a tex t. Moreover, by an exam ination 
of the structure of a work the linguist is in the position of being able to  highlight 
the process by which the raw m aterial is structured, and it is th is, above all, 
which creates a work of art. Not all literary  historians reject the  role of lin
guistics bu t it is usually considered secondary; Wellek and W arren in their 
‘Theory of L iterature' viewing stylistics as a  linguistic discipline say: “There 
are two possible methods of approaching such a stylistic analysis: the  first 
is to  proceed by a system atic analysis of its linguistic system and to  interpret 
its features, in term s of the aesthetic purpose of the work, as ‘to ta l meaning’. 
( . . . )  A  second, not contradictory, approach is to  study the sum of individual 
tra its  by which this system differs from comparable systems. The method 
here is th a t of contrast; we observe the deviations from normal usage, and 
try  to discover their aesthetic purpose.” 1 In  using the phrase ‘we observe 
the deviations from normal usage’ the authors are indicating precisely the 
type  of features which would be classed as foregrounding. I t  is no t simply 
deviations from normal usage th a t are called into question when considering 
the significance of a piece of literature, b u t rather which of these are to  be 
considered im portant or significant to  the  interpretation of the tex t. On this 
issue Leech concludes th a t it  is what the  reader (or a concensus of readers) 
deems significant th a t counts, this somewhat anticlimatic solution having 
a t least the advantage of being able to  teach us “the difference between the 
objectivity (at least in spirit) of linguistic analysis, and the subjectiv ity  (in the 
last resort) of critical interpretation. I t  should also teach us th a t  linguistics 
and literary criticism, in so far as they  both deal with poetic language, are
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com plem entary not com peting activities. W here th e  two meet is above all in 
the  s tu d y  of foregrounding.” 2

The term  ‘foregrounding5 is the translation of the Czech term  ‘aktuali- 
sace5, used by members of th e  Prague School structuralists, and stands in 
opposition to the term  ‘autom atization5. B y  th e  former they understood, 
“ th e  use of the devices of th e  language in such a  w ay th a t  this use itself a ttrac ts  
a tten tio n  and is perceived as uncommon, as deprived of autom atization, 
as deautom atized, such as a  live poetic m etaphor (as opposed to a lexicalised 
one, which is autom atized)55.3 Thus we can understand  autom atized elements 
of a  te x t  as those which are predictable w ithin th e  context and, therefore, to  
a certa in  extent redundant. Foregrounded elem ents, on the other hand, 
dev iate  from the norm and  are unexpected and unpredictable in the context 
in  which they occur. F o r Mukarovsky the principal means to foreground 
elem ents of the tex t is th rough  deviations, violations, and he defends such 
deviations on the grounds th a t  they are indispensable for poetry: “To criticize 
the  deviations from the  norm  of the standard as faults, especially in a period 
which, like the present, tends towards a powerful foregrounding of linguistic 
com ponents, means to  re ject poetry.554 In  contrast, Jakobson sees the main 
technique of foregrounding in  the use of highly patterned  language, p a rti
cularly  in the use of parallelism s, which he considers examples of syntagm atic 
foregrounding, whereas M ukarovskÿ’s deviations are more likely to be examples 
of paradigm atic foregrounding as, for example, th e  following deviant collo
cation; glossy dark w ind (Laurence). Since bo th  deviant and parallel struc
tu res, including repetitions, can be the means to  call the attention of the  
reader/listener to a particu la r element or unit, to  highlight it  as significant, 
i t  w ould be reasonable to  suppose that both  are means for foregrounding. 
I t  also follows tha t foregrounding may be either syntagm atic or paradigm atic 
in  origin; the former being characterised by  the  same selection being made 
in  th e  chain of language where another choice would be more expected, and 
th e  la tte r  by a choice of item  which is in contrast to  the  normal range of choices 
for th a t  position in the  chain.

The phenomenon of foregrounding m ay be found in various types of 
language: journalese, essays, jokes, especially children’s word jokes and puns, 
and  even in everyday conversation where i t  adds colour, bu t nowhere is it  
to  be found as much as in  th e  language of lite ra tu re  and above all in poetry, 
which is characterised by  ‘th e  consistency and system atic character of fore
grounding5.5 W hat is more Mukarovsky claims th a t :  “The function of poetic 
language consists in the  m axim um  foregrounding of the  utterance.55 and, in 
addition , “ In  poetic language foregrounding achieves maximum intensity  
to  th e  ex ten t of pushing communication into the  background as the objective 
of expression and of being used for its own sake; i t  is not used in the service 
of communication, bu t in  order to  place in the foreground the act of expression,

Acta Litteraria Academiae Scientiarum Hungaricae 25,1983



A n approach to poetry 93

the act of speech itself.”6 Here I should p a rt company with M ukarovsky, 
m aintaining th a t foregrounding draws a tten tion  to the language not as an 
end in itself bu t so th a t  the reader/listener will review his understanding of 
the unit in question or, in other words, he will be thus forced to  reconsider 
how he is to in terp ret a  piece of language. Thus foregrounding serves to  high
light the message of the  work of art in question and can, in my opinion, serve 
the purpose of creating new means of comm unicating i.e. of using language 
creatively.

I t  has been said th a t  in poetry there is maximum foregrounding of the 
language but it m ust be remembered th a t  foregrounding was considered as 
one p a rt of an opposition, thus something can only be foregrounded against 
the background of autom atized language; one foregrounded element is neces
sarily accompanied by  the autom atization of other elements of the  text. 
Mukafovskÿ's logic is indeed faultless when he writes that: ‘‘In addition to  the 
practical impossibility of the foregrounding of all the components, it  can also 
be pointed out th a t  simultaneous foregrounding of all the components of 
a work of poetry is unthinkable. This is Ьесаизе the foregrounding of a  com
ponent implies precisely its being placed in the  foreground; the un it in the 
foreground, however, occupies this position by comparison w ith another 
unit or units th a t  rem ain in the background. A simultaneous general fore
grounding would thus bring all the components into the same plane and so 
become a new autom atization.”7 but despite the  apparent logicality of his 
argum ent I th ink he is mistaken, having failed to  take two points in to  con
sideration. The first of these is tha t while a  foregrounded element does indeed 
imply an autom atized element, within the  framework of the poem this au to
matized element does not necessarily have to  appear. Thus we can recognize 
a deviant word order in a poem because it  does not accord with th e  norms 
of the standard language which acts as a background to the poem. At th e  same 
tim e it must not be forgotten tha t it is not sim ply th a t a poem is set up against 
the scheme of the standard  language but also up against the system  of the 
poetic language so th a t  what may appear as a deviant word order for the 
standard  language m ay not be deviant for the  norms of poetic language. 
Innovations within the  term s of the poetic system  will a t the same tim e be 
innovations within the  term s of the standard  language and will, in all proba
bility, be perceived by the  reader аз deviant against the standard ra ther than 
against poetic language. According to Leech, “ The unique creative innovations 
of poetry, not the routine deviations, are w hat we must chiefly have in mind 
in this discussion of foregrounding” .8 The second point Mukafovsky over
looked is th a t there are several different linguistic means to  foreground 
elements: phonological, semantic, syntactic etc. and different elem ents of 
a poem may be foregrounded in different ways so th a t one unit m ay be syn
tactically foregrounded, the following one phonologically, for instance, and

Acta Litteraria Academiae Scientiarum Hungaricae 25,1983



94 Thom as, H .

th is irregularity  in the means prevents everything being brought into the  same 
plane an d  thus forming a new autom atization. W ith these factors in m ind it 
is n o t impossible to envisage a  poem in which all the components have been 
foregrounded and the very economic nature of poetic expression demands th a t  
th e  language be infused w ith as much significance as possible.

P oetry , then, offers an ideal environm ent for a study of foregrounding 
providing, as it does, the potential of m axim um  foregrounding. There are, 
however, two aspects to the  foregrounded language of poetry which need to  
be raised . Poetic language is foregrounded sim ply by its being poetry  and 
no t a n y  o ther kind of language, being distinguished from other forms of literary  
language as prose in novels and  short stories, and  drama. As such, i t  is subject 
to  ce rta in  schemes and forms. W ithin the  sonnet, for example, particu lar 
rhym ing  patterns are expected, a set num ber of lines, and fulfilling these 
c riteria  cannot be considered as foregrounding in itself. This is w hat Leech 
calls th e  ‘phenomenon of defeated expectancy in  verse’ th a t is verse prosody 
does n o t ac t as foregrounding w ithin the poem, b u t “ a failure of the predicted 
prosodic foregrounding to  materialize constitutes a deviation from the  second
ary , o r tex tua l norm” .9 Our concern here is w ith w hat Leech calls the deviation 
from  th e  secondary norm. The other point, closely related to the first, concerns 
the  m otivation  of apparently foregrounded elements and particularly affects 
sy n tac tic  foregrounding. W ithin a poem a m etre or rhyming pattern  m ay have 
been se t up which the poet sees fit to  m aintain throughout the poem and this 
m igh t m otivate say, a change in word order th a t  would then be considered 
as dev ian t, and, as a result, foregrounded. This would not in fact constitu te 
tru e  foregrounding. Obviously this notion of m otivation is going to  present 
difficulties since it will not always be easy to  judge whether a deviant elem ent 
is m o tivated  by formal considerations or w hether it  is a genuine exam ple of 
foregrounding. Furtherm ore it  is not inconceivable th a t  an example of deviation 
be b o th  m otivated and a tru e  example of foregrounding. In  the final analysis 
the  decision will be a subjective one, based perhaps on some notion such as 
the  H allidayan  'scale of delicacy’.

T he types of foregrounding, deviations and  parallelisms associated with 
the  paradigm atic and syntagm atic planes of language, respectively, m ay be 
effected by  different linguistic means: each of the  different linguistic levels 
provides potential for foregrounding and each level forms a subtype of fore
grounding. At the phonological level alliteration, syntagmatic foregrounding, 
is a  device which serves to  foreground elem ents in the text. In  Coleridge’s 
“ th e  furrow  followed free” th e  choice of the  in itia l (f) phoneme on th ree con
secutive stressed syllables dem onstrates repetition  in a situation where varia
tio n  w ould be more predictable. I t  has already been pointed out th a t  rhym e 
in itse lf does not constitute foregrounding unless the rhyming scheme is 
unexpectedly  broken. In  the  English sonnet the  final couplet could, however be

Acta Litteraria Academiae Scientiarum Hungaricae 25,1983



A n  approach to poetry 95

considered a case of foregrounding since the ABABCDCDEFEF rhyming 
pattern  is broken by the  final GG rhyme.

Logically the next level would be the  morphological bu t th is seems to 
offer the least potential for foregrounding, apart perhaps from poetic mor
phemes such as ‘dost’ which is hardly prim ary foregrounding since i t  belongs 
to  poetic language.

A much richer source of foregrounding, both paradigmatic and  syntag- 
matic, is the semantic level, and not only is i t  more fruitful bu t more accessible 
since semantic elements are those most easily perceived by the non-specialist 
reader. Many of the trad itional figures of speech for example: metonymy, 
simile, oxymoron and zeugma belong to this level. An instance of oxymoron 
would be:

F a ir  G reece ! sad  relic o f d e p a rte d  W o rth  !
Im m o rta l, th o u g h  no  m ore, th o u g h  fallen , g re a t (B yron)

where ‘immortal’ is set up against an antonym ie expression ‘no m ore’ thus 
calling attention to itself, or in other words being foregrounded and  causing 
the reader to reexamine the notion of im m ortality. There are, in addition, 
a t the semantic level a whole series of deviant collocations which can be loosely 
called metaphor and which can be analysed as violations of the Chomskian 
selection restriction and sub-categorization rules. Examples of the  latter 
abound in e.e. cummings, for instance, ‘he danced his did’ or ‘me up  a t  does’; 
examples of the former; ‘terrified vague fingers’ (Yeats), ’the dreamcrossed 
tw ilight’ (Eliot).

To tu rn  now to the  final type of foregrounding: syntactic. In  any dis
cussion of syntax the concern is with the relationship between the  units of 
a  stretch of language, th is stretch  of language usually being the  sentence. 
In  poetry, however, particularly  in the tw entieth  century, it is questionable 
whether there are any sentences; like spoken language the units of poetry 
are not so easily defined. I t  seems to me th a t  there are two non-svntactic 
devices which enable us to  recognize the units of a poem, both of which may, 
in their turn, be used for foregrounding: punctuation and typography. Of these 
two devices punctuation is the more obvious since one of the means by which 
a  sentence is recognized is by  the capital letter with which it begins and the 
full stop which marks its end. Simple though this may seem it is surprising 
how often punctuation is neglected in a discussion of the units and structure 
of a tex t. When we come to examine the poem chosen for exemplification we 
shall see th a t punctuation is used in quite a  different way to how it is used 
in non-poetic writing. Punctuation in itself, is not enough to  allow us to 
recognize the units of a poem and so typography must also be taken  into 
account. Typography is simply to  be understood as the way in which the  poem 
is printed on the page.10 Typography may be used to highlight the  units of 
the  poem; traditionally regular verse structure would also be m arked by
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typography  as well as by  o ther means — punctuation  and syntax. Thus typo
g rap h y  foregrounds by  m arking a unit off as such, to  be set against other 
u n its  of the text. Typography may then be used to  m ark visually a  un it th a t 
is a lready  apparent from  a  simple reading of th e  tex t or it  m ay be used to 
distinguish  the units which are otherwise not clear.

Once the units have been established th e  relationship between these 
u n its  can be examined w ith  reference to foregrounding. Syntactic foreground
ing m ay  be achieved by  parallelism s or by deviations; into the second category 
fall deviations through w ord order, inversions etc. and ellipsis or deletion. 
W ord  orders which deviate from  the standard  are a common feature of poetic 
language but such deviations do not always represent a foregrounding since 
th ey  are often m otivated by  considerations of m etre and rhyme, a fact which 
com plicates somewhat the  discussion of foregrounding on the basis of word 
order. Dillon11 lists the  following kinds of dev ian t word order: N P fronting, 
w hich he equates w ith topicalization; left dislocation; P P  fronting, which is 
sim ilar to  NP fronting and  Adjective Phrase Preposing.12 Although common 
deviations in poetry these would mostly appear to  serve to  foreground the 
fron ted  elements in the  dev ian t word order. In  th e  case of ellipsis/deletion the 
whole phrase is brought in to  the fore for reexam ination.13

As for parallelisms these may be the repetition  of the structure using 
different lexical items, e.g.

T he seed s  y e  sow  — an o th e r re ap s ,
T he ro b e s  y e  w eave — a n o th e r  w ears ,
T he a rm s  y e  forgo  — a n o th e r b ea rs . (Shelley)

In  th is  way the lexical item s which might otherwise be divergent become 
convergent by being set w ith in  the same syntactic  environment. A second 
ty p e  of parallel structure  is the literary figure of ‘chiasmus’ in which the 
s tru c tu re  is reversed as in,

D ow n  d ro p p e d  th e  breeze,
T he sa ils  d ro p p e d  dow n. (C oleridge)

Again through the parallel setting  the reader is forced to  interpret the elements 
together and to relate them  when he might no t otherwise have done so. This 
su rvey  of syntactic m ethods of foregrounding is not complete bu t merely 
gives an indication of the  ty p e  of structures th a t  enter into the discussion.

In  attem pting any  syntactic  analysis i t  is necessary, first of all, to  isolate 
the  un its  which function as some kind of syntactic  whole — this unit usually 
being the  sentence. In  T. S. E lio t’s poem M arinau  i t  is possible to  look a t the 
no tion  of unit a t two levels either a t the level of the poem as a whole i.e. 
th e  u n it of examination will be the whole ra th e r th an  the whole divided into 
sm aller units which is the  second level of un it. I  propose to deal w ith both
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these levels starting  with the smaller unit which requires some delineation. 
From  a typographical perspective the poem appears to consist of five units 
which might be considered as verses although they are irregular in  length. 
Typography in itself, however, does not appear to  provide an adequate  cri
terion for establishing units on its own since units thus established do not all 
seem to have a unifying element; this is apparent in the case of th e  fourth 
‘typographic' unit. I t  was noted earlier th a t  punctuation often plays a  role 
in  defining units, in particular, the full stop. Full stops coincide w ith  the  end 
of the first, fourth and fifth units th a t could be distinguished on typological 
grounds, but, in addition, there are another six full stops, all of which occur 
in  the long fourth unit. If the fullstop alone were used as the  criteria  for 
establishing the unit there would be a to ta l of nine, but when try ing , for 
example to define the sentence one of the aspects th a t is often considered is 
whether it constitutes some kind of whole as far as its meaning is concerned. 
However difficult th is is to  define in any adequate sense it is, nonetheless, 
a  widely felt in tuition and not to  be completely ignored; language, a fter all, 
is more than the sum of its formal aspects. Thus by recognizing th e  meaning 
and  by considering the  formal aspects M arina  can be thought of in  six units 
(see poem). The internal un ity  which seems to  mark off the fourth paragraph 
will become clear later. The relationship between the units a t the second level, 
and  the unit of the  whole poem can perhaps be considered som ething like the 
relationship between the sentences of a paragraph and the paragraph  as a 
whole in prose writing w ith the major difference th a t the paragraph is a unit 
which is difficult to  define whereas the un it of the poem as a whole is complete 
in itself.

One of the devices th a t secures the un ity  of these elements is parallelism, 
which Jakobson considers one of the m ain methods of syntagm atic fore
grounding. Parallelism  recurs throughout M arina, thus acting as a  formal 
them e, and is of different kinds, a fact which prevents any kind of new auto
m atization being set up, foregrounding being retained over the whole poem. 
In  the first and sixth units parallelism is to  be found in the repetition  of 
‘w hat’ -f  NP where the ‘w hat’ could be interpreted either as exclam atory 
or as an interrogative pronoun the lack of punctuation marks — an exclam ation 
m ark or a question mark, respectively — leaving the in terp reta tion  open. 
The whole of the first and also the sixth un it demonstrate a further parallelism 
in  th a t the sixth un it is a modified version of the first and together they 
form a frame to  the poem in both form and content. The second u n it consists 
of the repetition of the same structure, namely Those defining relative 
clause -f- Appositive Nominal-ing Clause.15 The typography emphasises the 
parallel structures and the whole unit is reminiscent of the language of the 
psalms. The th ird  unit shows the least parallelism having only a  partial 
chiasmus: V -f- prep, phrase — prep, phrase -f- V i. e. reduced by  a  wind —
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by th is grace dissolved. The parallelism of the  fourth  unit is characterized 
by  a  duality  which, in the  first three lines, is based on comparison and in  the  
first tw o lines this com parison is antithetical — ‘less clear and clearer’ ‘less 
strong and stronger’. The antithesis which would be expected in the th ird  
line on th e  pattern  of the  first two is lacking and  the comparison is thus 
’fu rther’ foregrounded. In  the  fourth line the  d ua lity  takes — the following 
pa ttern :

NP — and — N P  — prep. — N P  — and — NP.

D uality  again plays a role in the  parallelism of th e  fifth unit, which focusses 
on the  first, fourth, seventh and tenth  lines all of which are made up of two 
parallel structures. Line 1 of the unit consists of two subject complements 
which are both current a ttribu tes; line four also consists of two subject comple
m ents b u t here they are bo th  resulting a ttribu tes. In  line seven there are two 
N P  +  V P ’-s and the parallelism  of the ten th  line is formed by N P =  prep, 
phrase both  of which are the  object of the verb ‘resign’. The increased complex
ity  of these dual structures is accompanied by  an  increase in the num ber of 
elements in the following lines which increases from  two to  four main elements, 
e.g. T  made this, I  have forgotten’ =  2 elem ents vs. ‘This form, this face, 
this life’ =  3 elements. The structural parallelism  and duality is reinforced 
by the  semantic aspect. Lines one, four and seven each describe some p a rt 
of a  ship — bowsprit, rigging, canvas, garboard strake, seams/caulking — and 
as line 10 is also part of the  parallel structure of th is  un it then some semantic 
link would be expected between this line and th e  other three. In  the ten th  
line the  poet talks of his life, and on the basis of th e  structural foregrounding 
the ship can be in terpreted  as the  poet’s life and the  whole poem is about the  
journey through life seen in term s of a voyage in  a  ship. The duality of the  
structu re  effects a rhy thm  which may be felt as th e  ebb and flow of waves.

I t  is not only parallelism  th a t is im portant in  th is discussion of syntactic 
foregrounding in M arina, b u t there are also exam ples of what might be con
sidered paradigm atic foregrounding which depend rather on some kind of 
deviation than  on sim ilarity. A noticeable aspect of ‘Marina’ is the verbs 
which are relatively few in num ber — 28 in all — and of these only 15 can be 
considered full finite verbs. The time specification of these finite verbs is not 
given in  a single case. According to Crystal16 there  is a 70% co-occurrence 
between adverbs and verbs where the adverbs serve to  specify the time perspec
tive of finite verbs whose tenses are ambiguous in  th a t  they can be used of 
more th an  one time. This lack of specification m akes the whole poem indefinite 
in  tim e and only the th ree tim e spheres can be recognized: the past, 4 occur
rences; future, 1 occurrence; and present/stative, 10 occurrences. The alm ost 
equal num ber of non-finite verb forms (participles and infinitives) reinforce 
the timelessness of the  struc tu re  which provides form al backing to:
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“Living to  live in a world of time beyond me” ; and thus the deviant 
structure leads into the  interpretation of the  poem. An im portant device 
th a t  can contribute to  the  ordering of a syntactic un it is the conjunction since 
i t  relates one part of the  un it to  other parts. I t  is significant th a t in ‘M arina’ 
the  only conjunction to  be used is ’and’; moreover its use may be described 
as ‘pure’ since there are no qualifying adverbials to  specify its interpretation.17 
This results in the different parts of the un it being piled up on each other 
w ithout any hierarchy. The various images are thus felt as hanging without 
order in the poet’s mind, simply rolling over him  as waves.

To the use of conjunctions in building up a  coherent hierarchy can also 
be added the use of relatives which are again few in M arina, being restricted 
to  ‘who’ in the four parallel structures of un it tw o and ‘where’ in the fourth 
unit. The lack of relatives means tha t there are no coherent relationships 
between the elements of th e  poem indicating th e  nebulous nature of the world 
the  poet is voyaging through with its lack of fixed points th a t he can relate to. 
Here it is the lack of certain devices tha t serves to  foreground and force the 
reader to review his interpretation of the language rather than the repetition 
encouraging this reviewing.

W ithin the framework of ordinary language deixis has the function of 
relating the language to  the  external reality and m aking the stretch of language 
meaningful in the fullest sense of the word. Deixis in a poem is not so easily 
understood, since they  relate rather infrequently to  specific places, tim e and 
events. In M arina the  demonstratives, this, th a t  and those appear as deictics 
as well as the personal pronouns I, me and my. The personal pronouns, those 
and th a t do not cause any problem as far as in terpreta tion  is concerned but 
‘th is’ is foregrounded, occurring 8 times in all w ithout any specific referent. 
I t  has already been m entioned tha t the poem presents a world in which only 
the  broadest param eters function as points th a t  can be related to, and the use 
of ‘this’ would reinforce these broad categories as there is only a distinction 
of what is near and im m ediate to the poet and  th a t  which is not; there is no 
scale of delicacy here. I t  is also significant th a t  the  use of ‘this’ occurs in the 
later units: once in un it 3, once in unit 4 and  five tim es in unit five which 
appears to  represent the  movement of the poet towards finding his own self.

Above the units were considered as struc tu ra l wholes without reference 
to  their interpretation. They were said to be related  to  each other rather like 
the  sentences of a paragraph. Ju st as the sentences of a paragraph cannot 
be considered w ithout reference to their in terp reta tion  so must the units of 
the poem be considered w ith reference to th e ir interpretation. The first and 
sixth units of the poem provide a frame in which the poet is faced by images 
th a t  seem to belong both to  the past, ‘what images re tu rn ’, and to  the future 
‘towards my tim bers’. They are timeless as the  use of the verbs suggests. 
The second unit represents the images of the  past which the timeless images
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have ‘dissolved’ in the th ird  un it. (The relationship between the  first and  third 
un its  is semantic: ‘scent of p ine’ becomes ‘breath of pine’ and repetition of 
‘fog’.) In  the fourth unit the  poet is faced by what is present to  him yet 
seems, a t  the same tim e, to  elude him — hence the antithesis — an d  in the 
fifth  u n it he appears to be try ing  to come to  terms with his life in the  concrete 
im age of the  ship which is th en  to  be projected towards the fu ture in to  which 
he aw akens with new hopes.

The interpretation which is suggested on the basis of th is analysis of 
sy n tac tic  foregrounding is by  no means exhaustive nor is it  thought of as the 
only possible interpretation of the poem Marina. To examine m erely the 
s tru c tu re  would be a m istaken approach to  poetry for the struc tu re  is often 
reinforced by other elements — metre, semantics — and it m ay also be the 
case th a t  one type of foregrounding plays a greater role in some poe try  than 
in  o thers. Nevertheless, poetry  is highly structured language and i t  seems 
beyond doubt tha t an exam ination of this structure can a t least offer one way 
in to  th e  understanding and in terp reta tion  of th a t language.

M a rin a

W h a t  seas w hat shores w h a t g re y  rooks a n d  w h a t islands 
W h a t  w ater lapp ing  th e  b ow
A n d  scen t of p ine an d  th e  w o o d th ru sh  sing ing  th ro u g h  th e  fog 
W h a t  im ages re tu rn
0  m y  daugh ter.

T h o se  w ho sharpen  th e  to o th  o f th e  dog, m ean ing  
D e a th
T h o se  w ho g litte r w ith  th e  g lo ry  of th e  hum m ingb ird , m eaning  
D e a th
T h o se  w ho sit in  th e  eye  of c o n te n tm e n t, m ean ing  
D e a th
T h o se  w ho suffer th e  e c s ta sy  o f th e  an itna ls , m eaning  
D e a th

A re  becom e u n su b s tan tia l, re d u c e d  b y  a  w ind,
A  b re a th  of pine, an d  th e  w oodsong  fog 
B y  th is  grace dissolved in  p lace

W h a t  is th is  face, less c lea r a n d  clearer 
T h e  pu lse  in  th e  arm , less s tro n g  a n d  s tro n g e r —
G iv e n  o r len t ? m ore d is ta n t  th a n  s ta rs  an d  n ea re r th a n  th e  eye 
W h isp e rs  and  sm all la u g h te r  b e tw een  leaves a n d  h u rry in g  fee t 
U n d e r  sleep, w here all th e  w a te rs  m eet.

B o w sp rit cracked w ith  ice a n d  p a in t  c racked  w ith  h ea t.
1 m a d e  th is , I  h ave  fo rg o tte n  
A n d  rem em ber.
T h e  rigging w eak an d  th e  c a n v a s  ro t te n  
B e tw e e n  one Ju n e  and  a n o th e r  S ep tem ber.
M ad e  th is  unknow ing, h a lf  conscious, unknow n , m y  own.
T h e  garboard  s trak e  leaks, th e  seam s need  caulking.
T h is  fo rm , th is  face, th is  life
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Living to live in a world of time beyond me; let me 
Resign my life for this life, my speech for that unspoken,
The awakened, lips parted, the hope, the new ships.

What seas what shores what granite islands towards my timbers 
And woodthrush calling through the fog 
My daughter.

N O T E S

1 W ellek, R . — W a rre n , A .: The Theory of Literature. 1949, p . 180.
2 Leech, G. N .: A  L in g u is tic  G uide to E nglish  Poetry. L ongm an  1969, p . 60.
3 H av rb n ek , B. in  G arv in , P . L . : A  Prague School Reader on E sthetics, Literary  

S tructure and Style. W a sh in g to n  1958, p . 19.
* M ukafovsky  in  G a rv in , op. c it. p . 22.
8 Leech, G. N . in  F ow ler, R .:  E ssays on S ty le  and  Language. L o n d o n  1966, p . 144.
8 M ukafovsky  in  op . c it. p . 19.
7 Ib id .
8 Leech, G . N . : A  L ingu istic  Guide . . . op. c it. p . 57.
* Leech, G. N . in  F ow ler, op. c it. p . 145.

10 Cf. th e  ex ag g e ra ted  use  of th is  in  A pollinaire w ho w rite s  poem s in , say , spiral 
fo rm , o r C. F . M eyer’s D er Röm ische B runnen  w hich som e c ritic s  claim  is p r in te d  in  the  
sh ap e  of a  fou n ta in .

11 D illon, G. L . in  C hing, H aley  an d  L unsfo rd  L ingu istic  Perspectives on Literature. 
E d . by  1980. p . 213 — 233.

12 e.g. A nd o v er all a  b lacke  sto le  shee d id  th ro w , P P ;  V ain  is h e r  w ish , A d j. P h r. 
p re p .;  As being th e  c o n tra ry  to  h is high w ill/W hom  we resist, L e f t disloc.

13 O m ission o f th e  co p u la  is, how ever, to  be excluded  here  since i t  is su ch  a  com m on 
ph en o m en o n  th a t  i t  can  no  longer be considered a  m ean s of fo reg ro u n d in g ; eg. “ there  
(L ies m y  A m y d ead  in  c h ild b ir th , d ead  th e  m other) d ead  th e  ch ild .”  T en n y so n .

14 E lio t’s T. S. M a r in a  w as chosen fo r a  n u m b er o f reasons: i t  is a  tw e n tie th  cen tu ry  
p o em  and  th u s  th e re  a re  no  p ro b lem s of com paring  th e  language of th e  poem  to  a  d ifferen t 
s ta n d a rd  as w ould be  th e  case w ith  an  e ig h teen th  o r  n in e te e n th  c e n tu ry  po em ; the 
p ro b lem  of m o tiv a tio n  fro m  a  rh y m in g  schem e does n o t need to  be ta c k le d  e ith e r; the 
poem  is n o t to o  sh o r t fo r  th e  u n its  to  be too  sh o r t to  com pare , n e ith e r is i t  to o  long w hich 
m ig h t m ake i t  un m an ag eab le . A w idely stud ied  p o e t also  seem s m ore a p p ro p r ia te  th a n  a 
lesser know n one.

18 Q uirk, R ., G reen b aam , S.: A  U niversity G ram m ar of E nglish . 1973. All te rm s 
a re  from  Quirk.

18 C rystal, D .: Specifica tions a n d  E nglish  T enses. “ Jo u rn a l o f L in g u is tic s”  2/1,
1966.

17 Q uirk, R .:  op. c it.
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On the Ontological Aspects of 
the Genre of the Drama

T am ás B é c sy

In  his work entitled On the Ontology of Social Existence (Zur Ontologie 
gesellschaftlichen Seins)  George Lukács insists th a t  all th a t exists can only 
exist as and in  a complex to tality .

This basically ontological fact has also been referred to  by the epistemo
logical investigation of the works of art.

Epistemologically, all works are reflections in the naturally  rich sense 
of the word. Epistemological aesthetics has also defined what exactly a work 
of a rt reflects: an object delimited from the to ta lity  of objective reality and 
the a rtis t’s a ttitude  — not a t all abritrary  or purely subjective — to it, and 
in this relationship the generic consciousness also manifests itself. The subjec
tiv ity  of the artist — developed within the to ta lity  of his human personality — 
transform s the objects and objectivities of objective reality, together with 
the essential social trends,.etc. and his attitude to  them  (and the hum an essence 
and degree of consciousness manifested in it) into an object; this is the funda
mental condition for the artistic creation to  appear as a un ity  of subject 
and object.

The objects, objectivities, trends, etc. of objective reality constitute and 
exist in a  constantly changing process; from the  point-like series of works 
of a rt there emerges the continuous development of reflected reality and of 
the hum an consciousness. In  this sense, literary  history examines how the 
works of a rt reflect the changing socio-historical objectivities, trends, etc., 
and w hat are the adequate means of expression. Thus the  analysis of literary 
history also indicates the complex to ta lity  in  which works of a rt exist and the 
way they  do so.

W orks of a rt are not autotelic; they strive to  produce a certain impact 
in the receiver. Epistemological aesthetics has exam ined this question fairly 
thoroughly.

T hat which in the epistemological sense are reflection and reflected image 
is ontologically a  specific being whose existence differs both from th a t of the 
subject and th a t of the addressee of the reflection. General aesthetics and its 
branches together with the theory of literature and various concrete analyses
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have all contributed to  the  understanding of this type of existence, i.e. the 
existence of the work of a r t  as a  complex to tality .

The most im portant result of these investigations in this respect is the 
fac t th a t  literary creations are all stratified. Among other things these stra ta  
m ight be the factors th a t m ake it possible for a work of a rt to  exist as a complex 
to ta lity .

The beings evolve in th e  process of ontological genesis and this gives rise 
to  th e  stra ta . Thus the s tra ta  no t only construct the existence of a given being, 
b u t also determine its qualities and nature. The existence of a being is to  be 
understood from the natu re  of the stra ta  constituting it. A being developed 
in  th e  course of ontological genesis exists in a further process: history. (Of 
course, ontological genesis itself is also embedded in historical processes, and 
takes place within them.) Ontological genesis makes the  being exist as a com
plex to ta lity ; its existence in  history, on the other hand, means existence in  
com plex totality.

An investigation of th e  ontological genesis of works of a rt will focus 
on th e  objects, and especially the  objectivities, of the fundam ental stratum ,
i.e. social existence — on their qualities which determine the conditions 
and  potentialities of the  form ation of a work of a rt and its s tra ta , and on 
the  new laws and relations th a t  create and determine the  existence of the 
w ork of art.

The ontological genesis of works of a rt starts from, and proceeds in, the 
unified  Object-Subject relation. Here we should point out th a t  ontological 
genesis does not coincide w ith  the  writer’s psychological or creative processes 
and  especially not w ith the  “ tim e-table” or the successive stages of these.

The contents of the Object may be the most various phenomena of life 
whose interrelationships are th e  vehicles of the trends of the  socio-historical 
age, its  human essence, its relation to  generic forces, etc. (We shall return to 
th is  p o in t later.) The other side, th a t of the Subject, comprises of the human 
existence of the artist all th a t  is required or necessary for the  creation of his 
w ork.1 Of course the contents of the Subject include not only individual, but 
general features and m om entum s as well, such as the a ttitude  to  the object 
in  question which determines to  a great extent the branch of a rt in which the 
work will be realized.

According to Lukács, th e  ontological genesis of labour provides a good 
model for ontological genesis in  general as related to  the forms of the activities 
of social existence. And th a t  model necessarily includes hum an teleology. 
The target-im age is, in th is case, a  special individual creation whose realization 
requires th a t  the artist make a lternative choices of m aterial and means. There
fore, tw o complex units m ust be taken into account. The one is the Object- 
Subject relation, its complete and  always concrete content; the o ther is the 
would-be artistic creation, the  outcome of a practical activ ity  putting  to use
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various materials and means. The first exists in the  inner psychological world 
of the artist (determ ined by objective social forces and his own subjective 
totality), i.e. in prim ary social reality. The special formation in the inner 
world of the a rtis t — a unity  of Object and Subject imbued with artistic 
teleology — is a  construction th a t provides a  concrete and direct foundation 
for the work of a rt. All the laws at work in ontological genesis eventually 
serve a sole aim: namely th a t  the entirety of th is special formation be trans
formed into a  work of a rt in which it may exist in the  dialectical process of 
elimination-preservation.

In his above-m entioned work Lukács insists th a t  “ there is no being th a t 
is not rooted existentially, in one way or another, in inorganic nature” .2 
Even if works of a rt as such are not essentially and directly rooted in inorganic 
Nature, inorganic m atter is indispensable for their existence. W ithout inorganic 
m atter there can be no works of art only form ations confined to the inner 
world of the artist. Inorganic m atter should be distinguished from the materials 
of the homogeneous medium; the former are called concrete materials. Such 
conrete m aterials are the canvas and paint in painting, the human vocal cords 
or the musical instrum ents in music, paper and printing ink in literature or 
the human body in theatrical art. These are the m aterials th a t grant the works 
of a rt belonging to  the  various branches their objective existence and (literature 
apart) they also influence their existence as works of a rt to a considerable 
extent. Before discussing this problem, however, let us have a look a t the 
other type of m atter, the homogeneous medium.

As is well-known, Lukács discusses in detail the concept of the homo
geneous medium in Die Eigenart des Ästhetischen. The homogeneous media 
are abstract levels where both artistic and scientific reflection is realized. 
The homogeneous artistic media are clear visibility and clear audibility. The 
heterogeneous objects, objectivities, processes, relations, etc. of reality can 
only be reflected through clear visibility or clear audibility. This also means 
th a t  nothing can be perceived of a painting, for instance, (as a work of art) 
— be it motion, object, mood, grotesqueness, etc. — th a t  is not visible or has 
no visible sign; sim ilarly, in the case of music, nothing can be perceived th a t is 
not audible. In  literature, it  is inner visibility and audibility th a t count.

In  our opinion, both clear visibility and clear audibility (together with 
inner sight and hearing) are realized through specific materials in the various 
branches of art, namely the materials of the homogeneous medium. These are: 
line, colour and shape in plastic arts, musical sound in music, word in literature, 
situations created by the  human body in the bodyly arts. This also means 
th a t  only th a t can be presented in a painting which is translated into lines, 
colours and forms (or into musical sound if it is music, words if it is literature, 
situations created through the human body in theatrical art, etc.). Of course, 
the materials of the  homogeneous media cannot function in works of art
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unless organized into systems. Thus, in the final reckoning, i t  is no t the  m ate
rials themselves, but their organized systems th a t provide the  homogeneous- 
m edium  materials of artistic works. These materials and systems participate 
in th e  “ life”  of works as works of a r t  as their indispensable, essential and 
fundam ental constituents.

W ith  the exception of litera tu re , a special relationship exists between 
th e  concrete material and the  m aterials and systems of the  homogeneous 
m edia. In  fact, these la tte r are created  by the concrete materials. Line, colour 
and  form  manifest themselves in and  through concrete m aterials such as 
g raph ite , oil-paint, water-colour, etc. The concrete materials of the  musical 
sound are  the  human vocal cords or the  artificial musical instrum ents (violin, 
piano, horn , etc.). For the situations created by the human body the  material 
is th e  hum an body itself, male or female, tall, fat, thin-voiced, antipathetic, 
etc. I t  is evident th a t the concrete m aterial determines to  a great extent 
— a lthough  not a t all solely — the  work-of-art quality of the  products of the 
various artistic  branches. Owing to  them  a work whose lines, colours and 
form s are  realized in water-colour will be a different work of a rt th an  th a t 
which is in  oil-paint; similarly, musical pieces are different if their homogeneous 
m edia are  realized through different concrete materials — hum an voice, piano, 
violin, etc. The human body, i.e. th e  body of the artist affects th e  artistic 
p roduct in  a slightly different way: a short and stum py Don Quijote is as 
inconceivable as a similar H am let or Antigone would be. (We cannot, at 
p resent, discuss the reasons w hy theatrical art differs in th is respect from 
the  o th e r branches.)

T he concrete material of a  literary  work does not affect its work-of-art 
qua lity ; i t  is perfectly irrelevant w hether the words (or their system , the 
language) are printed, typed  or handw ritten in ink.

T he content of the un ity  of the  objective and the subjective cannot be 
constructed  from, or com m unicated through any of the possible m aterials or 
any  of th e  homogeneous media of the  branches of art. This content (its struc
tu re , character, nature, objects and objectivities together with the artistic 
teleology built upon them) restricts very strictly the range of possible and 
adequate  homogeneous media (and the materials or systems of materials) 
th a t  allow  th a t very content to  come through as a work of art. Thus the  alter
na tive  decisions of the artist concerning his means refer, in the final analysis, 
to  th e  m aterials of the homogeneous medium necessary or adequate for the 
construction of a given work of art.

T he object of the w riter is called into existence by the word and the 
language. The first step for the  above-mentioned formation to  be expressed 
as a  w ork of a rt is the establishm ent of a reflexive relation between the  Object- 
Subject content and the language of a r t  of the given age. By th a t  the formation 
is transform ed into content existing in the system of the artistic language.
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This also means th a t the heterogeneous processes, objects, objectivities, etc. 
of the  phenomena of prim ary reality are homogenized if and when th ey  enter 
into a reflexive relation with and in the  system  of language. I t  is essential 
th a t the  fundam ental stratum  (an ontological stratum  independent of the 
genre) is homogeneous from the very beginning, since it is created only after 
the reflexive relation of the object and an a ttitude  to  it  on the  one hand, 
and the  language of a rt on the other, had been established. Thus the  founding 
s tra tum  of the work of a rt is th a t form ation which results from the  Object- 
Subject unity, an a ttitude  to  it and a reflexive relation established between 
these two factors and the language of a rt. Being homogenized, th is formation 
is actually  a specific content created and form ulated in the inner world of the 
a rtis t and thus it is also part of prim ary reality.

All reflexive relation contains a preponderant element which triggers 
off the dialectic of the formation; in its absence the formation would remain 
static , it  could neither develop nor evolve. I t  is in the subsequent phase of 
ontological genesis th a t one of the w riter’s three possible a ttitudes — lyrical, 
dram atic or epic — becomes dominant. The formation of the work of a rt 
begins with the process in which the laws of one of the three possible attitudes 
develop and bring to  light (out of the complex content m entioned above) 
the possibilities inherent in it. In  other words: the relevant laws exist in the 
form ation as conditions and possibilities.

The unfolding of the conditions and possibilities on the one hand, and 
the laws on the other, creates the world of the natura naturans in lyrical 
poetry and th a t of the natura naturata in the  drama.

As is well-known, the two (natura naturans and natura naturata) are 
distinguished prim arily by the “position”  of their respective objects: natura 
naturans requires th a t the object be in the  inner world of the a rtis t, whereas 
th a t of natura naturata is in objective reality.

The differences between the epic and the  dram atic world (or, to  pu t it 
in another way: of the epic and dram atic quality) are to  be deduced from 
the differences of the characteristics of their respective objects on the  one 
hand, and those of the a rtis t’s possible a ttitudes on the other. If  the  object 
comprises a series of personal actions and  happenings representative of hu
man fate and, moreover, if the a rtis t’s a ttitu d e  is th a t of a na rra to r telling 
these, the genre will be epic. If, however, the  object comprises a system  of mu
tual relations between human beings and  th a t, in turn, comprises all the  steps, 
causes, motifs, etc. of the series of actions th a t may arise from th is system 
(the situation) and, moreover, if the a r tis t’s a ttitude  is th a t of an outsider 
who “ withdraws” and makes his characters speak instead, drama cames about. 
Of course, not a single dram atic or epic work could be constructed from the 
above factors alone, nevertheless they are indispensable constituents. For an 
individual work of a rt to  be born, other characters, characteristics and laws
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also are  necessary. In  the final analysis, however, these, too, evolve from the 
elem ents listed above.

T he constituents or “elem ents” of a situation  (as object) are persons. 
B y  s itu a tio n  is meant a novel system of relations (created out of some form er 
s ta te ), a  result of the necessary change of the relations and references of 
th e  participating persons. An interpersonal dram atic situation comprises 
p o ten tia lly  all the causes, motifs, contents, etc. th a t are necessary for the 
m anifestation  of the changed circumstances and are reflected by the actions 
(their series, content, etc.) of the participants.

The system of interpersonal relations — i.e. of the situation — embodies 
the  essential socio-historical trends of the age. Thus the prim ary ontological 
criterion of a situation (tha t a  playwright will use as his object) is th a t i t  com
prises each of the essential social trends of the  age once only. I t  is common 
knowledge th a t both Hegel and  Lukács indicated th is as the prim ary distinc
tive  fea tu re  of the genre of th e  drama. A situation  constructed th a t way will 
differ ontologically from real-life situations, since these latter do not necessarily 
contain  all the essential trends of the age: numerous real-life situations are 
pa rticu la r, but they are still situations all th e  same since they potentially  
com prise the  series of interpersonal actions th a t  will unfold later on. Another 
difference is th a t real-life situations do not necessarily reflect all the trends, 
ne ither are the represented trends to be objectivized in one character only.

Lukács discusses in detail (in The Historical Novel) the events of life 
th a t  m ay  provide a basis for a  dram atic work (the problems of “the crossroad” , 
“ th e  presentation of the bill” , “ the missing link” and “ identification with 
one’s w ork” ). Deep down these are all situations in the sense discussed above; 
such events of life are the  best guarantees for th e  essential social-historical 
trends to  be presented. Lukács also analyzed false dram atic reflection — resu lt
ing from  the  lack of an essential trend, i.e. th e  fact th a t it  is not objectivized 
in one of the characters —, and dram atic tau to logy  — resulting from the 
fact th a t  a  single trend is represented by more th an  one characters.

D ram atic  situation is thus  a system of interpersonal relations whose 
p rim ary  ontological feature is th a t it  embodies the  to ta lity  of the necessarily 
unfolding action manifesting itself in the course of the drama; moreover, it 
contains all the essential social-historical trends of the age, each of which 
is represented  by a single character.

Owing to these ontological features of th e  dram atic situation the  o u t
come is always a series of actions of a similar length. I t  is common experience 
th a t  dram atic  works are m uch more even, sim ilar in “size” than  either epic 
or lyrical works. Since their situations comprise simultaneously the whole 
action, every one of its constituents, they necessarily lead to  actions of a 
sim ilar complexity and length. The dialectic of prim ary reality is to  be observed 
in th e  d ram a also. A series of actions whose every constituent and phase
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exist potentially a t a given instant cannot be infinite in real life either, since 
after a while the complexity and dialectic of reality  necessarily bring about 
elements th a t had not been embedded in the  original situation, since their 
coming into existence required circumstances other than those implied by the 
situation. I t  is also impossible for a dram atic situation to contain elements 
th a t could not possibly have existed in it as such, bu t were called into existence 
under conditions created by the unfolding action. The relative sim ilarity of 
size is thus to  be explained by an essential feature of the genre, and not by 
one th a t is to ta lly  independent of it, namely the  lim its of the attentive capacity 
of the audience.

Another ontological criterion of the  dram atic situation is th a t  it  is 
much more tense than  any real-life situation  and necessity is much stronger 
in it. The prim e reason for th a t is th a t all hum an beings have a natural dim en
sion (i. e. natural stra tum  of life) which is not true for the characters of 
the drama; only their dialogues are constructed by the playwright as if they 
did have one. (It is one of the ontological features of dram atic characters 
th a t they have only social stratum  of life). The laws of the natural and social 
s tra ta  of life may intersect a t any m om ent; for example, in the  course of 
a series of actions rooted in a real-life situation , somebody may die or fall 
ill a t any moment — a  dram atic character cannot do so, not unless the  p lay
wright’s intentions make him do so. Theoretically, participants of a real-life 
situation and action m ay take flight in mid-course, which is inconceivable- 
in the case of a dram atic character since in th a t case there would be no 
drama.

Y et another criterion of the dram atic situation is th a t all of its elements 
serve the expression, representation or registration of the writer’s message, 
outlook, utterance, etc. No real-life s itua tion  expresses the message of a 
single person: it is life, reality  tha t “happens”  in it. The other side of the coin 
is th a t the content of the Subject-Object u n ity  cannot exist in dram a unless 
it  was part of the original situation as well. All other characters, causes of 
action, motifs or events are alien to the  work. Even those elements which 
were no t in the original object are to  be bu ilt into the dram atic situation if 
their presence is required by artistic teleology; the same is true  for those 
content elements which in real life do not, in general, manifest themselves in 
interpersonal relations, bu t are necessary for the communication of the 
j)laywright’s message, world view, etc.

The ontological determ inants of the  dram atic situation homogenize 
completely the to ta lity  of the objective-subjective unity; they achieve this 
by the fact th a t all th a t is in the action is also in the situation on the one 
hand, and on the other th a t all exists and takes on relevance w ithin the system 
of interpersonal relations. Furthermore, th is  homogenization comes about 
because all th a t  manifests itself does so through the dialogues and even the
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m inu test detail must serve the  communication, expression and/or represen
ta tio n  of the  writer’s message, world view and intentions. Thus the  already 
hom ogenized formation undergoes yet another homogenization.

Ontologically, the founding stratum  of a literary  work of a rt is the 
con ten t n o t yet manifest which is created by  setting the contents appearing 
in th e  u n ity  of Subject and Object, plus the  relation to  these, plus  artistic  
language in correlation. O ut of th is content the  lyrical, dram atic or epic 
a tt i tu d e  develops the subsequent stratum , which is the first concrete s tra tu m  
of th e  w ork of art, by applying the  laws of the  respective genres. This stra tum  
is, therefore , different in the  cases of epic, dram atic and lyrical works.

T he dram atic a ttitude  m anifests itself first of all in th a t its object is 
a s itu a tio n  — and not any other object — and secondly in the w ithdraw al 
of th e  a r t is t  from the world to  be represented — he communicates his message, 
world view , etc. through the  characters and the  dialogues only. Therefore, 
every  dram atic  tex t is the communication of the  writer and his characters. 
In  th is  phase of ontological genesis the dialogues are not yet concrete. The 
a tt i tu d e  organizes the content (i.e. homogenizes it  further) by transform ing 
it in to  a  formation th a t is presented in and represented by dialogues alone. 
As we have seen in the above, other laws of the  dram atic genre also exert 
a hom ogenizing influence in th is phase. Those, however, spring from the 
peculiarities of the object (its being a situation), whereas this is a result of the 
d ram atic  a ttitude  of the a rtist. Thus w hat is regarded ontologically as a 
hom ogenized stratum  undergoes further (multiple) homogenization: the con
te n t in h eren t in the founding stra tum  can be reflected and brought to  life 
only th ro u g h  the ontological features of the  situation and only as a world 
represen ted  in dialogues. These two additional homogenizations are governed 
by th e  law s of the dram atic genres or, rather, these are the most essential laws 
of th e  genre of drama.

T he laws of the literary  forms evolve in a subsequent phase of ontological 
genesis — which we cannot discuss here — producing a stratum  th a t  sub
categorizes the  genre and distinguishes among the  various dramas.

T ogether with these s tra ta , intertw ined w ith them, as it were, o ther 
s tra ta  also are called into existence: the s tra ta  of reflected reality.

C learly, these s tra ta  too m ust be represented, since they are present 
in th a t  segm ent of reality which was turned into an object. The reflection of 
reality , of the  object, can be carried out together with the reflection of the  
s tra ta  of reality . The stra ta  of rea lity  appear in the  dram atis personae, in their 
actions, in  th e  dimensions of space and tim e of the  figures and their actions. 
The m ost conspicuous feature of the  characters is their lack of a natural stra tum  
(this applies even to a theatrical play where it  is only the actors th a t  have 
one). H ow ever, the playw right m ust form ulate his characters as if th e ir 
existence had  a natural dimension as well. B y th is effort — whose result is
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known to be an illusion — a reflected or fictitious world, one of reflected or 
fictitious reality is created.

The s tra ta  of the work as work of a r t  and those of reflected, fictitious 
reality meet and fuse in a single form ation: the dialogue (the communication 
of the  writer and the  characters). For th is  very reason, many (N. H artm ann 
among others) regard the linguistic level as the first ontological s tra tu m  — 
it is the most conspicuous stratum  through  which all the others gain expres
sion and it is easiest to  perceive (for th e  receiver). However, the  above brief 
analysis suggests th a t  it  can only be th e  final stratum  which, however, 
unites and merges all the rest — it  represents and expresses the  other 
s tra ta  which, however, do not exist in  it.

As we saw above in connection w ith  the  ontological s tra ta  of th e  dram atic 
work, the s tra ta  of reflected and fictitious reality  may be separated from those 
of the work as a work of art. This problem  conceals a basis feature of ontology.

As indicated, the existence of a form ation qualified epistemologically as 
reflection differs both from the existence of its  subject and th a t of its  addressee. 
I t  is common knowledge th a t a dram atic work of art exists, it is real somehow, 
although its “ realness” is not the same as th a t  of organic, inorganic or other 
— e.g. social — formations of prim ary reality . The reading of a  d ram a makes 
it evident th a t the  reflected, fictitious characters, ideas, actions, etc. evoked 
for the reader exist in a similar way.

Thus from the  fundamental ontological stratum  of the dram a, from the 
formation conceived by the playwright, there  evolves an object — a dram a — 
th a t exists, on the  one hand, in prim ary rea lity  as a work of a rt and incorpo
rates, on the other, a fictitious, i.e. reflected, evoked reality. All the  characters, 
their actions, the plot, the dialogues, etc. m ay be qualified as fictitious, whereas 
the dram a as a whole is a real being on the  level of social existence, i.e. in 
prim ary reality.

The laws of the genre and those of its  forms are inherent in th e  formation 
conceived by the  a rtist and provide the  work of art with its foundation. I t  is 
a fundam ental tendency of these laws to  homogenize and unite. N or is it 
a mere tendency: homogenization actually  occurs in the course of creation. 
Do these laws then  belong to the sphere of the reflected, the fictitious, the 
evoked ?

The laws in question are all, no doubt, based upon the real facts of life 
from which they  evolve. Systems of interpersonal relations exist in prim ary 
reality, too (together with their specific variations), and so do dialogues. 
However, none of these are homogeneous in primary reality, nor do they 
homogenize, themselves. (Language does homogenize the dialogues, b u t then 
it is the expressive means and the vehicle of the whole world.) In  real-life 
situations, as was mentioned above, th e  trends do not necessarily occur just 
once and the participants of real-life situations are bound to m ake references
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to  “ ex te rnal” things also. In  such cases the  situation  obliterates nothing, 
nor does i t  exclude references or homogenize th e  constituents to  become 
hom ogeneous from all possible aspects, since i t  does not usually perm eate th e  
to ta lity  of human existence w ith  all its natural and  social strata. The dram atic 
s itu a tio n , on the other hand, does penetrate the  whole drama, even its “ make- 
belief”  na tu ra l stratum . Since this is true for all th e  characters and, fu rther
more, th e  content of the s itua tion  is the sum of th e  contents of the characters, 
and  th e  whole dram atic w orld exists in dialogues only, the various laws 
(both  of the  genre and the  forms) homogenize th e  dram atic situation to ta lly . 
Consequently, the laws of th e  genre as such reflect nothing, nor do th ey  
create th e  fiction. They would be able to  reflect or render fictitious th a t  ho
mogeneousness only which does not exist in rea lity  b u t is produced by them  
w ithin  th e  framework of th e  works of art. Their function is, therefore, to  
assure th e  realness of the  works of art, the realness of their reflected and  
evoked content (the contents of the characters, actions, etc.) as fiction.

I f  dram atic works ex ist in prim ary rea lity  — which is common expe
rience — they  must necessarily contain laws th a t  endow them with th is  
rea lity  — however special it m ay be. This is tru e  even if the laws in question 
have no autonomous existence. Clearly, they can only exist in the secondary 
rea lity  of the  reflected, fictitious world; out of i t  th ey  simply are not, do not 
exist. I t  is also evident th a t  they  exist for th e  realness of the works of a r t  
reflecting reality, i.e. it  is these laws tha t perm it th a t  dramatic (or literary) 
works be real as works of a rt. They are not alone in  th a t, but they are, never
theless, th e  basic determ inants of the realness assured by  other laws also which 
evolve, although in a later phase of ontological genesis, from them.

T hus the genres and th e  forms are s tra ta  of th e  dram atic (and probably  
the lite ra ry ) works, in and through which th e  con ten t of the reflected world 
(characters, actions, etc.) acquire real existence in  prim ary reality as form a
tions, as works of art. A lthough their laws evolve, in  the final analysis, from  
the  various facts of life, the  w riter turns them , in  the  course of the artistic  
creation, in to  laws th a t will n o t be found in p rim ary  reality, neither in social 
life, no r in  th a t of the individual. I t  is an ontological necessity of the real 
existence of reflected, fictitious reality (and its  stra ta ) th a t the form ations 
have laws th a t  assure the real, prim ary existence of fiction and the fictitious 
world as a  work of art.

T he above-outlined phase of ontological genesis is not identical w ith the  
creative-psychological process traced  by the a rtist, its various phases and steps, 
and, therefore, it cannot be valid  for practical creative work. The writer in 
fact, a lw ays creates the last of the strata, the linguistic one. This, however, 
does n o t refute what was said  above. In practice, a single, concrete work is 
created, and  the whole process of ontological genesis is realized at once by  
the w riting  of the dialogue, th e  one stratum  th a t  unites and comprehends
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all the rest. The ontological succession of the creation of the  various stra ta  
cannot serve as a  “tim e-table” for the writer. The exploration of its suc
cessive phases, however, together with the exploration of the laws (of the  genres 
and forms) determining the dram a and making its existence possible is useful 
for scientific purposes, since the new points of view help us understand and 
evaluate more objectively the dram atic works.

Today the existence and/or significance of genres and forms is very 
often neglected or relegated to  the status of a useful means of classification 
in the theory of literature. Ontologically, however, both types of laws function 
as the s tra ta  th a t  determine, create and qualify the realness of the  results of 
artistic reflection. Thus these laws regarded heretofore as mere categories of 
classification are much more than  tha t: they  allow and determine the  existences 
of dram a as a work of a rt — without them  it  could not exist or the  qualities 
of its existence would be to tally  different: it  would not be a dram atic work 
of a rt a t all.

NOTES

1 F o r  an a ly ses  on  th e  p rob lem  of O b jec t-S u b jec t see V olczer, Á .: Az o b je k tu m  és a 
szu b jek tu m  kérdéséhez. I  — I I .  “ M agyar F ilozófiai Szem le” . 1974/4 — 5 a n d  1975/1—2 

* L ukács, G y .: A  tá rsa d a lm i lé t o n to lóg iá já ró l. I —I I I .  M agvető  K iad ó . 1976. 1/19
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Meditationen über Béla Bartók
ZUM H U N D E R T S T E N  JA H R E S T A G  S E IN E R  G E B U R T * 

D é n e s  Zo l t a i

Ich muß Sie schon inständig ersuchen, meine verehrten Hörer, die fol
genden M editationen nicht etwa als feierliche Gedenkrede auffassen zu wollen. 
Das Jubiläum  könnte allerdings dazu verleiten. Insbesondere in unserem 
Zeitalter, in diesem — wie man es zu bezeichnen pflegt — Zeitalter ohne 
Leitbilder, wo selbst die Skeptiker, die Resignierten nach dem L icht von 
Pharussen Umschau halten (wie nebenbei selbst ein Dichter an der Schwelle 
der M odernität es ta t , Charles Baudelaire, m it Les phares, dem bekannten 
Stück seiner ’Les fleurs du mal’). U nd es g ib t auch Verlockungen, welchen 
man ohne Scham nachgeben könnte. L etzten  Endes suchen wir allesam t 
Orientierungswerte, völlig abgesehen davon, welcher Generation wir angehören, 
wie unser Charakter, unser Weltbild beschaffen ist, m it welchem Kollektiv 
wir uns — ideell oder reell — identifizieren wollten; also völlig abgesehen 
davon, woher wir kommen und wohin wir streben. Ein Jubiläum  vermag 
auch eine verlockende Gelegenheit im besten Sinne des Wortes zu sein, um  im 
Lichte der heraufbeschworenen Gestalten oder Ereignisse der Vergangenheit 
unsere W ertwahlen von neuem durchzudenken. Im  Falle kleinerer Völker 
kommt besonders häufig solcherlei W unsch des Suchens nach K ontinu itä t, 
nach Iden titä t vor. Ich selbst habe daheim in  U ngarn jedenfalls oft die E rfah 
rung gemacht, daß das Erinnern an einen bedeutenden Repräsentanten unserer 
geistigen K ultur, gelegentlich dieser oder jener Jahreswende, weitaus mehr 
sein kann als formeller Pietätsakt. Vergangenes Ja h r  gedachte m an bei uns 
beispielsweise des Proletarierlyrikers A ttila József, in wissenschaftlichen Tagun
gen und auch in Veranstaltungen der Volksschulen. Im  kommenden Ja h r  wird 
das Lebenswerk von Zoltán Kodály, des Kom ponisten und Musikpädagogen 
in den Vordergrund allgemeiner Aufmerksamkeit gelangen — und ich bin 
überzeugt, daß jene Gedenkfeiern wertvolle Erkenntnisse auch für die Je tz tze it 
erbrachten und erbringen werden. Im  laufenden Jah r feiert die ungarische 
K ultur Béla Bartók. U nd wir können von Woche zu Woche, Tag um  Tag 
die Erfahrung machen, daß es überall auf dem Erdball unzählig viele Leute

* V orlesung an  d e r  P h ilo s. F a k u ltä t d e r U n iv e rs itä t  zu B eograd, 15. M ai 1981
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gibt, die den Schöpfer des ’König B laubart’, des ’Mandarin’, des ’Concerto’ 
m it uns zusammen feiern wollen. Bei solcher Gelegenheit gerät aber selbst 
der etw as nüchternere Fachm an in Versuchung, sich in H eldenhaltung zu 
werfen, um  den W ert und  die Größe etwas dröhnender zu deklarieren, viel
leicht auch das Paradigmatische. Den nationalen Charakter und die U niver
sa litä t.

Ich  habe jedoch zu wiederholen: es liegt keineswegs in meiner Absicht, 
einige meiner Béla B artók betreffenden ästhetischen Überlegungen in jener 
Jub iläum stonart hier vorzulegen. Vielleicht auch darum nicht, weil ich ja 
der A nsicht bin, daß es nicht vonnöten sei in einem wissenschaftlich-kolle
gialen K reis Evidenzen vorzuzählen und zu betonen. Man sollte in diesem 
Zirkel B artóks Botschaft wahrhaftig nicht in der Tongebung irgendwelcher 
rom antischen Rhetorik deuten.

D a  haben wir gleich das erste zu denken gebende Bartók-Problem . 
Die F rage  seiner Beziehung zur Rom antik.

E s gibt keine fachliche Analyse, welche nicht betonen würde: zu Beginn 
seiner Laufbahn ging B artók  — wie beispielsweise auch Schönberg — aus 
der Spätrom antik des Jahrhundertendes, der Jahrhundertw ende hervor. 
W erfen w ir einen Blick auf Béla Bartóks Lehrjahre. Schauplatz: P reßburg
— so nahe zu Wien, und die Musikhochschule in Budapest m it ihren vor
wiegend deutschen Lehrern. Denke man nur an einige vor kurzem bekannt 
gewordene Kompositionen. Das ’Andante’ aus dem Jahre  1902 deutet unleugbar 
auf B rahm s hin, die groß angelegte, nach K ossuth benannte Program m 
sym phonie — 1903 — entstand  eingestandenermaßen nach dem Modell der 
sym phonischen Dichtungen von R ichard Strauss; selbst sein Frühw erk, das
— sp ä te r  noch genauer in Augenschein zu nehmende — Violinkonzert (1907-—8) 
greift noch auf Wagner’sche Technik zurück: eine Liebeserklärung in »Tristan«-s 
M anier, m it einem Leitm otiv der Liebe, das in einer ganzen Reihe von Jugend 
werken anzutreffen ist. Es läß t sich jedoch in  den Lehrjahren auch ein tiefer 
sitzendes romantisches W urzel werk entdecken: der durch die gesamte Subjek
tiv itä t  der Selbstausdrückung dringende W unsch nach Identifizierung m it 
irgendeiner wahrhaftig progressiven Gemeinschaft. Bartóks Laufbahn beginnt 
in der Glanzepoche der Österreich-Ungarischen Monarchie; beschwört er in 
seiner M usik dessenungeachtet Kossuth und den Freiheitskampf 1848 -49 
herauf, und  zwar mit osten tativ  übernommenen Kennzeichen des Stils, wie 
es e tw a der Verbunkos, W erbungstanz des X IX . Jahrhunderts oder das volks
tüm liche Kunstlied sind, alsdann hat m an in dieser Geste, nicht anders, 
wie im  verschnürten Dolman des jungen Mannes, das Verlangen nach einer 
A usdrückung des nationalen Bewußtseins zu beachten. Dieses Bewußtsein 
wird durch  die Krise des dualistischen Regierungssystems, durch den unga
rischen Nationalismus, genauer gesagt: durch das Emporlodern der U nab
hängigkeitsidee nur noch verstärkt. Man kann aber auch ohne tiefreichende
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psychologische Analyse die persönliche H intergrundschicht dieses nationalen 
Bewußtseins freilegen. Die Stimme des Einsamen steckt hinter diesem kecken, 
selbstsicheren Glaubensbekenntnis. Es erübrigt sich nicht vom jungen Kom
ponisten, der sich bem üht, eine spezifisch ungarische In tonation  zu finden, 
zu erfahren, daß er seine Kindheit, zufolge Kränkelei, vollkommen einsam 
verlebte, hing allein an seiner M utter, die ihn erzogen hat; daher haben wir 
das Motiv des musikalischen Trostes, zugleich das des Verlangens nach einer 
gehaltigen Gemeinschaft. Endergebnis: zweifelsohne eine A rt nationaler 
Rom antik. Allerdings m it der spezifischen-lokalen Färbung des Wortes, 
welche um die Jahrhundertw ende die mittel-osteuropäische gesellschaftliche 
Situation auf der Malerscheibe hervorgebracht hat. Auch ist es n ich t belanglos, 
daß jener junge K om ponist zu Beginn seiner Laufbahn höcht erfolgreich im 
offiziellen Musikleben Ungarns erschien. Die K ritik  bestätig te sozusagen 
euphorisch den F ak t, daß der junge Kom ponist fest bei den rom antischen Tra
ditionen des X IX . Jahrhunderts — bezeichnet durch Namen, wie etw a Liszt 
und  Erkel — beharrt. D arüber hinaus schien jener ungarische Charakter des 
Provinzialismus jeder A rt zu entbehren, m erkte doch auf die Kossuth-Sym- 
phonie einer der hervorragenden Kapellm eister der Epoche, H ans Richter 
auf; und führte sie n icht ohne Erfolg in Manchester auf ! W ie erging es in 
bezug auf günstige Aufnahme in ihrem dreiundzwanzigsten Lebensjahr solchen 
nationalen Größen, wie etw a Schönberg, oder Stravinsky? E s schien, als ob 
dem jungen Mann die Suche nach Id en titä t bereits geglückt wäre, als be
herrschte er m it dreiundzwanzig Jahren fließend jene musikalische Gemein
sprache, welche ju st zur Zeit der Jahrhundertw ende fast überall in Europa 
problematisch zu werden beginnt, und die bis zur Stunde das m eist um strittene 
Diskussionsthema aller musiksoziologischen Betrachtungen ist, die auf die 
Beziehung der Neuen Musik und des Publikum s reflektieren.

Herakles steh t dessenungeachtet am Scheidewege. E r könnte fork  et zen, 
was er lorbeerbekränzt begonnen hat. Dennoch machte B artók  an diesem 
P unk t H alt und nahm  eine Richtungkorrektion vor, welche für seine gesamte 
Laufbahn bezeichnend ist. E r hatte  urplötzlich das Gefühl, daß er m it seinen 
romantischen Illusionen abbrechen muß, überhaupt: m it einer ganzen Reihe 
ideologischer Verblendungen. E r ha tte  das Gefühl, daß er in eine K rise geriet. 
In  jener Krise glich jedoch sein Verhalten keineswegs der üblichen Flucht, 
vielmehr — m it Bence Szabolcsis Dante-Reminiszenzen erweckenden, berühmt 
gewordenen Ausdruck — einer Höllenfahrt. Zufolge inneren D rangs wollte 
B artók 1905 m it der musikalischen Gemeinsprache brechen, etw as roher for
muliert: m it der berüchtigten musikalischen Gemeinsprache des Ungarns 
der Gentry, m it dem ’zigeunerhaften Schlendrian’. E r bereiste die untersten 
Höllenkreise jener Krise, machte jedoch zugleich H alt am R ande der Schlucht 
völligen Selbstverlustes, fand seinen ’R etour à la vie’, welchen sein großer 
Vorfahr Berlioz in seinem ’Lelio’ — etw a einer Fortsetzung der ’Symphonie
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fan ta s tiq u e ' — konzipiert h a t. Das I, S treichquartett (1908 — 9) ist das große 
D okum ent seiner Rückkehr ins Leben.

W ir wollen nun jene K rise  und jenen Aufstieg un ter die Lupe nehmen. 
Es g ib t W erke umgeben von Geheimnissen. In  B artóks Lebenswerk galt als 
solches über ein halbes Jah rh u n d e rt eine 1907 entstandene Komposition. 
Bei Lebzeiten seines Schöpfers ertönte sie niemals öffentlich vom K onzert
podium ; die Violinkünstlerin Stefi Geyer, 19 Jah re  a lt, der der sechsundzwanzig 
J a h re  zählende K om ponist das W erk in schöpferischem Liebesfieber gewidmet 
h a tte , bewahrte das M anuskrip t bis zu ihrem Tode. Infolgedessen vermochten 
Z uhörer und Forscher erst fünfzig Jahre nach seiner Entstehung jenes in dem 
N achlaß aufgefundene Opus posthumum, das geheimnisvolle Violinkonzert 
kennenzulernen.

E s ist eine Liebeserklärung, eindeutig und  eingestandenermaßen. Auf 
dem  T ite lb la tt der P a rtitu r  s te h t die Widmung (»An Stefi, aus der noch glück
lichen Zeit. Obwohl es bloß ein  halbes Glück war.«), und  auf dem letzten Noten
b la t t  is t ein umfangreiches G edicht von Béla Balázs zu lesen (»Sterne sind 
n ich t soweit weg voneinander, wie zwei Menschenseelen«), kopiert vom K om 
ponisten . E in  Geständnis im  engsten Sinne des W ortes. In  dieser seiner Beschaf
fenhe it bei Bartók erstes u n d  gewiß letztes. Es g ib t kein weiteres Opus, in 
welchem  Bartók — sich sow eit zu erkennen gebend — ein Bekenntnis zu einer 
rom antischen ars poetica ab leg t: zum Program m  der hemmungslosen Auf
deckung höchstpersönlicher Gefühle.

E in  großes Geständnis lä ß t sich auch aus der Musik herauslesen. Zwei, 
h insichtlich  auf Stimmung u n d  Charakter m iteinander kontrastierende Sätze. 
In  d e r M anier von Beethovens Op. I l l ,  Liszts h-moll Sonate und Faust, von 
B erlioz ' Symphonie fan tastique. Aus dem absonderlich nur aus zwei Sätzen 
bestehenden Konzert sproß hervor des jungen B artóks meist typische, die 
P räg u n g  der doppelten E in h e it von Rom antik des X IX . und M odernität des 
X X . Jahrhunderts tragende, in  ihrer Variante für Orchester bekannte Kom po
sition : Zwei Porträts (Op. 5.), ein sich in Musik wandelnder Januskopf: »ein 
idealer« — »ein verzerrter«. E s  gibt keinen d ritten  Satz — »zwei Menschen
seelen«, sie sind faktisch so weit entfernt voneinander wie Sterne. Noch 
unm itte lbarer ist die rom antische Zerrisenheit des musikalischen Materials. 
D ie W agner’sche Insp iration  des ersten Satzes unterliegt keinem Zweifel. 
D as von  einer Sologeige in ton ierte  Leitmotive — der K om ponist nannte es selbst 
als L eitm otiv  des geliebten Wesens, schrieb eigenhändig über seine drei 
V arian ten : 'Liebe'; ein sich zum  aufgelösten Vierklang erschließender Terzturm  
(cis-e-gis-his) — verdiente, daß  m an es einer gleich gründlichen Analyse un ter
w erfe als den seit E rnst K u r th  legendär gewordenen Tristan-Akkord. Es wird 
zufolge seiner den ganzen Satz bestimmenden, ju s t vermöge seiner Terz- 
S tru k tu r  die Vorstellung eines atonalen Schwebens assoziierenden, unaus
gesetzt anschwellenden-abfallenden Wallungen zu einer 'unendlichen Melodie’.
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Noch dazu stellenweise in einem überaus verklärten Tristan-Stil, vereinend 
und forthuschend wie etwa das letzte der Wesendonck-Lieder, Träume, 
im Geiste jenes Regers, der den linearen K ontrapunkt Bachs zu erneuen 
trachtete, und auch Debussys impressionistische Technik heraufbeschwörend. 
Man sollte des weiteren auch den symmetrischen Aufbau untersuchen, welcher 
eines der wichtigsten Konstruktionsprinzipien des Bartók-LebensWerkes, die 
in der Brückenform befindliche Kom positionsdenkart antizipiert. Denn diesen 
Melodiestrom voller Geständnissen zwängt offenbar eine Meisterhand zwischen 
feste Ufer. Als in dem Schlußsatz die Violine ’transzendental pianissimo’ mit 
Harfenbegleitung ihr immer einsamer, sich entfernend dünkendes E insam 
keitslied singt, dann erinnert nicht allein die vielerprobte, verwaiste Melodie 
an Beethoven, an den über Abgrund führenden Bogen des Arietta-Them as in 
seinem Op. 111/ sondern auch der h in ter dem Nebelschleier befindliche, 
härtere W ille zur Form.

U nd es verlangt noch weitaus mehr nach Erforschung der bis zur Stunde 
so sehr rätselhafte zweite Satz. Stefi Geyer äußerte sich darüber zutreffend: 
»Die beiden Sätze — sind je ein Porträ t; das erste ist das jenes jungen Mädchens, 
das er (Bartók) liebte; das andere ist das des Violinkünstlers, den er bewundert 
hat.« Tatsächlich: die Musik wurde zur Verfügung des Meisters der virtuosen 
Bogentechnik komponiert; ist dessenugeachtet kein bloßer Rahm en, der die 
Möglichkeit zur technischen Bravour, zum Glänzen bietet. Die Eröffnungs
phrase, jene zur Metamorphose so sehr geeignete, Tanzrhythm ik herauf
beschwörende, durch ihre Intervallsprünge so spielerisch-charakteristische 
Intonation, kann in ihrer Gesamtheit freilich nur bedingt m it der Vortrags
vorschrift ’dick, brum m end’ — verzeichnet über der Fagottpartie des Themas 
als sie erstm als erscheint — gekennzeichnet werden. Es steckt eine Reihe von 
Variationen h inter dem häufig noch zu enträtselnden, persönlich dünkenden, 
an Erinnerungen, bunten Einfällen so reichen musikalischen M aterial. Diese 
locker konstruierte Variationsreihe ist gewissermaßen eine W erkstattstudie, 
eine Vorausnahm e zum ersten Lento-Satz des I. S treichquartetts, zu jener 
konzentrierten Summation, die man in B artóks Entwicklung als einen Mark
stein zu erfassen hat. Auch sie ist freilich ein romantischen Geständnis. N icht 
allein ob seinem verhohlenem Programm, seinen ergiebigen Anspielungen auf 
die Stationen der Geschichte einer Liebe, und  nicht allein durch die Objekti
v itä t des Erlebnisses der inneren Zerrissenheit; es macht sie die grundlegende 
In tonation  selbst, die Wagnersche Grundschicht zu einem romantischen 
Geständnis.

Es scheint dennoch, als verkröche sich in jener romantischen ’Offenheit’ 
auch etwas anderes: Desillusion, m it dem Beweinen vermengte Abrechnung. 
Das zweite, das ’verzerrte’ P o rträ t ist in seiner fürs K lavier gesetzten V ariante 
(als letztes Stück der 14. Bagatellen, Op. 6) allerdings über die W elt des Violin
konzerts hinaus: darin verkehrte sich bereits das überirdische ’Ideale’ restlos,
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das ’m usikalisch Schöne’ schlug in das ’musikalisch Verzerrte’ über. Dazu 
h a tte  B artó k  in einer Liebeserklärung keine W orte, vermochte keine zu haben. 
K au m  anderthalb Monate nach Beenden der Instrum entierung des Violin
konzerts fand er schon (am 5. Februar 1908) das W ort, ja, selbst das harte  
W ort zum  kategorischen Abschlag der R om antik , das W ort der radikalen 
Desillusion. Der zweite Satz des Konzerts stöberte bloß nach Lauten zu jenem 
W ort herum . Es scheint jedoch, als ließe die eröffnende Intonation — m it 
ih ren  Intervallsprüngen, m it ihren nicht gerade salonfähigen Charakteren — 
jenseits der Rom antik das Neue vermuten.

W ir befinden uns dabei am  Tiefpunkt der Krise Bartóks. Und der Augen- 
blich is t  gleichzeitig auch der Moment der Schicksalswende, des Sichfindens. 
D ie w ahre Auflösung des als posthum es W erk kennengelernten Violinkonzerts, 
das I . S treichquartett, ist uns seit langem wohlbekannt. Die ersten Skizzen 
dazu entstanden 1907. Im  Laufe des Jahres 1908 schritt die Arbeit — be
w eisbar — tüchtig fort, und  im Januar 1909 stand das W erk bereits 
fertig  da.

W ie war denn die Rückkehr Bartóks, des Menschen und des K om po
nisten, ins Leben? Auch diesmal ha t die Musik darauf zu antw orten. Der 
d ritte  Satz des 1908 — 09 kom ponierten Streichquartetts, das Allegro vivace, 
e rneu t letzten  Endes den bevorzugten Satz-Typus des jungen B artóks, das 
Scherzo, im  Geiste des m it ihm  gleichaltrigen Bärentanz, und läß t — wenn 
auch bloß in wenigen Takten — eine neue Musikwelt im Adagio aufleuchten: 
die e rsten  Töne des alten ungarischen Volksliedes: Der Pfau ließ sich nieder. 
D ie K a th ars is  verdankt B artók  letzten Endes der Volksmusik. W ohlgemerkt: 
n ich t e tw a  einer Volksmusik, welche ihn seiner Persönlichkeit beraubte. 
D iejenigen, die bei Béla B artók  nur den ’Folklorism us’ wahrnehmen, begreifen 
gerade das nicht; den Aufstieg, der allein demjenigen zuteil werden kann, der 
die H ölle bereits durchwandert hat.

’Folklorism us’ — das k lingt in so manchen Fachkreisen, als handelte 
es sich dabei um eine A rt der Brandm arkung. W ohlan, wenn man darun ter 
nu r irgendeine Randerscheinung versteht. Schlimmer ist es, wenn m an es 
wahllos als Schandmal einem jeden aufdrückt, der nach Ausbruch aus der 
Iso lierthe it trachtet. Das Ä rgste aber ist, wenn s ta t t  Musik ideologische Vor
urte ile  zum  Ausgangspunkt ästhetischen W erturteils dienen.

W as die erstgenannte V ariante betrifft — es genügt auf H . H. Stucken- 
schm idts nach dem Krieg erschienenes Standardwerk (Neue M usik, 1951) 
hinzudeuten. Darin ist die theoretische P rä ten tion  noch gedämpft; B artók  
w ird als ungarischer R epräsentan t der Neofolklorismus genannten R ichtung 
erw ähnt; als hervorragend bezeichneter Meister, aber bloß solcher eines P a r
tiku larism us, dessen A uthentizität auf ein begrenztes geographisches Gebiet 
— auf O st-Europa — eingeschränkt ist. Man kann ihn in den Kreis der ‘U n i
v e rsa litä t’ europäischer Musik nicht so richtiggehend einbeziehen, wie auch
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Janaôek, de Falla oder Casella nicht. Jaroelaw  Volek hat diese K onzeption 
1971 in Budapest, gelegentlich des internationalen Bartók-Kongresses, über
zeugend widerlegt: »Es gelangt die ak tiv , ’universell europäische Musik’ in 
den M ittelpunkt dieser Betrachtung — in geographischem Sinne h a t man 
darunter an erster Stelle das musikalische Denken des Westens, die seit dem 
M ittelalter schriftlich fixierte, rationale K unstm usik zu verstehen. Diese Art 
des Denkens erschafft unausgesetzt neue Form en, Methoden, Stile und  Klänge. 
Im Sinne dieser Auffassung sind für die Musikkulturen der n ich t zentral 
liegenden Teile von Süd-, Südost- und Nord-Europa exotische, ekzentrische 
Züge und eine jener der zentralen Gebiete entgegengesetzte Entwicklung 
bezeichnend: das Bewahren von längst verschollenen Formen, A uthentiz itä t 
der alten und ältesten Schichten der Volksmusik, primitive Spontaneität; kurz 
gesagt: tro t jederlei Anerkennung eine gewisse Art des Konservativism us.

Mit Stuckenschmidts den Folklorismus betreffenden Satz kann man 
freilich auf G rund des romantischen A ntikapitalism us keineswegs überzeugend 
debattieren. Auch soll man sich gegen die m ilitanteren Varianten des Anti
folklorismus in keine Auseinandersetzung auf Grund romantischer Prämissen 
einlassen. Schönbergs berühmte Artikel (Folkloristic Symphonies: in Style 
and Idea, New Y ork 1951) z. B. enthält auch einen W ahrheitskern; das Vereinen 
von Volkslied und hochentwickelter europäischer Kunstmusik bleibt tatsäch
lich eine Illusion, falls die Folklore nur eine exotische Verzierung ist, falls 
sie ihre wahre gemeinschaftliche Funktion eingebüßt hat, ihren gemeinsprach
lichen Charakter, in welchem sich auch originelle formbildende Energien 
straffen. Nebenbei kann die Liquidierung der ängstlich gehüteten Autonomie 
des spätbürgerlichen Privatindividuum s auch die mehrfach problem atische 
Ideologie des ’U ntertauchens in der Gem einschaft’ motivieren, das rohe oder 
’raffinierte’ M anipulieren mit beiden Begriffen: ’völkisch’ und  ’kollektiv’. 
Es gibt unter Schönbergs gehörig eingeschränkten Formulierungen schon 
einige, die zu denken geben. 1948 versuchte er gegenüber einen Anhänger 
die siebente Symphonie Mahlers zu verteidigen. Der Gesprächsgegner meinte, 
die Anwendung des Volksliedes in der Kom position sei ein Gewinn. Dahin
gegen erklärte Schönberg, es deutet vielm ehr auf eine Schwäche hin; deutet an, 
daß der Autor selbst nichts zu geben verm ag, also fühlt er sich genötigt, aus 
dem Gut anderer zu leihen. So Schönberg. W as dieses ‘Leihen’ betrifft; heut
zutage könnte w ahrhaftig eine H ausarbeit für Konservatoristen sein, den 
Nachweis für die ’Leihen’, für die ’Entleihungen’ der Allergrößten — J . S. 
Bach, Haydn, Beethoven usw. — zu erbringen — von Shakespeare und 
Goethe gar nicht zu reden. Es ist keineswegs die Privatmeinung Béla Bartóks, 
daß auch die absolute Originalität des ’Themenerfindens’ bloß eine romantische 
Phantasm agorie des 19. Jahrhunderts war, denn »es ist das R echt einer jeden 
K unst, in einer anderen, vorangehenden K u n st zu wurzeln, ist sogar nicht nur 
ihr Recht, sie hat darin zu wurzeln [. . .] E s ist eine speziell rom antische Auf-
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fassung, daß man in allem dem  Individuellen nachzujagen h a t . . .« — Schön
berg versah  zwar die Möglichkeit einer modernen Anwendung der Volkslied- 
T hem atik  m it einem Fragezeichen, bestritt aber das Absolutisieren des Themas 
selbst n ich t anders wie auch Bartók. Im  Zusamm enhang m it der Grundreihe 
seines I I I . Streichquartetts { 1932) stellte Schönberg selbst fest, daß die Anwen
dung des Dodekaphon-Reihenprinzips an sich keineswegs die ästhetische 
Q u a litä t garantiere: » . .  .kann nicht stark  genug betonen: ’— lautete annähernd 
seine Feststellung —’ meine Werke sind zwölftönige Kompositionen, keine 
zwölftönige Kompositionen . . .« Eigentümlicherweise betonte B artók  am  
Anfang der Dreißiger] ahre dasselbe — und zw ar in  bezug auf die Anwend
b ark e it der Folklorethem atik: »Viele sind des Glaubens, es sei zum Aufblühen 
irgendeiner nationalen Tonkunst nichts mehr notwendig, als sich m it der 
V olksm usik zu befassen, und die Formeln der Form en der Volksmusik in die 
w estlichen musikalischen Form eln einzupflanzen.« Das ist genauso falsch, 
wie das ästhetische Disqualifizieren der Volksmusik. »Desselben Verkünder 
stellen ebenfalls die W ichtigkeit der Them atik in  den Vordergrund: an die 
W ichtigkeit der Formgebung — des eigentlichen Schöpfens — denken sie gar 
n ich t . . . Die Volksmusik erhält erst dann ihre künstlerische Bedeutung, wenn 
sie dank der Hand eines bedeutenden formgebenden Talents imstande ist, in  eine 
höhere K u n st durchzudringen und  darauf einzuwirken .« So Bartók.

W ir wollten uns jedoch nicht m it dem Problem atischen in Schönbergs 
D ik tum  befassen, bloß die Unmöglichkeiten der die Inschrift ’Folklorism us’ 
tragenden  begrifflichen Schublade wahrnehm bar machen.

W as eben B artók betrifft: die O riginalität seines ’Folklorismus’ läß t 
sich kaum  bezweifeln. H in ter seinem Volkslied-Erlebnis befindet sich vor 
allen D ingen die tiefe menschlich-künstlerische K rise, deren eine P rojektion 
wir soeben im Zusammenhang m it dem Violinkonzert untersucht ha tten .

D as tiefer liegende Wurzelwerk jener K rise ist hinreichend bekannt. 
Der junge B artók — Sproß einer zum sogenannten ’M ittelstand’ gehörenden 
Lehrerfam ilie in der ungarischen Provinz — trä g t  in seinem Innern nahezu 
Zeit seines Lebens das T raum a der kränkelnd, ohne Gefährten verbrachten 
K inderjahre , andererseits das Verlangen nach Identifikation, nach einem 
gehaltvollen Kollektiv. Auch dieses letztere h a t sein patriotisches Auflodern 
in jungen  Jahren  m otiviert. E r  aber könnte getrost die W orte von A ttila  
József auf sich selbst beziehen: ’vermengte mich und  schied auch aus’. In  seiner 
patrio tischen  Begeisterung für 1848 steckte jederzeit auch die Reaktion per
sönlichen Trotzes, gegenüber dem Gleichmut der die Ideen Kossuths imstich- 
lassenden, pseudopatriotische Umwelt; zugleich der Wunsch, sich an einer 
nationalen  Vergangenheit und  Gefühlswelt festzuklammern, deren Gemein
schaftsinhalt nicht fiktiv ist. In  seiner berühm ten autobiographischen Schrift 
— erschien 1921 in der Zeitschrift der musikalischen Avantgarde in W ien, 
M usikblätter des Anbruch, schreibt Bartók über die Atmosphäre, in welcher
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das Komponieren der Kossuth Symphonie vonstatten ging, die folgenden 
W orte: » . . .dazumal lebte in Ungarn jene bekannte nationale Ström ung auf, 
die auch in das Gebiet der K unst eindrang. Es war davon die Rede, daß man- 
auch in der Musik etwas spezifisch Ungarisches zu schaffen hä tte . Diese Strö
mung erreichte auch mich, und lenkte meine Aufmerksamkeit auf das Studium 
der Volksmusik, genauer gesagt darauf, was man dazumal fü r ungarische 
Volksmusik erachtet hatte.«

Es ist weniger bekannt daß die heimische M usikkritik der Kossuth 
Symphonie eine fast ungeteilte Ovation bereitet hat. Pongrác K acsóh nannte 
den Dreiundzwanzig jährigen den direkten Erben von Liszt und E rkel, erklärte 
ihn für den Ersten in der Reihe der lebenden ungarischen Tondichter. Unterlag 
bis dahin das Talent des K lavierkünstlers Bartók keinem Zweifel, dasselbe 
konnte nunm ehr noch eindeutiger auf den Komponisten bezogen werden. 
E r wurde als Schöpfer der seit langem erw arteten ungarischen-symphonischen 
Sprache gefeiert. Wie bezeichnend ist jedoch, daß der nach dem  Sonnenlicht 
des Erfolgs lechzende junge Mann schon bald der ihm aufgenötigten Rolle 
überdrüssig wird, und sie verschmäht. K aum  anderthalb Jah re  nach der Auf
führung der Kossuth Symphonie in England hat er in Paris, wo er m it seiner 
als Op. 1. bezeichneten Rhapsodie an dem Rubinstein M usikwettbewerk teil
nim m t, das Gefühl, er sei innerlich vereinsamt. Machte ihn das persönliche 
Versagen dort so verzweifelt? Keineswegs. Paris hat bloß eine seit langem 
verborgene weltanschauliche Krise verstärkt. »Ich wußte es von vornherein, 
daß mein Geschick diese seelische Vereinsamung sein wird.« E r liest Nietzsche; 
vielleicht auch, um das frühere, sich als ein Blitzschlag auf ihn auswirkende 
Erlebnis von R ichard Strauss-sche Zarathustra zu kontrollieren. U nd  schreibt 
aus der mondänen G roßstadt in einer Tonart, als predigte der E rem it von Sils 
Maria: »Ich empfehle einem jeden zum Trost: sich in indifferente seelische 
Höhen emporzuheben.« In  seinen an eine Bekannte geschriebenen Briefen 
denkt er es unm ißverständlich aus. N icht anders wie Endre A dy — auch er 
entdeckt das ungarische Brachland aus Paris, und gleich darauf die moderne 
Entfremdung. Unsere Intelligenz sei fremd. Unser Herrenstand sei unkultiviert. 
Es gebe keine neue ungarische Musik, wenn sie über kein wahres Publikum 
verfügt. Das Leben sei sinnlos. Die religiöse Ideologie sei voller W idersprüche 
genauso wie die nationale. (Die indirekten Z itate rühren von B artóks Briefen 
an Irm y Jurkovics her, geschrieben in Paris, August 1905.)

H inter den Symptomen der Krise kommen bald auch die tiefer liegenden 
Ursachen zum Vorschein. Bartóks Wege führen aus Budapest, aus Paris, aus 
Manchester jedesmal nach rückwärts. Im  Sommer des Jahres 1905 nach dem 
damaligen rW etterwinkel’, dem U nruheherd auf der Großen Ungarischen 
Tiefebene, und hauptsächlich nach Siebenbürgen. Je tz t begegnet er dem Volk 
und der Volkmusik des ungarischen und des nicht-ungarischen Brachlands. 
Diese doppelte Begegnung wird bei B artók selbstverständlich zu musikalischen
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Erlebnissen transform iert, aber niemals vom sozialen Grunderlebnis abstra
h iert. Im  Gegenteil: »Ich b in  übrigens der M einung, daß die W irkung der 
Bauernm usik nur dann w ahrhaft intensiv auf einen zu sein vermag, wenn der 
B etreffende dieselbe do rt, am  Schauplatz, in der Gemeinschaft der Bauern 
m iterleben hat können. M it anderen W orten; es reich t nicht, wenn wir uns 
n u r m it der in den Museen nieder gelegten Bauernm usik beschäftigen, meine 
ich. D enn das wesentliche ist, daß man den m it W orten unbeschreibbaren 
inneren  Charakter der B auernm usik  in die K unstm usik  übertrage, die Atmos
p häre  bäuerischen M usizierens in sie überström en lasse. Es genügte nicht, 
w enn man bloß Motive der Bauernmusik, oder die Nachahmungen solcher 
M otive in die Kunstm usik einpflanzt: so etwas fü h rte  nur zu äußerlichen Ver
zierungen.« Also verschm ilzt 1905—1907 in B artóks Volksmusikerlebnis neuen 
T yps die Entdeckung der echten Folklore m it der radikalen K ritik  des 
’zigeunerhaften Schlendrians’, der Volkstümelei des trivial-populären K unst
liedes. Also grenzen sich voneinander die W elt der G entry  und die der Bauern
schaft ab, die Welt des seitens des herrschaftlichen Publikum s bevorzugten 
pseudoungarischen Zigeunerliedes’ und die volksmusikalische Welt von Lands
arbeitern , H errschaftsknechten, Schweinehirten, Schäfern — also die der 
arm en Leute des dam aligen Ungarns.

Dieser neue gesellschaftliche und musikalische Erlebniskreis führt uner
w a rte t dazu, daß die neorom antische Gemeinsprachlichkeit seiner bisherigen 
W erke, m itsam t allem, was er zu sagen hatte , illusorisch ward. E r wurde 
w ieder einmal einer rom antisierenden Illusion gegenübergestellt — hier haben 
w ir den im weiteren Sinne gemeinten weltanschaulichen Boden, auf welchem 
seine Liebe zu Stefi Geyer aufloderte. Die Briefe, die das innig Problematische 
seiner Beziehung zu dem jungen Mädchen widerspiegeln, sind erschütternde 
D okum ente. Der Schreiber t u t  sein Inneres genauso restlos auf, wie der K om 
p o n ist des Violinkonzerts; e r empfindet wohlgebründeten Abscheu vor jed
weder Heuchelei, vor den konventionell lügnerischen Komplimenten. Stefi 
Geyer ist überzeugt und  dogm atisch gläubig. Um so wichtiger ist für B artók 
die schonungslose Selbsterschließung. Er beginnt einen Liebesbrief, und 
schlägt in wenigen Augenblicken in die Tonart weltanschaulicher D ebatten 
über. W arum  er m it der R eligion gebrochen ha t, was für Impulse er von 
N ietzsches Zarathustra e rh ielt, was für welche von J .  P . Jacobsen, aus dessen 
dam als viel gelesenem und  diskutiertem  W erk N iels Lyhne ; wie für ihn die 
U nendlichkeit zum existen tialen  Erlebnis wurde und  wie er den von der 
R eligion zu erhoffenden, erbärm lichen Trost ablehnt: — sein Geständnis 
b rich t unverschönt aus dem tiefsten  Inneren eines ganzen Menschen hervor. 
E r  m ach t vor der sogenannten sozialen Frage n ich t H a lt: der junge Professor 
der Musikhochschule sprich t offen aus, wie und w arum  er sich von der »aus 
H albherren  bestehenden Gesellschaft, die man ungarische Intelligenz nennt«, 
en tfrem det hat.
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D els gesamte M aterial des Briefwechsels kennen wir nicht. Können uns 
dennoch kaum allzusehr irren, wenn wir annehmen: Stefi Geyer schrak vor 
dem jungen ’Barbaren ' zurück, vor dem Lehrer des Konservatoriums, der 
seinen Stand unverhohlen ablehnt, wie auch seinen einstigen religiösen 
Glauben. Das Mädchen schrak zurück vor der 'zügellosen' Persönlichkeit, 
die keinerlei Dogmen, keine A utorität anerkennen wollte. Sollte all das nur 
für das Privatleben kennzeichnend sein ? Kaum  zu glauben. W ir befinden uns 
von Angesicht zu Angesicht m it dem weltanschaulichen R ätsel der Entsteh
ung des Bartók-Stills. Erstens: ein persönliches Privaterlebnis — die uner
widerte Liebe — verwandelt sich in einer schicksalvollen Weise in Musik. 
Zweitens: vor einem Komponisten erschließt sich die endgültige Entfrem d
ung unter den Menschen. D rittens: einer, der die Höllenfahrt hinter sich 
weiß, den Weg bis zur turbulenten Vernichtung bereits hinterlegt hat, kehrt 
dann ins Leben zurück. Keine Abmachung trifft er. W ählt sich den künfti 
gen Weg der Hirsche seiner Cantata profana.

Im  Kleinen antizipiert schon das I .  Streichquartett diesen Weg. Dessen 
Lento schließt sich noch der schmerzlich-schönen Spätrom antik des Violin
konzerts an. In  dem letzten Satz gibt es einen Augenblick, wo die Primgeige 
einen grübelnden Rückblick auf die Stimmungswelt jenes 'halben Glücks’, 
des langsamen Eröffenungssatzes im Violinkonzert und im Streichquartett 
wirft. Die Geste ist die des Abschieds. Am Horizont leuchten bereits die 
Strahlen einer neuen Sonne auf. Der Pfau ließ sich nieder — aufs Dach vom 
Haus des K om itats, darin die K erker — besingt das Bauernlied, und wird 
im Zeichen dieses Sonnenaufgangs zum Symbol. Für die arm en Unfreien das 
ihrer Befreiung; für den Komponisten, der sich auf ihre Seite gewandt hat, 
zum Symbol des Aufstiegs aus der Nebelwelt des Täumens.
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LITTERATURE DE L'EUROPE CENTRALE ET ORIENTALE

Bálint Balassi und die polnische 
Literatur seiner Zeit

J an Slaski

Die im Titel des Vortrags angelegte Frage ist von der Wissenschaft 
noch nicht allseitig und gründlich untersucht worden. Eigentlich begnügt man 
sich seit Jahren dam it, einige wenige Fakten aufzuzählen, die dazu dienen 
wollen (und dies m it unterschiedlicher Beweiskraft tun), die Bande zwischen 
Balassi und Polen, bzw. der polnischen L iteratu r zu illustrieren. Dabei hat 
es den Anscheint, daß diesen Bindungen keine besondere Bedeutung bei
gemessen wird. So erfolgt in den letzten, dem hervorragenden D ichter gewid
m eten Aufsätzen von ungarischen Autoren kaum ein Hinweis auf die polnische 
Frage und vergebens suchen wir den Namen Balassis in den neuesten polni
schen Arbeiten, die die Renaissance zum Thema haben. Dieser U m stand ist 
sowohl m it der vorrangig westeuropäischen Orientierung der vergleichenden 
Literaturwissenschaft beider Länder als auch m it der U nkenntnis der Sprache 
auf beiden Seiten zu erklären. Die bisherigen Versäumnisse scheinen aber in 
erster Linie darin zu wurzeln, daß die grundlegendste Frage, daß nämlich zum 
Verständnis von Balassis W erk gerade die polnische L ite ra tu r den unent
behrlichen vergleichenden K ontext liefert, bisher nicht bew ußt gemacht 
wurde.

Versuchen wir diesen Ausgangspunkt m it einer allgemein bekannten 
Tatsache zu begründen. Balassi ha t sich dreimal in polnischen Landen auf
gehalten, noch dazu in für seine literarische Tätigkeit wichtigen, um nicht 
zu sagen entscheidenden Zeitabschnitten. Der Dichter ha tte  in Polen weit
reichende Verbindungen, deren Herausbildung durch die K enntnis der lateini
schen und italienischen Sprache sowie die Hilfe, die das K roatische und Slowa
kische in Hinsicht auf das Polnische bildete, erleichtert wurden. Das trug 
dazu bei, daß Balassi zu Polen tiefere persönliche Beziehungen hatte , als zu 
irgendeinem anderen Land. Dies berechtigt vor allem zum kontextvergleich 
m it der polnischen L iteratur. Aber warum gerade m it der polnischen L iteratur ? 
Balassi ist in der ungarischen L iteratu r seiner Zeit eine einmalige Erscheinung; 
genauer gesagt: die heimischen Traditionen, aus seine D ichtung erwachsen ist, 
sind versprengt worden und untergegangen und so für uns heute kaum auf
spürbar. U nter diesen Voraussetzungen bilden die polnischen W erke in bezug
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auf Balassis Schaffen einen besonders faßbaren H intergrund. Nicht nur die 
geographische Nachbarschaft der beiden Länder und  des Dichters abenteuer
liches Leben schaffen diese N ähe, sondern vor allem die nicht zu verkennenden 
A nalogien in  der Entw icklung der beiden L iteraturen. So betonen wir noch 
einm al; die polnische L ite ra tu r bedeutet für das W erk Balassis einen vergleich
baren  K ontext, der in teressante wissenschaftliche Ergebnisse verspricht. 
Setzen w ir in Klammern hinzu, daß sich das Problem  hinsichtlich der italieni
schen L ite ra tu r wahrscheinlich anders gestaltet. Balassi verdankt der italieni
schen L ite ra tu r zweifelsohne sehr viel, doch in dem Falle handelt es sich um 
Beziehungen, die nur wenige von der zeitgenössischen vergleichenden L iteratu r
w issenschaft erfaßten Bereiche ausfüllen. Zugleich aber erfordert die Erfor
schung des Verhältnisses Balassis zur polnischen L ite ra tu r seiner Zeit ein 
sehr differenziertes kontrastives Herangehen. Schließlich geht es hierbei um 
sowohl persönliche als auch um  literarische Beziehungen; um zwei-, bzw. 
dreidimensionale interkontextuelle Zusammenhänge; um  genetische Verbin
dungen und  um einfache Analogien. Unternehmen wir deshalb den Versuch 
zusammenzufassen, was auf dem  uns interessierenden Gebiet bisher erreicht 
w orden ist und skizzieren w ir die Richtung der weiteren Forschungen.

Verweilen wir zunächst einm al bei den persönlichen polnischen Bezie
hungen Balassis. Mit welchen, aus kultureller und literarischer Sicht aktiven 
Schichten, mag er in B erührung gekommen sein?

B ei seinem ersten A ufenthalt in Polen muß der junge D ichter noch den 
H of Siegmund Augusts in  K rak au  kennengelernt haben, obwohl der König 
sich vor seinem 1572 eingetretenen Tode häufiger in W arschau und Litauen 
aufgehalten hat. Doch im  hohen Renaissancezeitalter w ar in K rakau noch 
der G eist der italienischen H ofhaltung zu spüren, in  dessen Zeichen sich hier 
hervorragende W issenschaftler, Dichter und K ünstler, Einheimische und 
F rem de versammelten. Die Atm osphäre war geprägt von vornehmen Zerstreu
ungen und  wissenschaftlichen Disputen, die m it einem eigentümlichen Zauber 
ausgetragen wurden. Dies w ar der Nährboden für m ehr als ein W erk Kocha- 
nowskis, hier entstand die polnische Übersetzung des Cortegiano von Bal- 
dassare  Castiglione. Bei seinem  zweiten Aufenthalt w ar Balassi m it István  
B á th o ry  in Polen und verbrachte die meiste Zeit an dessen Seite. Um den König 
h a tte  sich der Kreis lateinisch-sprachiger H um anisten, der bald den Geist 
des H ofes kennzeichnen sollte, noch nicht herausgebildet. Dem schon reifen 
D ich te r begegnen wir deshalb eher in den Lagern u n ter den Soldaten, in dem 
M ilieu, das für Kochanowski die »Schule« bedeutete, wo die Traditionen seiner 
»hohen« Dichtkunst m it denen der volkstümlichen L iteratur, ja  sogar m it 
denen der Volksdichtung verschmolzen. Der d ritte  und  letzte Aufenthalt 
Balassis fällt in die Jahre , als sich der Schwerpunkt des kulturellen Lebens 
nach Norden verschiebt (Siegmund Vasa I II . h a t den polnischen Thron 
bestiegen) und die Gegenreformation ihre ersten Erfolge erringt. Der eben zum
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katholischen Glauben zurückgekehrte D ichter, der auf dem Gipfel seiner 
künstlerischen Schaffens angelangt ist, verdankt gerade dieser im  Norden 
verbrachten Zeit am meisten. D ort »am Ufer des Meeres, am Ozeanum«, 
im Zentrum  der Jesuiten von Braniewo, als auch vielleicht im Sitz des War- 
miaer Bischofs Andreas B áthory sowie in Danzig hatte er Gelegenheit, sich 
in  die Atmosphäre des »Goldenen Herbstes« der polnischen Renaissance ein
zufühlen, in die Suche nach einem Gleichgewicht zwischen der m ethaphysischen 
Ruhelosigkeit und dem Stoizismus. Die drei Aufenthalte Balassis in Polen 
bedeuten demnach drei verschiedene Abschnitte in seinem Leben, drei ver
schiedene Phasen und Bereiche in der polnischen Renaissance, drei verschiedene 
ideelle Schichten seiner K unst. Die Rekonstruktion von Balassis kulturell- 
literarischer Reiseroute muß also der Ausgangspunkt für die Nachvollziehung 
der aktuellen Bezüge sein, die sich ihm in Polen boten. In erster L inie müssen 
wir also im weiteren in den Kreisen und Schichten, mit denen der D ichter in 
Berührung gekommen ist, Umschau halten, um den vorausgesetzten polni
schen Beziehungen, den eventuellen Bekanntschaften, den Begegnungen und 
Beobachtungen, der wohlmöglichen Lektüre sowie den theatralischen und 
musikalischen Erlebnissen auf die Spur zu kommen.

Alle diese Beziehungen sind wichtig und zwar nicht nur als biographische 
Besonderheiten. Sie finden nämlich ihren Niederschlag in Balassis literarischem  
Schaffen. Die greifbarsten Auswirkungen hat die polnische Inspirierung in 
them atischer Hinsicht: einige Gedichte des ungarischen Poeten sind als Echo 
auf die Erlebnisse in Polen entstanden. Diese sind im allgemeinen leicht ver
ständlich und bereiteten keine größeren Interpretationsschwierigkeiten.

Sehr viel interessanter und schwieriger ist die Frage der Insp iration  durch 
polnische Lieder. Balassi ha t einige seiner Gedichte auf die Melodien damals 
gesungener polnischer Lieder geschrieben. Leider ist dieses M aterial bis zum 
heutigen Tage nich völlig identifiziert worden. So steht es uns m om entan nicht 
zu Gebote, festzustellen, inwieveit es einen eventuellen Zusam m enhang zwi
schen Rhytm us und V ersm aßstruktur der Gedichte und Melodienvorlagen 
gibt. Diese von Balassi verwendete Praxis bedeutet jedoch für den Erforscher 
der alten polnischen L iteratu r schon in sich einen F ak t großer Tragweite. 
W enn auch nur m ittelbar, ist dies im Falle Polens ein früher Hinweis darauf, 
daß die »studierte«, »hohe« D ichtkunst sich auch bei uns über das L ied ver
b reitet haben mag. Diese Form wird in Polen eigentlich erst seit Beginn des 
X V II. Jahrhunderts umfangreicher und unm ittelbar belegt und  dies auch in 
erster Linie in der K unst des Bürgertum s. Jeder Hinweis aus früherer Zeit ist 
deshalb umso wertvoller, da es sich diesbezüglich um einen Aspekt der D icht
kunst Kochanowskis und der Volkstüm lichkeit in der Renaissance handelt.

Schließlich und endlich soll von den interkontextuellen Relationen, den 
genetischen Zusammenhängen, die seit Jah ren  den M ittelpunkt des Interesses 
der traditionellen verglichenden Literaturgeschichte bilden, die Rede sein.
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E in  frühes Werk Balassis, E in  polnisches Lied  is t die Bearbeitung des LX V II. 
Psalm es nach der polnischen Fassung von Ja k u b  Lubelczyk (1558). Aufschluß
reich und interessant zugleich ist, daß der junge D ichter nicht nur auf den 
lateinischen Text zurückgegriffen hat, sondern eben diese Quelle benutzte. 
V ielleicht wurde seine Aufm arksamkeit dadurch erregt, daß die Übersetzung 
in die Versform gekleidet w ar und außerdem eine Vertonung vorlag. Es ist 
anzunehm en, daß P é te r Bornemisza ihm das protestantische polnische Buch 
in  die H and gab.

Doch vielleicht — das wäre uns das E rfreulichste — hat Balassi selbst 
im  W erk Lubelczyks die literarischen W erte en tdeckt, auf die wenig später 
Kochanowski, der Ü bersetzer des ganzen Psalm enbuches, aufmerksam wurde, 
wobei er manches bei seinem  Vergänger entlieh. D arüber hinaus ist auch nicht 
auszuschließen, daß B alassi in seinen späteren Gedichten im Psalm X L II. 
(Gleich einem dürstenden H irsch  . . .) und V aledicit patriae (Oh mein geliebtes 
V a te rla n d . . .) Verschiedenes aus Kochanowskis W erk geschöpft hat. Die 
endgültige Bestätigung dieser Annahme bedarf aber noch weiter vergleichender 
S tudien. Demnach ist es bisher nicht gelungen, umfangreiche, unm ittelbare 
Zusammenhänge zwischen Balassis Werk und  der polnischen Dichtung auf
zudecken.

D a es Um stände gegeben hat, die diese genetischen Beziehungen vor
be re ite t haben, gilt es, m it deren Erforschung zu beginnen. Diese Arbeit m üßte 
in  verschiedene R ichtungen laufen. Es steh t an, Kochanowskis W erk, vor 
allem  die Psalmen (1579) u n d  die Lieder (1586) gründlich durchzuarbeiten, 
besonders deshalb, weil seiner Werke schon vor dem Druck als M anuskripte 
von H and  zu H and gegangen sind.

Man müßte die neulateinische polnische D ichtung tiefgehender un ter
suchen, da sie hinsichtlich der Sprache für Balassi leicht zugänglich war. 
E iner gründlichen Analyse bedürfte die religiöse D ichtkunst, die nach 1580 
in  Polen eine besonders s ta rke  Verbreitung fand. Außer den »gelehrten«, 
»hohen« Schöpfungen verdiente die polnische V ulgärliteratur und Volks
d ich tung  sowie anderer Folklorestoff eine gesonderte Erforschung. In  der 
L ite ra tu r  der zweiten H ä lfte  des 16. Jahrhunderts ist leider in dieser Hinsicht 
n ich t viel erhalten geblieben. In  vielen Fällen lassen sich allerdings die später 
aufgezeichneten oder gedruckten  Texte auf diese Z eit zurückzuführen. Die For
schung um die genetischen Zusammenhänge m üßte  den metrischen Elementen 
eine größere Aufm erksam keit widmen als bisher. U nd  schließlich: wer weiß, 
ob n ich t die U ntersuchung der polnischen (oder vielmehr der im damaligen 
Polen bekannten) ästhetischen und litherarischen Theorien und der Einflüsse, 
die bei der Herausbildung von Balassis künstlerisch-literarischem  Bewußtsein 
m itgespielt haben mögen, interessante Ergebnisse bringen würde. Dieser 
V orschlag bedeutet allerdings schon die Ü berschreitung der zweiseitigen inter- 
kontextuellen Beziehungen . . .
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Zugleich läßt sich ein offenkundig interkontextueller Zusammenhang, 
der von den bisherigen abweicht, nicht verschweigen. W ir denken dabei an 
die Episode, als Balassi nicht der »Empfänger«, sondern der »Gebende« ist 
und die polnische Seite die »empfangende«. Adam Czahrowski (ungefähr 
1565— nach 1599), der acht Jah re  (1588 — 96) in den ungarischen Grenzburgen 
verbracht hatte, schrieb die polnische Bearbeitung von I n  landem confi- 
niorum  (Was kann, Soldaten . . .). Die durch Balassi inspirierten Verse oder 
vielleicht deren, von den Soldaten der Grenzburgen, verbreitetes Original 
waren in Polen der erste Ausdruck der Soldaten-Lyrik, die erst im darauf
folgenden Jahrhundert ihre Blüte erreichen sollte, vor allem bei Zbigniew 
M orsztyn (ungefähr 1628—1689). Bis es im Barock dazu kam, erfurh das 
Gedicht von Czahrowski ein besonderes Schicksal. Es begegnete eine anonymen 
Parodie, die einem bürgerlichen Milieu entstam m te, während es im  damaligen 
Polen noch keinen ausgereiften N ährboden hatte. Auf diese W eise bewirkte 
Balassi dreiseitige genetische Zusammenhänge.

Balassi und sein W erk stehen jedoch zu Polen und der polnischen Lite
ra tu r  in einer viel interessanteren und bedeutend komplizierteren, mehrseitigen 
Beziehung. W ir denken hierbei vor allem an die weitverzweigten Zusammen
hänge und Analogien, die nicht nur ungarische und polnische E lem ente auf
weisen, sondern auch von anderen K ulturen und literarischen Elem enten über
lagert wurden. Auch in diesem Fall handelt es sich um dreiseitige Beziehungen.

W ir wollen die Vorstellung des Sachverhaltes mit der verhältnismäßig 
leichtesten Frage beginnen. Balassi war, wie wir wissen, in der italienischen 
K u ltu r und L iteratu r sehr bewandert. Sofort erhebt sich hier die Frage: 
wo und unter welchen Um ständen hat Balassi, der verm utlich nie in Italien 
gewesen ist, diese K enntnisse erworben? Darüber herrscht bisher die zu 
akzeptierende Ansicht, daß er sie in erster Linie seinen eigenen Studien, 
seiner Lektüre und seinem Aufenthalt in Siebenbürgen, diesem Zentrum 
italienischen Geistes verdankt hat. Doch nicht zu unterschätzen is t die Ver
m ittlerrolle, die auch Polen in dieser Hinsicht gespielt haben mag. Umso 
weniger, als da wir m it Sicherheit wissen, daß der Dichter genau in Braniewo 
gegen Ende des Jahres 1590 Machiavelli gelesen hat, vielleicht sogar die dem 
Polen Ja n  Osmolski gewidmete Ausgabe. In  Polen konnte also Balassi durch 
die hier in großer Zahl tätigen Italiener auch unm ittelbar m it der gesprochenen 
Sprache in Berührung kommen. D arüber hinaus hatte er hier Gelegenheit, 
die von Italien übernommenen Sitten und Gepflogenheiten kennenzulernen. 
U nd schließlich waren hier in Polen zahlreiche italienische Schriften in den 
Bibliotheken, polnische Übersetzungen italienischer W erke sowie die auf 
italienische Anregung entstandenen polnischen Werke leicht für ihn zugäng
lich. W er weiß, ob ihm nicht die ausgezeichnete polnische B earbeitung von 
Baldassare Castigliones W erk Cortegiano, daß Lukosz Górnicki (1527—1603) 
1566 herausgegeben hatte , in die H ände gelangt ist.
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Bedeutend vielschichtiger erscheinen die dreiseitigen interkontextuellen 
R elationen . Verweilen w ir noch einen Augenblick bei den italienisch—unga
risch — polnischen Dreiecksbeziehungen. Wie bekann t ist, hat Balassi die 
W erke von der neulateinischen Dichtern — die der Italiener Hieronymus 
A ngerianus und Michael T archanio ta Marullus sowie die des Niederländers 
J a n u s  Secundus — ins U ngarische übertragen. Auch die Übersetzung des 
D ram as Amarilli von Cristoforo Castelletti s tam m t von ihm. In  der Epoche 
der polnischen Renaissance herrschte kein besonderes Interesse für die drei 
oben erw ähnten Dichter u n d  das Schäferspiel. Um so bemerkenswerter ist es, 
daß  m an in der nächsten Epoche, im Barock, sowohl auf diese drei D ichter 
als auch  auf die Schäferspiele als Genre aufm erksam  wurde.

D er hervorragendste der polnischen Barockdichter, J a n  Andrzej M orsztyn 
(ca 1620—1693) übersetzte außer Giovan B a ttis ta  Marini die Gedichte von 
Angerianus, Marullus und Secundus und außerdem  Aminte von Torquato 
Tasso, das übrigens nicht das erste Schäferspiel in  Polen war, da schon früher 
einige Übersetzungen das Pastor fido von B a ttis ta  Guarini Vorlagen. Den 
ungarischen Renaissance — und  den polnischen Barockdichter verbindet also 
eine diachronische Analogie, die bei beiden D ichtern  völlig übereinstimmt, 
bzw. sich, das Genre betreffend, aus der W ahl der gleichen literarischen 
M uster ergibt.

W enden wir uns je tz t anderen Übersetzungen Balassis und deren polni
schem  K ontex t zu. 1572 w urde in K rakau a Beteg telkeknek való füves kertecske 
(»Das K räutergärtchen für kranke Seelen«) herausgegeben. Derzeit gibt es 
schon gewisse Anzeichen, die darauf hinweisen, daß die polnische Ü ber
setzung  des Werkes von M ichael Bock wahrscheinlich schon früher im D ruck 
erschienen war. Kurz vor seinem  Tode, vielleicht im  jesuitischen Braniewo, 
m achte  sich Balassi an die Übersetzung des Bationes decem von Edm und 
Cam pianus. Die überarbeitete  Übersetzung dieses Werkes durch K asper 
W ilkowski (der übrigens zu r gleichen Zeit wie Balassi zum katholischen 
G lauben zurückkehrte) w urde 1584 in W ilna herausgegeben. Wie bekannt 
beendete Balassi im Sommer 1589 (oder beabsichtigte zu beenden) die Bearbei
tu n g  des Dramas Jephtes von George Buchanan. Die polnischen Version dieses 
biblischen Stückes stam m t von Ja n  Zawicki und  erschien 1587 in K rakau. 
Ü ber den Verfasser wissen w ir nicht allzuviel außer der Tatsache, daß er zu 
dem  Mäzenenkreis um Ja n  Zam oyski gehörte, m it dem auch Balassi in Ver
b indung stand. Es ist anzunehm en, daß der ungarische Dichter um 1689 
die A bsicht hegte, das ganze Psalmenbuch aufgrund der Version von Theodor 
B eza zu übersetzen. Im  J a h re  1579 und gleich danach 1583, 1585 und 1587 
kam  in  verschiedenen Ü berarbeitungen Kochanowskis Psalmenbuch heraus, 
das an  die oben erwähnten Paraphrasen Buchanans anknüpft, aber auch eine 
gewisse Ähnlichkeit m it der Version Bezas aufweist. Die Übereinstimmung 
der angeführten Pakten ist in  allen vier Fällen natürlich  augenfällig. Die Frage
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ist nur die, wie wir das interpretieren sollen ! Die zukünftigen Forschungen 
m üßten erbringen, m it was für Erscheinungen wir es hierbei zu tu n  haben. 
H andelt es sich um einfache Analogien oder vielleicht in H insich t auf den 
Titel um eine polnische Inspiration oder aber darum, daß Balassi den polni
schen Text als Hilfm ittel benutzt hat. In  dem letzten Falle h ä tten  w ir es m it 
eine polnischen Vermittlerrolle zu tun.

Schließlich müssen wir an die Analogien erinnern, die Balassis Dichtung 
der polnischen Dichtung näherbrachten und die nicht den Anschein erwecken, 
als handle es sich um genetische oder unm ittelbare Zusammenhänge. Die erste 
Aufgabe, die sich hieraus ergibt, ist die vergleichende U ntersuchung einiger 
Aspekte im W erk Kochanowskis und Balassis. Einige Beispiele: Interessante 
Ergebnisse könnten sich aus der vergleichenden Analyse von Gedichtzyklen 
beider D ichter ergeben. Eine vergleichende Untersuchung verdiente das beide 
D ichter gleichermaßen kennzeichnende Elem ent des Autobiographischen. 
Lohnenswert wäre, die von beiden D ichtern akzeptierte Lebensphilosophie 
zu erkunden, ungeachtet dessen, daß sie in Bezug auf den Stoizism us am 
E nde ihres Lebens eine sehr unterschiedliche Position bezogen haben. Auch 
ihre ähnlichen Ansichten über die Aufgaben des Dichters, das Selbstverständnis 
der eigenen Bedeutung und ihrer Rolle als Bahnbrecher in der eigenen Heimat, 
verdienten einen umfassenden Überblick. Doch auch über Kochanowski 
hinausgehend fehlt es nicht an Analogien, die Aufmerksamkeit verdienten. 
Als Beispiel erwähnen wir die Ähnlichkeit in den Übersetzungstraditionen bei 
Balassi und bei denen in Polen. Die von Balassi bevorzugten Genres stehen 
in enger Beziehung zu den Formen und Elementen, die in der dam aligen pol
nischen D ichtkunst auftauchen.

W ir haben den Versuch unternom m en, die bisherigen Forschungs
ergebnisse zusammenzufassen, die sich auf die Zusammenhänge und  Analogien 
zwischen Balassi und Polen, bzw. Balassi und der polnischen L ite ra tu r  beziehen 
und die Perspektiven der diesbezüglichen zukünftigen Forschungen zum 
umreißen. D er hier angeführte Entw urf, der notwendigerweise nur einige 
Züge en thält, ist selbstverständlich von einer Erschöpfung des ganzen Problem 
kreises w eit entfernt. Doch ist schon je tz t abzusehen, daß die Lösung der 
Probleme fruchtbringende Ergebnisse verspricht. Lassen wir m om entan die 
Teilfragen beiseite, auch wenn sie grundlegende Lösungen erbringen können. 
W enden wir uns eher einer schon je tz t auftauchenden Schlußfolgerung zu. 
In  Balassis zahlenmäßig bescheidenden Lebenswerte verdichtet sich a lt das, 
was in Polen die Leistung einiger Dichtergenerationen bedeutet. D er unga
rische D ichter, ein Menschenalter jünger als Kochanowski, durchm aß mit 
seiner K unst die aufblühende und untergehende Renaissance und t r a t  gleich
zeitig in die in Polen noch in weiter Ferne stehende Barockepoche ein. Es ist 
für uns nicht von Belang, welche Gründe dabei mitgespielt haben. Wichtig 
ist aber, daß wir aufgrund der vergleichenden Analyse zu dieser Feststellung
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gelangt sind. Die Vergleichende Literaturwissenschaft muß bei der Erforschung 
der einzelnen Zusamm enhänge und Analogien zu r Bestimmung der Origina
l i tä t  der D ichterpersönlichkeit Vordringen. E rs t die Bestimmung des Platzes, 
den Balassis Kunst vor dem  Hintergrund der M itteleuropäischen und beson
ders der polnischen L ite ra tu r  seiner Zeit einnim m t, ermöglicht die w irklich
keitsgetreue Erfassung seiner heimischen und europäischen Eigenheit, seiner 
w ahrhaften  Größe.
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Sociological Trends in 
Soviet Literary Scholarship (1923-1926)

Literature as Production

D uring  th e  1920’s i t  w as one of th e  c en tra l p rob lem s o f th e  M arx is t sociological view 
o f li te ra tu re  how  to  define  th e  ch a rac te ris tic s  o f lite ra tu re . I t  w as an  e v e r recu rring  
q u es tio n  how  i t  w as possib le  to  in teg ra te  th e  s tu d y  o f th e  genesis o f th e  w ork  w ith  the  
an a ly s is  o f its  form al asp ec ts . T he  c larifica tion  o f these  questions b ro u g h t in to  focus the 
scope a n d  confines o f sociological stud ies.

T he M arx ist sociological app ro ach  to  lite ra tu re  co n cen tra ted  on  th e  c o n te n tu a l ele
m e n ts , stressing  th e ir  p r im a c y  am ong  th e  com ponen ts o f th e  w ork. I t  sea rch ed  fo r the 
w ays an d  m eans of s tu d y in g  form al e lem ents, th a t  is, u ltim a te ly  th e  p lace  o f  th e  s tu d y  of 
fo rm  in  th e  sociology of li te ra tu re . T hough th e  need  of in v es tig a tin g  fo rm al e lem en ts  was 
p ro c la im ed  over and  o v er, th e  ex p lo ra tio n  an d  scho larly  analysis o f th e  fo rm al aspects 
o f th e  w ork  w as of seco n d ary  im p o rtan ce  in th e  sociological app ro ach  to  lite ra tu re .

Since 1916 th e  R u ss ian  F o rm a lis t School, th e  Opojaz h ad  been  g a in in g  im portance; 
th e i r  focussing on th e  w ork  w as rad ica lly  opposed  to  th e  co ncep t o f th e  sociological 
a p p ro a c h  to  lite ra tu re , th e  th e o ry  of co n tem p o ra ry  M arx ists. Soon i t  b ecam e ev iden t 
t h a t  th e  open c o n fro n ta tio n  betw een  th e  sociologists an d  th e  Opojaz w as unavo idab le . 
A  long  and  u n re len ting  stru g g le  w as bound  to  develop  betw een  th e  fo rm a lis ts  an d  the 
sociologists. T his s trugg le  d e te rm in ed  and  in  a  sense even  influenced  th e  socio log ists’ w ay 
of posin g  questions, th e ir  m ode o f in q u iry , b u t  i t  w ould be a  m is tak e  to  ignore the 
in fluence  of th e  sociologists o n  th e  fo rm alists on som e essen tia l ideological a n d  theore tica l 
p o in ts . Since th en  th e  h is to ry  o f th e  F o rm alis t School an d  th e  M arx is t sociological ap 
p ro ach  to  lite ra tu re  h a s  becom e inseparab le , an d  if we w ish to  u n d e rs ta n d  e ith e r  o f them  
w e h av e  to  consider i t  w ith  reference to  th e  o th e r.

T he fu r th e r d ev e lo p m en t o f th e  sociological m eth o d  can be tra c e d  o n ly  if  we refer 
b a c k  to  th e  ideas of th e  F o rm a lis t School th a t  w ere p iv o ta l to  th e  d iscussions.

T he efforts o f th e  O pojaz co n cen tra ted  u p o n  discovering  th e  sp ec ific ity  o f th e  
w o rk  o f a r t .  To th is  en d  th e y  sep a ra ted  lite ra tu re  from  no n -lite ra tu re , th e  a r t is t ic  w ork 
fro m  th e  n o n -artis tic  w ork . T h u s  th e y  cam e to  find  those  specific fe a tu re s  th a t  tran sm u te  
a  w o rk  in to  a  w ork o f a r t ,  n am ely  th e  co m ponen ts  o f device (p riem )  a n d  m a te ria l ( mate
r ia ) .  I t  w ould be an  inexcusab le  m istake , how ever, to  narrow  dow n th e  co n cep t o f a r t 
o f th e  Opojaz to  a  sy s tem  w hich describes devices, even  if these  dev ices w ere in te r
p re te d  as com posites in  th e  tra d itio n a l sense. I n  a  w ay  th e  fo rm alis ts  succeeded  in  over
co m in g  th e  d icho tom ous v iew  o f  co n ten t and  form . T hey  view ed th e  w ork  as  a  w hole, even 
a s  a  unified  s tru c tu re  w hich in  m odern  cy b ern e tics  corresponds to  th e  d y n a m ic  model. 
E a c h  elem en t o f th e  w ork  o f a r t  as p a r t  o f a  d y n am ic  system  is, a t  th e  sam e tim e, an 
a c tiv e  and  a  passive “ su b je c t” . I t s  inner dynam ism , th e  in tric a te  super- a n d  subo rd ination  
o f th e s e  elem ents c a n n o t be conceived w ith o u t co n cen tra tin g  on  th e  w o rk  of a r t .  The 
fo rm a lis ts  proclaim ed th e  p rincip le  th a t  p rob lem s p e rta in in g  to  th e  w rite r  an d  to  the
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w r i te r ’s b iog raphy , on th e  o n e  h a n d , an d  on th e  o th e r  to  re a d in g  as a  sub jec tive  a c t a re  
ir r e le v a n t  to  th e  m ain  c h a ra c te r is tic s  o f th e  w ork of a r t .  T h e  a tta c k s  b y  th e  ad v o ca tes  o f 
th e  sociological m ethod  w ere  d ire c te d  especially a t  th is  co n cep t an d  th e y  b lam ed  th e  
O pojaz  fo r  th e ir  arb itra rin ess  in  s e p a ra tin g  lite ra tu re  fro m  re a l i ty  an d  from  th e  ro le  t h a t  it  
p la y s  in  re a lity . There is no  d e n y in g  th a t  one can  fin d  som e d is to rtio n s  in  th e  view s of 
th e  O pojaz. (H ere we m ay  re fe r to  th e  careless an d  d a red ev il s ta te m e n ts  o f S hk lovsky  ) 
I n  essence , how ever, i t  w as u n fo u n d e d  to  s ta te  t h a t  th e y  h a d  sep a ra ted  a r t  fro m  rea lity , 
o r  t h a t  th e  form alists h a d  b e e n  b u sy  in d issecting  th e  skele ton  of th e  w ork  o f a r t .  
W e c a n  u n d e rs tan d  th e  v iew s o f th e  form alists concern ing  th e  re la tio n sh ip  b e tw een  a r t  
a n d  re a l i ty  if  we have a  c lea r c o n cep tio n  of th e  fa c t t h a t  th e  d iscovery  of th e  law s of 
tr a n s fo rm a t io n  is one of th e  k ey  p ro b lem s of th e  re la tio n sh ip  betw een  a r t  a n d  rea lity . 
F u r th e rm o re , R ussian  F o rm a lism  can  b y  no m eans be  reg a rd ed  a  p e trified  fo rm atio n  
w h ich  w as  unab le  to  develop. I n  th e  la te  tw enties T in y an o v , E ich en b au m , T om ashevsky  
a n d  J a k o b s o n  departed  fro m  o r th o d o x  im m anency  a n d  s tr iv e d  to  exam ine th e  specific ity  
o f l i te r a tu r e  from  th e  w hole o f so c ie ty . T his can  be p ro v ed  th e  m ost convincing ly  by th e  
s h o r t  d r a f t  o f a  system  b y  T in y a n o v  an d  Jak o b so n  w hich  w as pub lished  in  1928.

O u r view s concerning th e  “ a t ta c k s ” of th e  fo rm a lis ts  ag a in s t M arx ism  are  q u ite  
d if fe re n t th a n  those of th e  socio log ists . T heir c ritic ism  w as re a lly  addressed  to  th e  o u tw orn  
c o n c e p tio n s  o f th e  cu ltu ra l-h is to ric a l school. A nd we sh o u ld  n o t fo rget th a t  in  th e  ea rly  
tw e n tie s  M arx is t lite ra ry  sc h o la rsh ip  w as in the  stage  o f  e x p e rim en ta tio n . T h is is n o t to  
sa y  t h a t  th e  form alists w ere b ey o n d  rep roach , because in  som e p o in ts  th e y  w ere, in  fac t, 
p re p a re d  to  negate  M arx ist v iew s.

I t  is noticeable th a t  in  th e  ea rly  tw en ties th e re  ap p e a re d  som e tendenc ies in  
l i te r a ry  scho larsh ip  th a t  tr ie d  to  reconcile  form alism  w ith  M arx ism ; som e of th e m  even  
v e n tu re d  to  synthesize th e  tw o  m e th o d s . These m e d ia to rs  called  fo r th  th e  an g er an d  
sco rn  o f  th e  “ o rthodox” a d v o c a te s  o n  b o th  sides.

A  n u m b er of M arx ists w ho  ca rr ied  on open d e b a te  w ith  th e  lite ra ry  th eo ry  of th e  
O pojaz  to o k  th e  view th a t  i t  w ou ld  b e  im proper to  co n d em n  F o rm alism  as a  whole; on  th e  
c o n tr a ry , th e y  th o u g h t it  w as p o ss ib le  to  borrow  from  som e o f i ts  w orks, to  use som e o f its  
re s u lts  th o u g h  th ey  w ere th e  p ro d u c ts  of an  idealis tic  tr e n d . Such w ere th e  view s of 
B u k h a r in . A s it  is know n, T ro ts k y  dev o ted  a  special essay  to  th e  c ritic ism  o f fo rm alis t 
v iew s.1 H is  criticism  w as o u tr ig h t a n d  unrelen ting , y e t h e  cam e to  th e  conclusion th a t  
th e  e x a m in a tio n  of the  fo rm a lis ts ’ re su lts  w ould be usefu l even  fo r M arxists. T ro ts k y ’s 
c r itic ism  w as  aim ed a t  S h k lo v sk y ’s K h o d  konya. I n  sp ite  o f  h is  b itin g  critic ism  he recog
n ized  t h a t  i t  w as to  Shk lovsky’s c re d i t  th a t  “ th e  th e o ry  o f a r t  h a s  risen  from  alchem y to  
th e  r a n k  o f  chem istry” . M a rx is ts  su ch  as P iksanov , S aku lin , K e ltu y a la  a n d  o th e rs  
p ro n o u n c e d  sim ilar view s on  fo rm a l research .

M ay ak o v sk y ’s connection  w ith  th e  fo rm alists is w ell know n. F o r  a  tim e  he p u b 
lished  th e  th eo re tica l w ritings o f  th e  fo rm alists  in Lef. M ay ak o v sk y  spoke of th e  fo rm alists  
w ith  a p p re c ia tio n . H e said : “ T he  fo rm a l s tu d y  is th e  k e y  to  th e  s tu d y  o f a r t . W e h ave  to  
c o u n t e v e ry  flea  of rhym e. D o  n o t  b e  a fra id  of h u n tin g  fleas in  th e  v o id .” E m p h a tic a lly  
he  a d d e d : “ Y our w ork will be  in te re s tin g  and  usefu l th ro u g h  sociological in q u iry .” 8 
Z e itlin , a  reg u la r m em ber o f L e f  g re e te d  th e  a c tiv ity  o f O pojaz w ith  en th u s iasm : “ F o r
m a lis ts  a re  th e  pioneers o f th e  R u s s ia n  a rm y  o f lite ra ry  h is to rian s . I t  is th e  M arx ists  w ho 
co u ld  b e  th e  m ost in terested  in  th e i r  re su lts  and  successes.” 3

M ay ak o v sk y ’s L ef b ecam e th e  ho tb ed  and  m a in  c e n te r  o f  th e  m ethod  th a t  tr ied  
to  re co n c ile , harm onize an d  sy n th e s iz e  th e  form al m e th o d  w ith  M arx is t li te ra ry  sch o la r
sh ip , o r  m o re  properly , w ith  socio log ically -orien ted  resea rch . I t  becam e know n in  lite ra ry  
h is to ry  a s  th e  “ for-soc” (form al-sociological) m ethod . I t s  ch ie f th eo re tic ian  and  o rgan izer 
w as A rv a to v . T his m ethod  w as a c c e p te d  b y  Osip B rik , Z e itlin , V inoku r an d  m an y  o th e rs .
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A rv a to v , in  consonance w ith  h is co m p an io n s, se t an  extrem ely  h ig h  v a lu e  on  the 
acco m p lish m en ts  o f th e  fo rm alists . H e w ro te  t h a t  “ O pojaz should be re g a rd e d  as a 
p rogressive , rev o lu tio n a ry  tr e n d  in  scho larsh ip , w h ich  replaced and  su rp a ssed  a  nu m b er 
o f p h en o m en a  th a t  h ad  been  p roduced  befo re  i t .  I n  th is  sense O pojaz h a s  ad v an ced  
fu r th e r  th a n  th e  M arx is ts  w ho a re  clinging to  life less fo rm ulas” .4 A nd w h a t is  v e ry  im p o r
t a n t  fo r th e  form al-sociological m ethod  fro m  th e  th e o ry  of th e  O pojaz? A rv a to v  u n d e r
lines th a t  “ th e  fo rm al m e th o d , w hich w as th e  f i r s t  to  s tu d y  th e  w ay o f p ro d u c in g , th e  w ay 
o f m ak in g  th e  w orks o f a r t ,  rep resen ts  an  en o rm o u s s te p  forw ard over a g a in s t th e  th e o ry  of 
‘c o n te n t’ ” .5 T he a u th o r  rem ark s  th a t  th e  a c tiv ity  o f  th e  form alists has, o f co u rse , a lien a ted  
M arx ists . I n  h is w ay  A rv a to v  also critic ized  th e  form alists. F o rm alism  “ a s  f a r  a s  its  
g enera l basis is considered , is im m an en t: f i r s t  o f  a ll i t  has a lienated  th e  m a jo r i ty  of 
M arx is ts  w ho h ave  d iscovered  its  useful b u t  p ro v iso ry  (‘ex trem es’, ‘d ry n e s s ’, e tc .)  elem 
en ts , an d  n e x t, i t  h a s  den ied  itse lf th e  p o ss ib ility  o f throw ing a  d eep er, m o re  fav o u r
ab le  lig h t up o n  th e  regu la ritie s  o th e r  th a n  sim ple  chronological and  s t ru c tu ra l  m orpho logy  
t h a t  can  be cau g h t in  th e  h is to ry  o f li te ra tu re ” .6 I n  h is  w ritings A rv a to v  m e n tio n s  severa1 
tim e s  th e  d ifference be tw een  th e  form al a n d  form al-sociological m ethod .

A t th e  tim e  of th e  ap pearance  of th e  “ fo r-soc” theory  th e re  w as a  su b s ta n tia l 
d ifference betw een  th e  ad v o ca tes  o f th e  form al-socio log ical m ethod  an d  o th e r  M arx ists  
a s  fa r  as M arx ist m eth o d  w as concerned. T hose w ho  cam e to  M arxism  fro m  th e  cu ltu ra l- 
h is to ric a l school, in  th e ir  u n d e rs tan d in g  an d  sch o la rly  analysis of l i te ra tu re  a s  a  fo rm  of 
ideo logy  gave p rio r ity  to  th e  d e te rm in in g  ro le  o f  th e  p roductive forces a m o n g  M arx ist 
te n e ts , stressed  th e  co ncep t o f econom ic d e te rm in ism  an d  referred i t  b ack  to  th e  g en e tic  — 
causa l re la tio n s o f li te ra tu re . A rv a to v  an d  h is  com pan ions broke w ith  th i s  co n cep t and 
opened  new  p a th s . I t  w as n o t in discussing th e  c rea tio n  of the w ork, th a t  is th e  genesis of 
li te ra tu re , w here th e y  em ployed  th e  d e te rm in in g  princip le of p ro d u c tio n  re la tio n s , h u t 
w ith  reference  to  li te ra tu re  itself. T hey  con sid e red  lite ra tu re  as p ro d u c tio n , a  so r t of 
p ro d u c tio n . T h is m ean s th a t  th e  form al-sociological m ethod  placed l i te r a tu re  a s  a  social 
p h enom enon  in to  th e  sphere  of p ro d u c tio n , i t  looked  for the  crea tive  a c t  in  th e  w ork  of 
a r t .  A s a  consequence th e y  endow ed th e  p ro b lem s o f com position w ith  a  d is t in c t  function  
a n d  th o u g h t i t  to  be a  m o m en t o f p ro d u c tio n  in  th e  creation  of th e  l i te r a ry  w ork . They 
stressed  th e  a c tiv ity  of th e  c rea tin g  process in  lite ra tu re ; and in th e ir  v iew  th e  lite ra ry  
p ro ced u res co rresponded  to  th e  laws o f tra n s fo rm a tio n  th a t  rea rran g ed  th e  fa c ts  o f life 
in to  su b je c t m a tte rs .

A rv a to v  defined  th e  basic  ta sk  of l i te ra ry  scholarship  in th is  sense w h en  he  said 
t h a t  “ if bourgeois th e o ry  of lite ra tu re  s tu d ie s  a u th o rs , w orks o r th e  g en e ra l d ev e lo p m en t 
o f  sty le , th e n  M arx ist th e o ry  o f lite ra tu re  sh o u ld  in ev itab ly  deal w ith  th e  o rg an iza tio n  
o f  th e  lite ra ry  w ork as th e  professional —social a c tiv ity  o f m en” .7 C o n seq u en tly , li te ra tu re  
becom es th e  re su lt o f a  social d iv ision  of lab o r a s  “ th e  form al-sociological m e th o d  conceives 
o f  li te ra tu re  as a  p ro fessio n a l—p rac tica l sy s te m  w hich  has its  own te c h n iq u e s , econom y 
an d  ‘su p e rs tru c tu re ’, an d  w hich func tions a s  p a r t  o f th e  whole of th e  soc ia l sy s te m ” .8 
H e  view s th e  h is to rica l deve lopm en t o f li te ra tu re  fro m  th e  aspect o f th is  te n e t ,  he  defines 
th e  d ev e lo p m en t o f li te ra tu re  fro m  th is  b a s is  w h en  he says th a t  “ th e  ty p e s  o f  o rgan i
za tio n s  o f lite ra ry  m an ag em en t w hich d e te rm in e  its  form  of p ro d u c tio n  a re  h is to rica lly  
ch an g in g  to g e th e r w ith  th e  changes in  th e  econom ic  s tru c tu re  of so c ie ty ” .9

A rv a to v , to g e th e r w ith  o th e r ad v o ca te s  o f  th e  form al-sociological m e th o d  stressed 
th e  ac tiv e  side o f a r t ,  ascrib ing  high im p o rta n c e  to  those processes t h a t  tra n s fo rm  the 
‘m a te r ia l’ o f re a lity  in to  a r t is t ic  ‘m a te ria l’. I n  sum m ing  up his view s A rv a to v  expounds 
th is  co ncep t as follow s: “ T o sum  up : life is a n  end less conglom eration o f o b je c ts , events, 
h u m a n  ac tions, ideas an d  all these are  n o t ‘c o n te n t’ b u t m ateria l for th e  a r t i s t  o f  lite ra tu re . 
O ur ta s k  is to  s tu d y  th e  m echanism  of p rocessing  th is  m aterial in to  a  l i te r a ry  fo rm  as a
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soc ia l a n d  professional m e c h a n ism  w hich is d e te rm in ed  b y  th e  general laws of h is to ric a l 
e v o lu tio n .” 10 T hus li te ra tu re  se lec ts  from  am ong th e  fa c ts  o f  life an d  rearranges th e m  in to  
su b je c t  m a tte r . I t  rea rran g es  a n d  n o t reflects. A cco rd in g  to  Z eitlin  it  is a  m is tak e  to  
s a y  t h a t  “ th e  lite ra ry  w o rk  tr a n s la te s  life in to  ‘sy m b o lic  signs’ on th e  c o n tra ry , th e  
l i te r a ry  w ork  does n o t re f le c t r e a l i ty  b u t tran sfo rm s i t  in  a  c rea tiv e  syn thesis” .11

T h e  active, p ro d u c tiv e  n a tu r e  of a rt, accord ing  to  A rv a to v , is p rac ticab le  fo r th e  
e x p la n a tio n  of th e  p h en o m en a  o f  p o e tic  language. H e  re g a rd s  p o e try  as a  ce rta in  sp h e re  
o f lan g u ag e  crea tion : “P o e tr y  h a s  never been a n y th in g  else  th a n  an  experim ental la b o ra 
to r y  o f  language c rea tio n .” 12 I n  h is  view  th e  ‘poe tic  la n g u a g e  is a  spontaneous, in tu it iv e  
la b o ra to ry  o f everyday  lan g u ag e . T he  p oe t is no t a  m e re  co m p ile r o f w ords and  sen ten ces, 
“ th e  p o e t is alw ays a n  in v e n to r , a  sh ap er of th e  m a te r ia l o f  re a l language” .13 A t th e  sam e  
tim e  h e  tr ie s  to  find th e  ex is te n c e  o f these tra n sfo rm in g  m e th o d s  and  devices o u ts id e  
o f  a r t ,  t h a t  is, in  socie ty . H e  s ta te s  th a t  “ as a g a in s t th e  fo rm al m ethod  th e  fo rm al- 
socio log ical m ethod  s tu d ie s  th e  ae s th e tic  devices in  th e i r  co n n ec tio n  w ith  th e  an a lo g o u s  
d ev ice s  o f  non -artis tic  l i te ra tu re  n o t  in  th e  sense o f  ‘re f le c t io n ’ b u t  in  th e  sense o f  r e a r 
ra n g in g  th e  fac ts of life in to  su b je c t  m a tte r” .14 T h u s  A rv a to v  advocates th e  p rin c ip le  o f 
a c tiv e  tran sfo rm atio n , a n d  s tre sse s  th e  positive a sp ec ts  o f  a r t .  T h is  view is so c o n s is te n t 
t h a t  fo r c e rta in  a rtis tic  p ro d u c ts  h e  does no t find p lace  w ith in  th e  scope of a r t , th u s  e .g . h e  
re g a rd s  pa n e l pa in tin g  as  need less, an d  is inclined to  lab e l o n ly  th e  socially useful re su lts  a s  
a r t .  U n d o u b ted ly , in  th is  v iew  o f  h is there  is gross o v e rs im p lif ica tio n  and  a  ra th e r  b a n a l 
u ti li ta r ia n ism .

A rv a to v  w ro te  in te re s t in g  analyses of th e  p o e m s  o f  M ayakovsky, B ru so v  a n d  
o th e rs , in  w hich he based  h is  conclusions on th e  s ta t i s t ic s  o f  lexical elem ents h e  h a d  
fo u n d  in  th e  poem . B esides a  n u m b e r  of rem ark ab le  s ta te m e n ts  he established class- 
sp ec ific a tio n s  th a t  in  th e  la s t an a ly s is  proved to  be u n fo u n d e d .

I n  sp ite  o f its  e x a g g a ra tio n s  th e  form al-sociological m eth o d  m anaged to  c re a te  
a  c o n c e p t w hich a t  le a s t in  som e o f  its  elem ents h a s  n o t  b e e n  superseded.

T h e  efforts of th e  a d h e re n ts  o f th e  form al-sociological m e th o d  to  synthesize fo rm a l 
a n a ly s is  w ith  sociological m e th o d s  m e t th e  rep reh en sio n  o f  th e  form alists. E lsew here , 
esp ec ia lly  am ong th e  a d v o c a te s  o f  P ereverzev’s socio logy  o f  lite ra tu re  th ey  m e t h a rs h  
re je c tio n . A m ong th e  fo rm a lis ts  i t  w as E ichenbaum  w ho  d id  n o t conceal his c o n te m p t a s  
to  th e  a c tiv itie s  of fo rm al-socio log is ts: “ H ere a re  th e  ‘fo rsoci’ — he w rites in  P echa t’ i  
R evo l’u c iya  — who, w hile n o t recogn iz ing  th e ir com ic ro le  a t  th e  hands of h is to ry , a re  
m o v in g  in  th e  line of le a s t re s is ta n c e  and  insist u p o n  th e  u n if ic a tio n  of the tw o  — fo rm a l 
a n d  sociological — m e th o d s .” 15 T h e  advocates o f P e re v e rz e v ’s sociology found  i t  a b so 
lu te ly  necessary  to  refuse e v e ry  a t te m p t th a t  w a n te d  to  m erge  form al analysis w ith  
M arx ism , th a t  is w ith  th e  socio log ical m ethod . In  1927 F o k h t  pub lished  a leng thy  essay  in  
w h ich  h e  su rveyed  a ll tr e n d s  t h a t  ex is ted  in  lite ra ry  sc h o la rsh ip . Of th e  ac tiv ities o f th e  
fo rm al-socio log is ts  he h a d  a  d e v a s ta tin g  opinion. H e  d e c la re d  th a t  “ in  form al socio logy  
th e  sociological app roach  is n o th in g  b u t external, a n d  in  i t s  p rin c ip les  it  is only  fo rm a l” .16 
A n o th e r  ex perim en t in  l i te ra ry  scho larsh ip  th a t  d ec la red  itse lf  M arxist o r sociological 
w as  b ra n d e d  b y  F o k h t a s  e c le c tic . I t  was th e  th e o re tic a l  research  of Sakulin , K el- 
tu y a la ,  P ik san o v  and  o th e rs .

Immanence and Causality

A fte r  th e  rev o lu tio n  S ak u lin , K eltuyala , B ro d sk y , E fim o v , P iksanov  and  o th e rs , 
w ho h a d  b egun  th e ir  ca reers  w ith in  th e  cu ltu ra l-h is to rica l schoo l, used every effo rt in  th e  
in te re s t o f learn ing  and  d is se m in a tin g  M arxism . H ere  w e h a v e  to  touch  upon th e  socio-
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logical concep ts of S akulin  and  K e ltu y a la  because  th e ir and especially  S a k u lin ’s m etho
dolog ica l-theore tica l essays and  books w ere fa ir ly  o ften  quoted in  th e  d iscussions concer
n in g  th e  sociological m ethod .

P . M. Sakulin , a  fo rm er re p re se n ta tiv e  o f th e  cu ltu ra l-h is to rica l schoo l, w as m ainly 
in te re s te d  in  th e  social a sp ec ts  o f l i te ra tu re . H is  w ritings, how ever, d is p la y  h is  renew ed 
sensitiveness to  and  sy m p a th y  for th e  q u es tio n s  of form . A fter th e  re v o lu tio n  he  published 
severa l review s, c ritica l w ritin g s a b o u t th e  fo rm alists . H e w as m a in ly  in te re s te d  in  Z hir
m u n s k y ’s theo re tica l w orks. I t  is k n o w n  th a t  Z hirm unsky  broke o ff  w ith  S hk lovsky’s 
co n cep t o f im m anence re la tiv e ly  ea rly , because  he linked the  ex is ten ce  a n d  developm ent 
o f li te ra tu re  w ith  th e  sp irit o f th e  age. T h is  m ay  have been in s tru m e n ta l  in  S aku lin ’s 
rece iv ing  Z h irm unsky ’s w orks w ith  s y m p a th y . Sakulin  like th e  a d v o c a te s  o f  th e  formal- 
sociological m ethod  searched  for th e  m ean s  o f accen tu a tin g  and  h a rm o n iz in g  th e  positive 
a sp ec ts  o f form alism  an d  th e  sociological m e th o d . U nlike the re p re se n ta t iv e s  o f form al 
sociology, Sakulin  ex e rted  h is con c ilia to ry  e ffo rts  in  o ther fields o f l i te r a tu re  a s  well.

F ro m  th e  m iddle  o f th e  tw e n tie s  a  g ro u p  of critics g a th e red  a ro u n d  Pereverzev 
d ec la red  an  uncom prom ising  strugg le  a g a in s t th e  theore tica l co n cep ts  o f  O pojaz  an d  were 
inc lined  to  call all m an ifesta tio n s form al-sociological m ethod th a t  s t r iv e d  a t  th e  recog
n itio n  of th e  form al m ethod . T h u s besides th e  a c tu a l rep resen ta tives o f  th e  form al-sociolo
gical m e thod , B u kharin , V oznesensky, T ro tsk y , P iksanov , K e ltu y a la  to g e th e r  w ith  Sakulin 
w ere  b ran d ed  as ‘for-soc’. W e ap p ly  th is  label on ly  to  th e  th e o ry  o f A rv a to v  and  his 
com pan ions.

S ak u lin ’s effo rts  to  reconcile fo rm al an a ly s is  w ith  the  sociological m e th o d , in  spite 
o f i ts  resem blance to  fo rm al sociology, does n o t m ean a t all t h a t  h is  th e o ry  w as the 
re p e tit io n  of its  ten e ts . U n like  th e  a d h e re n ts  o f th e  form al-sociological m e th o d  he was 
n o t in te res ted  in  th e  “m ode of p ro d u c tio n ”  o r  “ s ta te  o f p roduc tion” in  a r t  b u t  endeavored 
to  lay  s tre ss  upon th e  social bonds, social genesis, h istorical process o f li te r a tu re ,  w ithout 
im p a ir in g  th e  innerm ost ch a rac te ris tic s  a n d  cond itions of lite ra tu re  o r  th e  li te ra ry  work. 
I n  S ak u lin ’s th eo re tica l sy s tem  i t  is th e  ta s k  o f scholarship to  w ind  u p  a n d  th ro w  light 
u p o n  th e  th read s  th a t  connect th e  im m an en ce  an d  th e  causal fac to rs  o f l i te ra tu re . L ite ra ry  
sch o la rsh ip  can achieve th is  a im  th ro u g h  th e  a lly ing  of tw o m ethods: th ro u g h  th e  asser
tio n  o f th e  im m an en t (form al) an d  cau sa l (sociological) m ethod.

As a  M arx ist S akulin  s ta r te d  fro m  th e  proposition  th a t  li te r a tu re  is an  outw ard 
fo rm  o f th e  social su p e rs tru c tu re . As he  procla im s, “ all m an ifesta tions o f th e  sp iritu a l life 
o f th e  co u n try  — lite ra tu re  am ong  th e m  — are  no th ing  else b u t th e  ‘su p e rs tru c tu re ’ of 
th e  econom ic basis” .17 I t  is th e  econom ic  life th a t  determ ines ev e ry  m o m e n t a n d  th e  h is
to r ic a l process of social life; th u s  “ w hile s tu d y in g  our subject from  th e  h is to r ic a l angle we 
h a v e  becom e convinced  th a t  th e  changes in  socio-econom ic life a n d  c o n seq u en tly  the 
ch an g es  in  th e  w hole social process b rin g  a b o u t unavoidable changes in  l i te r a ry  life — the 
a lte rn a tio n  of schools an d  sty les. H ere  sociological determinism  c a n  b e  ap p lied  in full 
m e a su re .” 18 H e conform s to  P le k h a n o v ’s view s w hen he does n o t ev o lv e  th e  social roots 
o f li te ra tu re  d irec tly  from  th e  d e te rm in a n ts  o f econom ic life, b u t a s  a n  in te rm ed ia ry  he 
in te rp o la te s  th e  m ed ium  of social classes w hich  ex e rt influence over th e  tra n sfo rm a tio n  of 
li te ra tu re . H e w arns th a t  “ a f te r  all th e  li te ra ry  h is to rian  m ay n o t fo rg e t t h a t  in  every  his
to r ic a l period  th ere  ex is t several social c lasses side by  side, co n seq u en tly  th e re  a re  several 
t r e n d s  in lite ra tu re .” 19 H e does n o t a c c e p t i t  as an  exhaustive o r fu ll e x p la n a tio n  of how 
th e  s tru c tu re  of econom ic d e te rm in e n ts  in fluence  lite ra tu re . H e fo llow s P le k h a n o v  when 
he  d ec la res  th a t  “ in  th e  sphere of a r t  an d  lite ra tu re  immediate in flu en ce  o rig in a tes  more 
o ften  in non-economic fa c to rs  th a t  c o n s t itu te  th e  so called social psychology” .20 H e disagrees 
w ith  th e  onesided e x tre m ity  w hich s tre sses  th e  econom ic basis o f so c ie ty  a s  a  determ in ing  
fa c to r  in th e  u n d ers tan d in g  of a r t ,  b ecause  a s  he asserts, lite ra tu re  h a s  a  re la tiv e ly  inde
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p e n d e n t  existence in sp ite  o f i t s  econom ic  de te rm ina tion . “ L ite ra tu r e  — says S akulin  — 
is  f ig h t in g  fo r its  in dependen t e x is te n c e , it  does n o t su b m it t o  a n y  k in d  of influence, an d  
re c e iv e s  o n ly  w hat does n o t  c o n tr a d ic t  its  character. B ecau se  i t  h a s  a  ch aracter o f its  
o w n .” 21 T h u s  lite ra tu re  is f ig h tin g  fo r  its  “ independence” . T h is  p rin c ip le  is also an  ex p res
sio n  o f  S ak u lin ’s concept o f h is to r y :  “ Sociological d e te rm in ism  m ee ts  some b a rrie rs  in  
th e  f ie ld  o f lite ra tu re , th e  p sy c h e  o f  th e  creative p e rso n a lity , th e  law s of ideology an d  th e  
e x is te n c e  of th e  evo lu tio n ary  m o m e n t.”22 T h a t is to  say , th e  d e te rm in in g  fac to rs of a r t  
a re  n o t  com posed of socia l-econom ic  phenom ena only, b ecau se  “ a r t  a t  a  certa in  stage  of 
i t s  d e v e lo p m e n t and w ith in  c e r ta in  lim its  is sim ultaneously  liv in g  i t s  pecu liar life, and  also  
c o n fo rm s  to  non-econom ic in f lu e n c e ” .23 H ow  th en  does S a k u lin  im ag ine  th e  developm ent 
o f l i te r a tu r e  ?

H e  discerns tw o m o m e n ts  in  th e  historical p rocess. H e  p o s tu la te s  th e  existence o f 
a n  in h e r e n t  m ovem ent in  th e  d e v e lo p m e n t of li te ra tu re , b ecau se , a s  he declar es, “ ev e ry  
d e v e lo p m e n t postu la tes a n  e x p a n d in g  subject (as if i t  w e re  a  ‘th in g  in  itself’) w hich 
p o sse sse s  certa in  features, f i r s t  o f  a ll th e  ab ility  to  d ev e lo p ; i t  d ep en d s on th e  n a tu re  of 
th e  s u b je c t  w hether and h o w  i t  w ill develop (th a t is th e  f a c t  a n d  ty p e  of developm ent). 
T h e  d ev e lo p m en t alw ays b eg in s  w ith in  th e  boundaries o f th e  g en u s  and  species and  th e  
ty p e  o f  developm ent is d e te rm in e d  b y  th e ir  peculiarities. I  ca ll th is  ‘n a tu ra l’ d eve lop 
m e n t ,  (‘k a ta  phusin ’ in  A r is to tle ’s  a n d  Polyb ius’ te rm ) e v o lu tio n  in  order to  d is tinguish  
i t  f r o m  causa l developm ent b ro u g h t  b y  external fo rces.”24 T h e  evo lu tionary  and  causal 
m o m e n ts  o f th e  historical p ro ce ss , how ever, are n o t ex c lu s iv e ly  an tith e tic a l. H e clearly  
a n d  a c c u ra te ly  sta tes: “ I  s e t th e  ev o lu tio n a ry  m om en t a g a in s t  th e  causal m om ent an d  
n o t  th e  h is to rica l one, a n d  w ith  th is  contraposition  I  a s s e r t th a t  th e  evo lu tionary  
a n d  c a u sa l m om ents to g e th e r  c o n s t i tu te  a  single h is to rica l p h en o m en o n  (history =  ev o 
lu t io n  -f- causality ). This m e a n s  t h a t  there  is no sign  o f d u a lism  here as i t  m ay  
h a v e  a p p e a re d  a t  first s ig h t.” 25 I n  o rd e r to  describe h is to r ic ity  co rrec tly  and fu lly  i t  
b e c o m e s  necessary  to  exp lo re  th e s e  tw o  m om ents. W h a t a re  i t s  applicab le  devices an d  
m e th o d s  ?

T h e  im m anent m e th o d  a lo n e  is qualified for th e  e x p lo ra tio n  and  analysis o f th e  
h is to ry  a n d  th e  na tu ra l fa c ts  o f  th e  phenom enon , a  ta s k  t h a t  in  p a r t  h a d  been accom plished 
b y  O pojaz. I n  h is essay, T he  M ethodo log ica l T asks of th e  L ite ra ry  H isto rian , S akulin  
d isc u sse s  th e  w ays and  m e th o d s  o f  app roach ing  lite ra ru re .26 A s w e h av e  indicated  above, 
h e  p o s tu la te s  tw o m ethods: a n  im m a n e n t m ethod and  a  c au sa l m e th o d . W h a t re la tionsh ip  
d o es h e  estab lish  betw een th e m , a n d  w h a t are th e  p ro c e d u re s  o f  research  ? Besides th e  
d y n a m ic  app roach  can one su p p o s e  th e  existence of a  s ta t ic  a p p ro a c h  ?

S a k u lin ’s s ta rtin g  p o in t  is  t h a t  th e  im m anen t m e th o d  m u s t come before caus
a li ty .  H e  w rite s  th a t  “n o th in g  c a n  th ro w  obstacles in  th e  w a y  of th e  sociologically 
th in k in g  scho la r in  his keep ing  th e  sequence  of m ethodo logy , t h a t  is, he  has to  apprehend  
th e  p h e n o m e n a  first in  th e ir  im m a n e n t  an d  then  in  th e ir  c a u sa l a sp e c ts” .27 W h at does he 
m e a n  b y  im m an en t analysis ? H e  en v isag es  th e  p roper e x p lo ra tio n  o f lite ra ry  phenom ena 
th i s  w a y :  “ I t  is im p o rtan t to  k n o w  w h a t  E vgeny  O negin c o n s t i tu te s  in  itself as a  w ork  of 
a r t ,  in  i t s  essence. W e ana ly se  i t  f o r  th is  end from  th e  a sp e c t o f  fo rm  and  poetic content. 
F i r s t  w e  ana ly se  the elem en ts o f  p o e t ic  fo rm  im m anen tly  (co n ce rn in g  sound, word, im age, 
r h y th m , com position , genre, p o e tic  su b jec t, artistic  sty le) w ith  th e  a id  of those m eth o d s 
t h a t  h a v e  been  elaborated  b y  th e o re t ic a l  poetics — re ly ing  o n  psycho logy , aesthetics an d  
lig u is tic s  — and  o f those  u sed  p a r t ia l ly  b y  th e  a d v o c a te s  o f th e  form al m ethod . In  
essence , th i s  is th e  m ost v a lu a b le  p a r t  of our w ork .”28 T h u s  in  S ak u lin ’s opinion th e  
e x a m in a tio n  of literary  p h e n o m e n a  m u s t begin w ith th e  im m a n e n t m e th o d , and if we h ave  
n o tic e d , th is  inquiry  is d ire c te d  n o t  on ly  a t  th e  fo rm a l a sp e c ts  b u t extends to  th e  
p o e tic  su b je c t  as well. To th i s  q u e s t io n  Sakulin h a d  to  p ro v id e  fu r th e r  ex p lana tion
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because  h is above qu o ted  essay  w as a tta c k e d  b it te r ly  an d  one of th e  accu sa tio n s  w as th a t  
he  neg lec ted  o r d isregarded  th e  d ia lec tics o f c o n te n t an d  form . A ccord ing  to  o th e rs  he 
sep a ra ted  co n ten t an d  fo rm . In  o rd e r to  e lim in a te  m isunders tand ings, S ak u lin  m ak es his 
p o in t clearer: he s ta te s  t h a t  th e  w ork  of a r t  is hom ogeneous, all th e  c o m p o n en ts  o f the 
w ork  can  be conceived o f a s  p a r ts  o f a  unified , ind iv is ib le  s tru c tu re . A s i t  can  be seen 
fro m  h is w ritings in S ak u lin ’s th eo re tica l sy s tem  th e  concep t of c o n te n t d iffe rs  from  the 
tra d itio n a l, cu ltu ra l-h is to rica l in te rp re ta tio n  a n d  is nea re r to  th a t  o f S h k lovsky , T inyanov  
a n d  th e  Opojaz and  to  A rv a to v ’s form al-sociological view  of c o n te n t a s  w ell, because 
“ b y  co n ten t we m ean  o n ly  m aterial w hich m u s t be  m ad e  to  ta k e  shape. I t  is th e  a r t is t  and  
on ly  th e  a r t is t  w ho can g ive i t  a r t is t ic , e ino tional-im ag inal form . O nly  th e n  does it  becom e 
poetic content. I n  th is  v iew  th e re  is no unnecessary  ‘fo rm alism ’.”29 H e  m ak es th is  concep t 
even  m ore exp lic it: “ P o e tic  c o n te n t can  be on ly  a r tis tic a lly  tran sfo rm ed  re a l ity  (including 
th e  inner w orld of th e  a r t is t ) .  E m p iric  rea lity , th e  ideological co n ten t o f life a re  no th ing  
else b u t m ateria l. S to ff w hich  h a s  to  be tran sfo rm ed  a rtis tica lly . C rea tion , in  essence, is 
th e  process of shaping. I t  can  be  observed (w hich a lm ost a lw ays re m a in s  unno ticed ) 
th a t  th e  one and  sam e e lem en t m a y  g e t b o th  in to  fo rm  an d  in to  c o n te n t .” 30 A nd  once 
aga in  he  em phatica lly  a d d s  t h a t  “ th e  im m an en t ex am in a tio n , I  re p e a t, is  th e  a rtis tic  
an a ly s is  of form  and  c o n te n t” .31 I t  m ay  becom e c lea r from  S aku lin ’s a rg u m e n ta tio n  th a t  
he  h ad  d raw n  a  lo t from  th e  v iew s of th e  fo rm alis ts  an d  stood  n ea r th e  form al-sociological 
th e o ry  as well. These “ b o rro w ed ” ideas, how ever, h a d  becom e in te g ra l p a r ts  of his 
th eo re tic a l system .

W hen one has fin ished  s tu d y in g  th e  im m a n e n t phenom ena , i t  is possib le  to  th row  
ligh t upon  genetic re la tionsh ip s ; th e n  th e  causal m e th o d  is p u t in  force. I n  c o n tra s t to  
ea rlie r concep ts, S aku lin  h a s  sep a ra ted  gene tic  re la tio n s  from  causal re la tio n s . As a 
m a t te r  o f fa c t genetic  re la tio n s  cover th e  e n v iro n m en t o f th e  im m ed ia te  h is to ry  of th e  
w ork  of a r t ,  while th e  id ea  o f causa l re la tions su p p o r t th e  defin ition  of th e  social fa c t and 
social function  of th e  li te ra ry  w ork. A fter th e  ex p lo ra tio n  of gene tic  ro ta tio n s  one can 
beg in  to  analyze th e  causa l re la tio n s  of lite ra tu re . Sociology serves th is  pu rp o se .

W h a t are causal p h e n o m e n a l In  effec t, S aku lin  app roaches li te ra tu re  fro m  the 
w hole o f th e  social s tru c tu re . B y  i t  he m eans all those  fac to rs  th a t  in itia te  li te ra tu re  into 
social fac t; from  an o th e r a sp ec t, he stud ies those  social fac to rs  th a t  re su lt in  th e  m ovem ent 
o f li te ra tu re , influence i ts  d ev e lo p m en t an d  induce  its  h is to rica l changes. Social classes, 
social psychology, and  u ltim a te ly  th e  econom ic sy s tem  of society  belong  to  th e  causal 
re la tio n s  th a t  influence li te ra tu re . W ith o u t th e ir  know ledge it  is im possib le to  u n d ers tan d  
th e  w ork  or th e  h is to rica l p rocess o f li te ra tu re . In  essence, S akulin  a sse rts  som e kind 
of d ia lectics betw een th e  lite ra ry  w ork  and  social re la tions. I t  is tru e  th a t  im m a n e n t s tu d y  
com es before causal, b u t  causa l analysis co m prehends th e  re su lts  o f im m a n e n t s tu d y  
an d  lifts  th em  to  a  new  level. I n  h is book he w rite s  th a t  “ as soon as  th e  sociological 
m eth o d  appears on th e  scene, i t  acqu ires d o m in an t p osition : i t  becom es aw are  of every 
th in g  th a t  has been reach ed  b y  im m an en t s tu d y , an d  execu tes i ts  ow n, v e ry  in trica te  
w ork  in  o rder to  p u t  th o se  re su lts  a t  th e  service o f h is to rica l re se a rc h ” .32 F ro m  th is 
q u o ta tio n  we can  see th a t  th e re  is no super- o r su b o rd in a tio n  in  th e  re la tio n  o f th e  im m a
n e n t an d  th e  causal m e th o d . B o th  are  im p o rta n t an d  ind ispensable, b o th  h a v e  th e ir  well- 
definab le  ta sk  in th e  s tu d y  of th e  phenom ena , fa c ts  an d  func tions of lite ra tu re .

S aku lin ’s concep t o f li te ra tu re , as can  be  seen, d ev ia tes  from  P le k h a n o v ’s th eo ry  
of a r t  on one card inal p o in t . W e m ay  rem em ber P lek h an o v ’s princip le  t h a t  th e  p rim ary  
an d  m o st im p o rtan t ta s k  o f li te ra ry  scho larsh ip  is to  find  th e  “ social eq u iv a le n t” , 
w hich is, inciden tally , th e  f i rs t  s tep  in  th e  ex am in a tio n  o f lite ra ry  p h en o m en a . Sakulin , as 
we h av e  seen, h as  reversed  th is  o rder. N am ely , he  begins w ith  “ im m a n e n t” s tu d y  and  
th e n  follows th e  ana ly s is  o f th e  social e n v iro n m en t o f lite ra tu re .
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S ev era l critics b lam ed  S a k u lin  fo r d is to rtin g  P le k h a n o v ’s in ten tio n s. To th e m  he 
a n sw e re d : “ P lekhanov  speaks ‘a b o u t  a  critic  who is occup ied  w ith  v a lu a tin g  a  g iven  w ork  
o f a r t ’. T h is  hy p o th e tica l ‘v a lu e ’ g e ts  ascerta ined  in  th e  v iew  of th e  critic-sociologist on ly  
w h en  h e  f in d s  ‘th e  social e q u iv a le n t o f th e  given li te ra ry  p h en o m en o n ’, w hen th e  ‘id e a ’ o f 
th e  w o rk  h a s  been tra n s la te d  f ro m  ‘a r t is t ic  language’ in to  th e  ‘language o f socio logy’. A ll 
th is  is  so  a s  long as we sp eak  a b o u t  th e  sociological v a lu e  o f th e  p h enom enon .” 33 F ro m  
S a k u lin ’s w ords we can p erce iv e  t h a t  in  h is view s v a lu a t io n  h a s  to  be sep a ra ted  fro m  
d e sc r ip tio n . H is  reasoning goes o n  like  th is : “ B efore w e beg in  to  speak  in  th e  ‘language  o f 
soc io lo g y ’w e have to  u n d e rs ta n d  th e  ‘language of a r t ’. T he  fa c t t h a t  P lek h an o v  considers 
th e  ‘v a lu a t io n ’ o f th e  w ork  th e  o th e r  a c t  of c ritica l a c tiv ity  fro m  th e  aspec t o f ’a r t is t ic  
fa c ili tie s ’ does n o t change th e  m a t te r  a  b it. W e are  sp eak in g  o f s tu d y  an d  n o t o f v a lu a tio n . 
T h is  is  a  g re a t  difference. B u t o f  cou rse , even v a lu a tio n  m u s t be  n a tu ra lly  based  on  th e  
s tu d y  o f  ‘a r t is t ic  language’.” 34 T h is  in te rp re ta tio n  o f P le k h a n o v ’s th eo ry  called  fo r th  
re p e a te d  ob jections. P ereverzev , P ospe lov , M edvedev, F o k h t  an d  o th e rs  d iscovered  th e  
fa ls if ic a tio n  of P lek h an o v ’s th e o ry  in  S akulin’s reason ing . A nd  th e ir  criticism , a s  fa r  as 
a n  in te rp re ta tio n  o f P lek h an o v  w a s  concerned, w as n o t q u ite  unfounded .

S a k u lin ’s efforts to  fin d  th e  specific ities of li te ra tu re  a n d  h is  concep t o f th e  p rocess 
a n d  fu n c t io n  of lite ra tu re  w ell re f le c t th e  tren d s  an d  a sp ira tio n s  of M arx ist li te ra ry  
sc h o la rsh ip  in  th e  early  tw en tie s . H e  to o k  care n o t to  lose s ig h t o f th e  innerm ost fea tu re s , 
th e  p a r t ic u la r  regu larities o f li te r a tu re .  T hen again  he  m a d e  considerab le  e ffo rts  to  re c 
oncile  th e  s tu d y  of th e  in n e r w o rld  o f lite ra tu re  w ith  th e  ex p lo ra tio n  and  an a ly s is  o f its  
o rig in  a n d  o f  i ts  social roo ts . A n d  p e rh a p s  i t  is no sm all m a t te r  th a t  he  in te rv en ed  a g a 
in s t th e  rig id  em ploym ent o f eco n o m ic  determ in ism  in  th e  sphere  of a rt.

I n  sp ite  o f several in a c c u ra te  fo rm ula tions a n d  a rg u m e n ts  S ak u lin ’s ach iev em en ts  
d e se rv e  a tte n tio n . U n d o u b ted ly , th e  m ain  tren d  of h is  a rg u m e n ta tio n  w as co rrec t, an d  
th o u g h  h is  view s were w idely  d e b a te d  an d  som etim es p a ss io n a te ly  re fu ted , these  view s 
m a d e  n o  l i t t le  co n trib u tio n  to  th e  consolidation  of M arx is t li te ra ry  scholarsh ip . L u n a 
c h a rs k y  ap p rec ia ted  h is e ffo rts  in  t h a t  “ he b ro u g h t acad em ic  scholarsh ip  n ea re r to  th e  
M a rx is t w orld-v iew ” .35 A nd  h e  w ro te  to  Sakulin  t h a t  “ M arx ism  as a  w hole an d  lite ra ry  
sc h o la rsh ip  should  be g lad  to  h a v e  several w orkers like Y o u ” . I n  accordance w ith  p u b lic  
o p in io n  N . I .  E fim ov  in h is T he Sociology of Literature  (1927) called  P lek h an o v  th e  fo u n d er 
o f th e  sociological m ethod . H e  h a d  a  h igh  opinion o f S a k u lin ’s a c tiv ity . As he h as said  
S ak u lin  “ is  th e  g rea test re p re se n ta tiv e  of R ussian  lite ra ry  scho la rsh ip  of o u r ag e” a n d  “ a t  
th e  u n iv e r s ity  he is th e  p ioneer o f th e  ‘sociological m e th o d ’, n o  m a tte r  how  o th e rs  re fe r to  
h is  soc io log ism ” .36 H e a tta c h e d  g r e a t  im portance  to  S a k u lin ’s T he Sociological M ethod in  
L ite ra ry  Scholarship. T his bo o k  is  “ th e  first a t te m p t a t  e lab o ra tin g  th e  o rig inal an d  
c o m p reh en siv e  princip les o f th is  m e th o d  in  our ( th a t is in  R u ss ia n  — L. N y.) an d  W este rn  
E u ro p e a n  li te ra ry  scholarship  a s  w e ll” .37 In  h is view  “ th e  o rig in a lity  of th e  book  a n d  th e  
m e r its  o f  i t s  au th o r  are  ex p ressed  b y  th e  specification  o f  li te ra tu re , b y  h is  e ffo rts  to  
reco g n ize  th e  process, in h e re n t fe a tu re s  and  th e  specific ity  o f li te ra tu re ” .38 R a re ly  d id  he  
m e e t su c h  w arm  review s; i t  w as  th e  m ore ch a rac te ris tic  to  condem n  an d  occasionally  
to  r e f u te  h is  sociological view s. B u t  th is  never d iscouraged  S ak u lin  an d  he firm ly  co n tinued  
h is  p io n e e r in g  work.

S a k u lin ’s book and  h is  th e o re tic a l essays h av e  b ecam e  ta rg e ts  fo r a t ta c k s  from  
sev e ra l sides. T he O pojazists p re -co n d em n ed  every  e ffo rt t h a t  s tr iv ed  a t  in te rtw in in g  th e  
tw o  m e th o d s . E ichenbaum  sa rc a s tic a lly  rem arks t h a t  “ S ak u lin  is in te res ted  in  poetics, 
in  th e  s tu d y  of style, com position  a n d  device w ith  h is fu ll h e a r t ,  b u t  to  all th ese  — acco rd 
ing  to  h im  — one m ust add  som e sociology, some ae s th e tic s , som e b iography , e tc . I n  th is  
case e v e ry th in g  becom es good a n d  successful: ‘th e  o rg an ism  of th e  w ork  will th ro b  w ith  
life b e c a u se  th e  p o e t’s w ord  is liv in g ’. W h a t an  u n u su a lly  b e a u tifu l sen tence to  fin ish
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h is  essay .” 39 T he sociologists o f li te ra tu re  w ere even  m ore severe in  condem ning  S ak u lin ’s 
co ncep t o f sociology an d  h is liab ility  to  eclecticism .

P av e l M edvedev, a u th o r  o f a  m onograph  s tu d y  on  th e  fo rm alis ts , calls S aku lin ’s 
th e o ry  dualie tic  because  he is un ab le  to  syn thesize  th e  im m a n e n t an d  cau sa l m e th o d s in to  
one, m on istic  m e th o d . H e  finds S aku lin ’s sociological m eth o d  to o  n a rro w  in  scope: 
“ H e  should h ave  u n d e rs to o d  th e  sphere of ap p ly in g  th e  sociological m e th o d  in a  w ider 
sense. T he ‘im m a n e n t’ s tu d y  of a  lite ra ry  w ork  shou ld  becom e p a r t  o f i t  toge ther 
w ith  th e  positive  an d  v a lu ab le  re su lts  of o th e r  m e th o d s  and  th e  fo rm al (m orphological) 
m eth o d  as well. A nd  th is  w ould n o t be a  su p erfic ia l and  u n sa tis fa c to ry  eclecticism , 
because th e  sociological m e th o d  is in its  essence s y n th e tic .”10 A ccord ing  to  M edvedev 
S aku lin  is unab le  to  com bine d iffe ren t m e th o d s , th e y  a re  a tta c h e d  to  each  o th er 
m echan ica lly , th e re fo re  he  th in k s  th a t  “ S aku lin  h a s  no  m ethodo log ica l sy s tem  o f his 
ow n, h is co n stru c tio n  is v e ry  fa r  from  being  M arx is t, in  h is  sociologism  th e re  is no 
sociology” .11

P ospelov  also  condem ns S ak u lin ’s th e o ry  fo r h is  m ethodo log ica l m istak es. H e got 
to  th e  p o in t w hen he  b lam ed  h im  fo r n o t h a v in g  c larified  th e  no tion  o f m e th o d . Pospelov 
d e te c ts  in  S ak u lin ’s ex p o sitio n  th a t  he u n d e rs ta n d s  m e th o d  as  a  te ch n ica l p ro ced u re  only, 
th a t  is he raises th e  w ays of app ro ach in g  a  li te ra ry  ph enom enon  to  th e  s ta n d a rd  o f m ethod . 
M oreover, S aku lin  in  h is m ethodolog ical sy s tem  failed  to  d isc rim in a te  be tw een  basic and  
au x ilia ry  research . M ethod  covers th e  w hole o f research , th e  d esc rip tiv e , v a lua ting , 
a n a ly tic a l ana ly s is an d  th e  syn thesiz ing  th eo re tic a l g en era liza tions a s  w ell. In  th is  sense 
“ m a te ria lis t m eth o d  is n o t a  device b u t th e  fu n d a m e n ta l m e th o d  of science and  is so 
va luab le  an d  p rom ising  th a t  th e  nam e o f m e th o d  is app licab le  on ly  to  i t  an d  to  no th ing  
e lse” .12 W h a t m e th o d  th e n  is ad eq u a te  to  th e  s tu d y  o f lite ra ry  p h en o m en a ?  Pospelov 
anw ers  th is , too .

T he m eth o d  w hich can  app roach  lite ra ry  p h en o m en a  from  a  w ide v a rie ty  of 
ang les h a s  to  se t o u t fro m  th e  ap p ro p ria te  su b jec t. A s he  expressed i t :  “ T he fu n d am en ta l 
an d  d e te rm in an t a sp ec t o f th e  lite ra ry  fac t can  be observed  in  its  eidölon-liko  (im aginai) 
com p lex ity : we u n d e rs ta n d  an  a r t is t ic  im age as  a  fo rm al s tru c tu re  an d  co n ten tu a l fact. 
T he  estab lish m en t o f im ag inai evo lu tion  d em an d s  th e  d iscovery  of th e  im ag inai sim ila
r i ty  of a  n u m b er o f fac ts , th o u g h  view ed from  o u ts id e  th e y  w ould seem  v e ry  d ifferen t, 
w h ich  cond ition  p re c ip ita te s  th e  d isp leasure of th e  ‘sp ec ific a to rs’ w ho w a n t to  sprinkle 
b lue  sa lt on th e  ta i l  o f th e  c a t th e y  have  n o t c au g h t. B u t in  ev e ry  science th e  road  leads 
fro m  broad  g en era liza tions to  specification , an d  n ev er in  th e  op p o site  d irec tion . The 
m eth o d  d em an d s th is .”13 H ere  we can see in  sh o r t th e  m ethodo log ica l basis of th e  
concep t of li te ra ry  scho larsh ip  of P e rev e rzev ’s school. T he s tu d y  o f im ages is fo rm u l
a te d  sim ilarly  b y  M. R . F o k h t in  one of h is essays in  w hich he su rv ey s a n d  classifies th e  
tr e n d s  o f li ta ra ry  scho la rsh ip  in th e  early  tw en tie s .

K e ltu y a la ’s book  T he H istorical M ateria lis t S tw ly  o f the L iterary  W ork  (1926) 
d isp lays som e k in sh ip  w ith  S aku lin ’s view s.11 T h is  sm all b ook le t w as w rit te n  in  a  ra th e r 
d u ll sty le , a lm o st in  headw ords, in te leg raphese . T he  a u th o r ’s e x p e rim en t in  th e  sociology 
o f lite ra tu re  is in te re s tin g  fo r he  to u ch es upon  som e asp ec ts  o f th e  an a ly s is  o f lite ra tu re  
th a t  have  found  response  in  th e  la te r  d ev e lopm en t o f th e  sociology o f l i te ra tu re  th ough  
w ith o u t references to  th e  au th o r .

K e ltu y a la  d id  n o t s tr iv e  to  c rea te  a  m o n istic  m ethod ; in  fa c t , in h is concep t of 
m eth o d  one can find  genu ine  p lu ralism . H e  is conv inced  th a t  one m a y  p o stu la te  as 
m a n y  m eth o d s a s  th e re  a re  a spec ts  and  fa c to rs  in lite ra tu re  o r in th e  lite ra ry  w ork. 
F ro m  th is  we can  see th a t  th e  concep t of m eth o d  covers ra th e r  th e  w ays an d  procedures 
o f app roach ing  a  li te ra ry  sub jec t, th a t  i t  p o s tu la te s  an  ideological — m ethodological 
u n ity . T his co ncep t o f K e ltu y a la ’s becom es in te re s tin g  w here he accen tu a te s  th e
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p iv o ta l  a re a s  in  th e  com plex ities o f  li te ra ry  phenom ena . L e t u s  see w h a t c o n s titu te s  
th e  d e fin a b le  u n its  o r sy s tem  o f l i te r a ry  phenom ena . I n  th e  ex is tence  of th e  li te ra ry  
w o rk  th r e e  m ain  m an ifesta tio n s se rv e  a s  th e  p rincip le  o f c lassify ing  li te ra tu re . H e 
sa y s : “ E v e ry  lite ra ry  w ork  a p p e a rs  in  th ree  m o m en ts  o f its  ex is tence  befo re  th e  
re s e a rc h e r  :

a )  f ir s t fundam ental m om ent : th e  lite ra ry  w ork  as  a n  au to n o m o u s, closed, in d i
v id u a l f a c t ;

b )  second fundam ental m om en t : th e  presupposed  ( ‘obuslovleny’, i t  w ould  ra th e r  
m e a n  t h a t  i t  is determ ined  b y  o u te r  fa c to rs  — L. N y.) o rig in  o f a  lite ra ry  w o rk  is due 
to  th e  co incidence of a  n u m b er o f  c o n s titu e n ts ; and ,

c) th ird  fundam ental m om ent : th e  lite ra ry  w ork  a s  a  p ro d u c tiv e  ag en t, in d u c in g  
m a n y  o th e r  fac ts , or to  express i t  o th e rw ise , th e  lite ra ry  w ork  a s  a  fa c to r .”45 K e ltu y a la ’s 
m e th o d o lo g ic a l concept re s ts  u p o n  th e s e  m om en ts  o f ex is tence . T o th e  scho la rly  in v e s ti
g a tio n  o f  th e se  th ree  m om en ts  fo u r  m e th o d s  are  needed . T he  f irs t m o m en t, th e  a u to 
n o m o u s  l i te ra ry  w ork has to  be an a ly z e d  b y  th e  form al m ethod; th e  ana ly s is o f th e  
seco n d  m o m e n t, w hich is th e  l i te r a ry  w o rk  as a  fo rm ation  d u e  to  th e  in te rp la y  o f fac to rs , 
n e e d s  tw o  m ethods, nam ely , th e  genetic method w hich s tu d ie s  th e  o u te r  fa c to rs  a n d  causal 
r e la tio n s  o f  th e  lite ra ry  w ork  a n d  th e  evolutional method w h ich  ana lyzes th e  rec ip roca l 
r e la tio n s  o f  th e  lite ra ry  w orks t h a t  em erge  in  th e  in h e ren t d ev e lo p m en t o f li te ra tu re ; 
a n d  f in a lly , th e  th ird  m om en t, th e  l i te ra ry  w ork as a  fa c to r, is covered  b y  th e  energetic 
m ethod.

T o  th e se  basic m e th o d s K e ltu y a la  a d d s  som e fu r th e r  sub -g roups. H e em phasizes 
one  m o re  fu n d am en ta l a sp ec t w h ich  defines a ll basic  m e th o d s . H e d iv ides th e  li te ra ry  
w o rk  in to  th re e  levels to  w hose a n a ly s is  one m ay  p ropose  a  d is tin c t m e th o d . A  li te ra ry  
w o rk  is  com posed  of th e  fo llow ing e lem en ts : 1. co n ten t, 2. fo rm , a n d  3. w ord -sound  fo r
m u la  (‘slovesnoe — zvukovoe — v ira z h e n ie ’). F ro m  h is  a rg u m e n ta tio n  i t  becom es c lear 
t h a t  in  th i s  co n tex t ‘v irazhen ie ’ m e a n s  th e  linguistic s ig n -fo rm atio n  o f th e  w ork . T h is 
needs a  th ree -lev e l app roach , n a m e ly  th e  social, th e  form al a n d  philological m e th o d . 
B efo re  ex am in in g  w hat he m e a n s  b y  c o n te n t, fo rm  an d  w ord -so u n d  rep re sen ta tio n , le t 
us n o te  t h a t  i t  is unusual to  d iv id e  a  l i te ra ry  w ork in  th is  w ay , o r a t  le a s t to  d is tin g u ish  a  
w o rd -so u n d  fo rm ula  beside fo rm . T h is  is due  to  th e  fac t, a s  w e w ill see, th a t  he  tr ie s  to  
g ra sp  th e  g iv en  w ork in  its  m o d e  o f  ex is tence .

A cco rd in g  to  K e ltu y a la  th e  o rg a n ic  com ponen ts o f th e  li te ra ry  w ork  c o n s titu te  a 
closed  u n i ty .  A s a  m a tte r  o f course h e  exam ines co n ten t in  th e  in n e r sphere o f th e  w ork , 
w ith o u t m a k in g  it  p a r t o f o u te r-g e n e tic  re la tio n s  as i t  w as p ra c tic e d  in  cu ltu ra l-h is to rica l 
l i te r a ry  scho la rsh ip . “The c o n te n t o f  th e  w ork  — says K e ltu y a la  — consist of th e  o rgan ic  
c o m b in a tio n  of sub jec t and  m a t te r  (m o tif), o f in d iv id u a ted  experiences th a t  charac te rize  
a  so c ie ty , a  class o r group, e tc ., a n d  o f  genera l u n d e rs tan d in g  (‘id eas’).” 46 A m ong  th e m  
“ th e  c e n tr a l  p lace in  th e  c o n te n t is  occup ied  b y  th e  com plex  o f in d iv id u a ted  experiences 
th a t  c h a ra c te r iz e  the  society  o r c lass. T h is  com plex w hen  co n sis ten tly  u n rav e lled  w ith  
m o re  o r  less p la s tic ity  w hich d e p e n d s  on  th e  n a tu re  o f th e  w ork  (epic, lyric, d ram a tic ) , 
b u ild s  u p  th e  social s tru c tu re  o f a  g iv e n  ty p e  of class before  th e  eyes of th e  re ad e r , o r  a t  
le a s t, fo resh ad o w s its  o u tlines .”47 O ne can  feel from  K e ltu y a la ’s w ords th a t  th is  c o n te n tu a l 
a n a ly s is  is n o t external, i t  is n o t a im e d  a t  finding an  e x te rn a l social eq u iv a len t, b u t 
u n d e rs ta n d s  co n ten t as an  in te rn a l ph en o m en o n . A nd fro m  th e  d e fin itio n  of th e  fo rm  an d  
o f th e  w o rd -so u n d  form ula one g e ts  to  know  th a t  co n te n t h a s  a  d e te rm in a n t ro le  in  th e  
o rg a n iz a tio n  of th e  in te rn a l space  o f  th e  w ork.

I n  K e ltu y a la ’s concep t fo rm  is  in separab le  from  c o n te n t, fo r, as he says , “ th e  
fo rm  o f  a  l i te ra ry  w ork is th e  co n seq u en ce  o f th e  c o n ten t; th e  c o n te n t o f th e  li te ra ry  w ork  
is th e  c re a to r  o f th e  form ; c o n te n t in c lu d es  fo rm  as its  ow n o rgan iz ing  sou rce” .48 F u r th e r 
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m ore, o f th e  fo rm  he  s ta te s  th a t  “ th e  form  o f  the  lite ra ry  w ork  is socia l b o th  in  its  origin 
an d  in  its  ch a ra c te r” .49 K e ltu y a la ’s thes is  a s  to  th e  social q u a li ty  o f th e  fo rm  is in u n 
a n im ity  w ith  B u k h a rin ’s an d  H au sen s te in ’s concepts. I t  is n o t q u ite  c lea r, how ever, w hat 
re la tio n  ex ists be tw een  th e  fo rm  an d  th e  w ord- sound  fo rm ula . O r ra th e r , we m a y  conclude, 
in  K e ltu y a la ’s m ind  th e  lingu is tic  layer is n o t p a r t  o f th e  fo rm , b u t  i t  is u n d ers to o d  as th e  
m a te ria l appearance  of th e  w ork . L e t us see w h a t he says o f th is  c o m p o n en t o f th e  w ork: 
“T he word-sound form ula. T he  a u th o r ’s in d iv id u a ted  experiences t h a t  charac te rize  a  
social class, w hen  o rgan ized  in to  a  p a rtic u la r  im age w ork  o u t a n  a d e q u a te  w ord-sound 
fo rm u la  du ring  th e  p rocess o f th e ir  se lf-organ ization  as a n  o u te r , em o tio n a l fu lfillm en t of 
th e ir  ex istence: th e  self-organizing , in d iv id u a ted  class-experiences becom e lite ra ry  w ork 
o n ly  w hen  th e y  a tta in  a d e q u a te  w ord-sound form ulae , w hose basic  e lem en ts  consist of 
th e  w ay  of w riting  (‘s ty le ’ in  th e  narrow  sense), rh y th m , m etrics , th e  a lte ra tio n  and  
com bina tion  of so u n d s .” 50 N a tu ra lly , th e  w ord is also a  social p h en o m en o n , fo r “ in  an  
age w hen social a c tiv ity  becom es of class ch a rac te r, th e  w ord  also  g a in s  social and  class 
c h a ra c te r” .51 I t  is know n  t h a t  in  th e  tw en tie s  th e  cond ition  o f lan g u ag e  w as explained 
d irec tly  in  te rm s o f  social life an d  even  on an  econom ic basis. T h is  co n cep t h a s  le f t its  m ark  
on  K e ltu y a la ’s co ncep t a s  w ell. H e  w rites: “ A s regards th e  g iven  w ord -so u n d  fo rm ula  its  
ex is tence  is due to  th a t  social class o r subclass en v iro n m en t to  w h ich  i t  is connected  
th ro u g h  th e  life o f th e  a u th o r .”52 N o d o u b t h is thesis concern ing  w ord -so u n d  rep resen
ta t io n  is laden w ith  g rav e  m istak es, y e t  i t  is w o rth  tak in g  n o te  of i t  b ecause  in  his a rg u 
m e n ta tio n  K e ltu y a la , in  sp ite  o f h is basically  false conclusions, h a s  in tro d u ced  th e  
lingu istic  layer in to  th e  sociological concep t o f a r t .  L a te r  in  o th e r  sy s tem s th is  linguistic 
lay e r received m ore fo r tu n a te  e lucidation , an d  m ay  even  h av e  g iv en  in sp ira tio n  to  th e  
in d u cem en t of c e rta in  sem io tic-sem an tic  ideas.

B o th  th e  fo rm  a n d  w ord-sound  fo rm u la  are  held  in  su b jec tio n  to  th e  co n ten t, or 
m ore pun c tu a lly , a s  b o th  th e  fo rm  and  th e  w ord-sound  fo rm u la  (rep re sen ta tio n ) are  of 
social origin, fo rm al m e th o d  also  belongs in to  th e  sphere of sociology. “ C onsequently  
— say s K e ltu y a la  — th e  second  g ro u p  of m ethods, nam ely  th e  fo rm a l m e th o d s  are  social 
in  orig in  and  in  ch a ra c te r , a n d  belong to  th e  bonds of th e  sociological m e th o d . F orm al 
methods are nothing else but the different types of the sociological method w hich a im  at studying  
the second basic element, nam ely  the form  of the literary w ork in  the three fundam en ta l m o
m ents o f the existence of the latter.”53 T he philological m eth o d  o f s tu d y in g  th e  w ord-sound 
rep re sen ta tio n  to u ch es  u p o n  a  lay e r of th e  lite ra ry  w ork  w hich is a lso  o f social origin, 
a n d  if i t  is so, i t  is n a tu ra l to  reg a rd  i t  as a  ty p e  of th e  sociological m e th o d . M aybe th is  
co n cep t is n o t fu lly  convincing , b u t  i t  does co n ta in  a  ra tio n a l core.

A no ther a sp ec t o f th e  ex is tence  of th e  w ork  w hich w as to u ch ed  u p o n  b y  K e ltu y a la  
is th e  energetics o f th e  w ork . H is  p o in t o f d e p a rtu re  is t h a t  th e  w ork  as  a n  ex is tin g  fac to r 
in fluences society, th a t  is th e  social, fo rm al an d  philological (w ord-sound  rep resen ta tio n ) 
co m p o n en ts  of th e  li te ra ry  w ork .

In  K e ltu y a la ’s th e o re tic a l sy s tem  th e  com plete  schedule  o f m e th o d s  necessary  to  
th e  h is to rica l m a te r ia lis t s tu d y  o f li te ra tu re  is as follows:

I .  T he literary work given in  itself

A  )  Im m an en t m eth o d

a )  social-im m anent
b) fo rm al-im m anen t
c)  ph ilo log ical-im m anen t
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I I .  T h e  g iven  literary work as a  p resu p p o sed  fact ( th a t is, a  fo rm a tio n  w hich is due to  e x 
te r n a l  c o n d itio n s  — L. N y.)

B )  G e n e tic  m ethod

a )  p r im a ry  social-genetic 
Ъ )  b iog raph ica l 
c )  lite ra ry -gene tic

1. secondary  socia l-genetic
2. form al-genetic
3. philological-genetic

C )  E v o lu t io n a l m ethod

a )  social-evolutional
b )  fo rm al-evo lu tional
c)  ph ilo log ical-evolu tional

I I I .  T h e  given literary work a s a  factor

D )  E n e rg e t ic  m ethod

a )  psycho-energetic
b )  p r im a ry  social-energetic

1. class-energetic
2. social-energetic

c )  lite rary -energetic
1. secondary socia l-energetic
2. form al-energetic
3. philo logical-energetic.54

K e l tu y a la ’s book as we h ave  m e n tio n e d  above, w as w rit te n  in  a  r a th e r  du ll, laconic sty le . 
T h is  is  w h y  i t  could n o t e x e rt g re a te r  influence. Y e t h is co n tem p o ra rie s  no ticed  it , th ere  
a re  s e v e ra l reviews and essays t h a t  an a ly z ed  K e ltu y a la ’s co ncep ts . H is  th e o ry  w as b itte r ly  
a t t a c k e d  b y  B espalov, N usinov , G rossm an-R oshch in  an d  o th e rs  w ith  a  view  to  a  m ore 
co m p reh en s iv e  concept o f th e  socio log ica l m ethod  w hich co m p reh en d s th e  s tu d y  of every  
c o m p o n e n t o f lite ra tu re .

Lajos N y író

1 T ro tsk y , L. D .: F o rm a l’n a y a  sh k o la  poezii i m arksizm . I n :  “ L ite ra tu re  i rev o l’ 
u c ia .”  M oskva 1923.

2 «Формальный метод — клю ч к  изучению искусства. К аж д ая  блоха-рифма должна 
стать  н а  учет. Не бойтесь ловли блох в безвоздушном пространстве.» „Т олько рядом с со
циологическим изучением искусства ваш а работа будет не только интересной, но и ну 
ж ной.» M ayakovsky, V .: “ L e f .”  N o . 1, 1923, р . 11.

3 «Формалисты — саперны е батальоны русской историко-литературной» армии. 
И  в и х  достижениях, в их успехе, мож ет быть большевсего в наше время заинтересованы 
марксисты.» Zeitlin, A .: M ark s is ti i  “ fo rm a l’n y  m e to d ” . “ L e f.”  1923, N o. 3, p . 131.

4 «. . . Опояз надо считать прогрессивным, революционным течением в науке, от
менивш им и превзошедшим многое, сделанные до него. В этом смысле Опояз ушел горездо 
дальш е марксистов, по сей день цепляю щ ихся за изжитые формулы.» A rv a to v , В .: Ja z y k  
p o e tic h e s k y  i jazyk  p ra k tio h e sk y . I n :  Sociologicheskaya poétika . M oskva 1928, p . 51.
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5 «Формальный метод, впервые взявш ийся изучать способ производства, способ 
даления произведений искусства, был огромным научным шагом вперед по сравнению с 
теорией ‘соержанмя’.» A rv a to v , В .: О fo rm a l’no-sociologicheskо т  m e to d e . I n :  Sociolo- 
gicheskayn poétika, p . 30.

6 «Но,будучи имманентным в своих общих построениях, он: во-первых, оттолкнул от 
себя большинство марксистов, лишь сейчас начинающих разглядывать в нем полезные, 
хотя и оговариваемые (‘крайно’ти’, ‘сухость’ и т. д.) элементы, а, во-вторых, отрицая для 
себя самого возможность дать, помимо простой хронологической и структурной морфоло
гии, более глубокое исчерпывающее об’яснение закономерностям, наблюдаемым в истории 
литературы.» A rv a to v , В .: U tilita r iz m  v  li te ra tu re . “ O k t’a b r .”  1925, N o . 12, p . 100.

7 «Если бурж уазная теория литературы  исследовала или авторов или  их произведе
ние, или общее развитие, то марксистская теория литературы обязана сделать своим глав
ным объектом организацию литературного труда, как  социально практической профес
сиональной деятельности людей.» Ib id  101.

8 «Формально-социологический метод рассматривает литературу, к а к  профессио
нально-практическую  систему литературного труда, обладающую своей техникой, эконо
микой и своими ‘надстройками’ и функционирующую как  часть всей общественной системы 
в целом. A rv a to v , В .: О fo rm a l’no-sociologicheskom  m etode. In :  Op. c it . p . 31.

9 «Виды организации литературного хозяйства, обусловливающие собой форму 
продукции, исторически менялись вместе с изменением экономической структуры  общест
ва.» V id . N o te  N o. 6. p . 100.

10 «Резюмирую: ж изнь есть гонгломерат бесконечного количества вешей, событий, 
человеческих поступков, идей; все это для худож ника литературы есть не ‘содерж ание’, а 
материал. Задача сводится к тому, чтобы изучить механизм переработки этого материала в 
литературную  форму, как механизм социальный и профессиональный, детерминированной 
общими законами исторического развития.» V id . N o te  N o. 5., pp . 31 —32.

11 «Согласно которому литературное произведение лишь переводит ж изн ь на ‘сим
волические значки’, в то время, как всякое литературное произведение не обображает, а 
преображ ает ж изнь в творческом синтезе.» Cf. A. Z e itlin ’s review  of V. F r ic h e ’s O cherki 
p o  is to rii zap ad n o y  li te ra tu ry . “ L e f”  1923, N o. 3.

12 «Поэзия всегда была не чем иным, как  экспериментальной лабораторией рече- 
ворчества.» A rv a to v , В .: R ech e tv o rch es tv o . “ L e f ,”  1923, N o. 2, p . 87.

13 «Поэт всегда изобретатель, формовщих реального языкового материала.» 
Arvatov, В.: Jazyk poetichesky i jazyk praktichesky. “Pechat’ i revol’uciya” . 1923, No. 
7, p. 59.

14 «В отличие от формального метода формально-социологический метод каждый 
эстетический прием исследует в его связи с аналогичными приемами во внехудожественной 
литературе и каждый факт в его связи с фактом бытовым, но не в порядке ‘отраж ения’, а в 
порядке специфического пересоставления бытового факта в сюжетный.» V id . N o te  No. 5, 
p . 31.

15 «Уже появились ‘фор-соцы’ которые, не понимая своей комической роли в руках 
Истории, идут по линии наименьшего сопротивления и предлагают соединить вместе два 
‘метода’ — формальный и социологический.» E ich en b au m , В .: К  sp ó rám  о fo rm a l’nom  
m e to d e . “ P é c h â t’ i rev o l’u c iy a .”  1924, N o. 5, p . 2.

16 «У форсоцов социология чисто внеш няя, но в принципе изучения, лиш ь формаль
ная.» F o k h t, Ú . R .: P ro b lem a tik a  sov rem en n o y  m ark sis tk o y  is to rii l i te ra tu r i .  “ P e c b a t’ i 
re v o l’u c iy a .”  1927, N o. 2, p . 84.

17 «И все проявления духовной ж изни страны, — в том числе, и литература, не 
более, как  ‘надстройка’ на экономическом фундаменте (основании).» S ak u lin , P . N .: 
Sociologichesky metod v  literaturovedenii. M oskva 1925, p . 38.

18 «Изучая пердмет исторически, мы убеждаемся, что перемены в социально-эконо
мической жизни и, следовательно, во всем социальном процессе неизбежно влекут за собой 
крупные перемены в литературной ж изни — смену литературных ш кол и стилей. Тут 
социологический гетерминизм  применим в полной мере.» Ib id  р. 181.

19 «Историк литературы, наконец, не долж ен забывать, что в каж дую  историческую 
эпоху одновременно сосуществуют несколько общественных классов и, следовательно, 
несколько литературных течений.» Ib id  р . 68.

20 «В области искусства и литературы непосредственное влияние чаше всего принад
леж и т фактором неэкономического порядка, образующим так-называемую общественную 
психологию л  Ib id  р. 181.

21 «Литература можно сказать, ведет борьбу за независимое существование, под
чиняется далеко не каждому воздействию на нее, и принимает лишь то, что не противоречит 
ее собственной природе. Ибо у нее все-таки есть своя природа.» Ib id  р . 111.
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22 «Социологический детерминизм в области литературы  встречает известное ограни
чение в психологии творческой индивидуальности, в самих законах идеологического твор
чества и в наличности эволю ционного момента.» Ib id  р . 183.

23 «Но на известной ступени и в известных пределах искусство ж ивет такж е своей 
ж изнью  и подчиняется непосредственному влиянию неэкономических условий.»Ibid р . 105.

24 «Всякое развитие предполагает субъект развития (как  бы ‘вещь в себе’), облада
ющий известными свойствами и прежде всего способностью к  развитию; от природы судъек- 
та  зависит, будет ли он развиваться  и как именно (значит самый факт развития и тип раз
вития). Развитие всегда происходит в предалах рода и вида, и тип развития обусловлива
ется их особенностьями. Это развитие ‘по природе’/'К ата  phusin ’, как  выраж ались Аристо
тель и Полибий) я  и называю эволюцией в отличие от развития каузального, т. е. вызван
ного внешними причинами.» Ib id  р . 28.

25 «Эволюционный момент, таким образом, я  противопоставляю  каузальному, а не 
историческому, и утверждаю , наоборот, что, взятые вместе, эволюционный и каузальны й 
момента образуют одно историческое явление (история =  эволюционность +  каузаль
ность). Значит, по существу здесь нет никакого дуализма, как  это может показаться на 
первый взляд.» Ib id  р . 28.

26S ak u lin , P . N . : M etodo log ichesk ie  zadach i is to r ik a  li te ra tu r i .  “ P é c h â t’ i rev o l’u c ia y ’ 
1925, N o . 1, pp . 96—104..

27 «Точно так же социологически мыслящему ученому ничто не мешает соблюдать ме
тодологическую  постепенность и в другом отношении: брать вещи сначала имманентно, 
потом каузально.»

28 «Нам важно прежде всего узнать, что представляет собою ‘Евгений Онегин’, как  
художественное создание, в его внутренней сущности. Д л я  этого мы подвергаем его ана
лизу со стороны формы и поэтического содержания. Элементы поэтической формы (звук, 
слово, образ, ритм, коипозиция, ж анр , поэтическая тематика, художественный стиль в 
целом), — все это предварительно изучается имманентно, с помощью тех методов какие 
вы работала теоретическая поэтика, опираясь на психологию, эстетику и лингвистику, и 
какие, в  частности, практикую тся ныне т. н. формальным методом. По существу — это 
наиболее ценная часть наш ей работы.» Ib id  р. 99 — 100.

29 «Под содержанием разумеем только материал который подлежит оформлению. 
Х удож н и к  и только худож ник дает ему художественное, эмоционально-образное оформ
ление. Т олько после этого оно и становится поэтическим содержанием. В этом взгляде ни
какого  ‘излишнего формализма’ нет.» М оу poy asn en iy a . “ P é c h â t’ i revo l’u c iy a .”  1926, 
N o. 2, p . 93.

30 «Поэтическим содерж анием  может быть только художественно претворенная дей
ствительность (включая сюда и внутренний мир худож ника). Эмпирическая действитель
ность, ж изнь, ее идейное содерж ание — все это не более, как  материя Stoff, которую н уж 
но художественно переработать. Творчество по существу своему есть процесс оформления. 
П ри этом замечательно то (чего, однако, почти никода не замечают), что один и тот ж е 
элемент мож ет входить в состав к а к  формы, так и содерж ания.» Ib id  р . 94.

31 «Имманентное изучение, повторяю, есть ‘худож ественный анализ формы и содер
ж а н и я ’.» Ib id  р. 94.

32 «Но, как  только социологический метод выступил на сцену, он приобретает доми
нирую щее положение: забирает в свое ведение все, что добыто имманентным изучением и 
проводит свою очень слож ную  работу, с тем, чтобы результаты  отдать для целей истори
ческого исследования.» V id . N o te  N o. 17, pp . 31 — 32.

33 «Плеханов говорит о ‘литературном критике, берущ емся за оценку данного х у 
дож ественного произведения’. П редполгаемая ‘оценку данного художественного произве
ден и я’. Предполагаемая ‘оценка’ в глазах критика-соцолога приобретает убедительность 
лиш ь тогда, когда будет найден ‘социологический эквивалент данного литературного 
я вл ен и я ’, когда ’идея’ произведения ’с языка искусства’ будет переведена ‘на язы к социо
логии’. Все это так, поскольку речь идет о социологической оценке явления.» V id. N o te  
N o. 22, p . 94. ||«j

34 «Но ведь прежде чем говорить ‘языком социологии’, надо понять ‘язык искусства’. 
И  то, что Плеханов вторым актом  в работе критика считает ‘оценку’ поизведения со сороны 
‘худож ественных достоинств’ — дела нисколько не меняет. Мы говорим не об оценке, а об 
изучении. Это — большая разница. Д а и в основу оценки, конечно, следует класть изуче
ние ‘я зы ка искусства’.» V id . N o te  N o. 22, p . 94.

35 «Имел целю приблизить академическое литературоведение к  марксистскому миро
созерцанию» (Памяти П. Н. С акулина) L u n ach arsk y , А . V. in : P a m ’a ti P . N . S a ku lin a . 
S b o rn ik  s t a t ’ey. 1931, p p . 128 — 129. «Для марксизма в целом и для литературоведения 
было бы счастьем иметь побольш е таких работников, к а к  Вы.»
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36 «Крупнейший в настоящее время представитель русского научного литературове
дения» and «П. Н. Сакулин является пионером ‘социологического метода’ в изучении лите
ратуры на универстетской кафедре, как  бы ни относиться к  его .социологизму’.» Efim ov, 
N . I . :  Sociologia literaturi. Sm olensk 1927, p . 6.

37 «Представляет первый опыт оригинально и широко разработанной теории этого 
метода не в одном нашем литературоведении, а й в  западно-европейском.» Ib id  р . 7.

38 «Оригинальность книги и заслугу ее автора составляет спецификация литературы, 
попытка осознать своеобразие внутренних процессов литературной ж изни, ее специфику.» 
Ib id  р . 7.

39 «Сакулин тож е всей душой за поэтому, за изучение стиля, композиции, приемов — 
надо только подбавить к  этому немного социологии, немного эстетики, немного биогра
фии и т. д. Тогда все будет необыкновенно хорошо и благополучно: ‘О рганизм произведения 
будет трепетать жизнью, ибо ж ива душа поэта’. Т акой на редкость красноречивой фразой 
заканчивается статья.» E ieh en b au m , В .: V o k ru n g  voprosa  о “fo rm a lis ta h ” . P é c h â t’ i ге- 
v o l’u c iy a ,”  1924, N o. 5, p . 7.

40 «Нужно было шире понять сферу применения социологического метода. Нужно 
было ввести в него и ‘имманентное’ изучение художественных произведений, использовав 
для этого и увязавши с ним все то положительное и ценное, что дали други е методы, в 
частное™  — так наз. формальный (морфологический) метод. И в этом не было бы сквер
ного и поверхностного эклектизма, ибо по самому социологический метод есть метод 
синтети ческий.» M edvedev, P .:  Sociologizm bez sociologii. (О m etodo log ichesk ih  rabo tah  
P . N . Sakulina.) “ Z vezda” , 1926, No. 2, p . 270.

41 «Методологической системы у П. Н. С акулина нет; его построения очень далеки от 
общих принципов марксизма; в его социологизме нет социологии.» Ib id  р . 271.

42 «Материалистический метод — не прием, а именно основной метод н ауки , и метод 
настолько ценный и многообещающий, что к нему, как  ни к  какому иному методу, приложи
мо это название. Материалистическим методом можно работать применяя различны е прие
мы.» Pospelov, G .: О m e to d ah  li te ra tu rn o y  n au k i. “ K ra sn ay a  n o v ,”  1925, N o . 9, p . 256.

43 «Основной и определяющей стороной художественного факта намечается его 
эйдологический (образный) состав; художественный образ понимается и к а к  формальная 
конструкция и как факт содержания. Установление эйдологической эволю ции требует на
метить эйдологическое сходство ряда фактов, с внешней стороны как  будто сильно различ
ных, что вызывает сильное недовольство у ‘спецификаторов’, которые х о тя т  насыпать 
голубю соли на хвост, не поймав его. Но всякая  наука идет от широких обобщений к спе
цификации, а не наоборот. Этого требует метод.» Ib id  р. 256.

44K e ltu y a la , V. А .: Istoriko-m aterialisticheskoe izw hen ie  literalurnogo proizvedeniya. 
L en ing rad  1926.

45 «Всякое литературное произведение выступает перед исследователем в трех основ
ных моментах своего существования: а) первый основной момент: литературное произве
дение, как  автономный, замкнутый и самом себе, индивидуальный факт; б) вт орой основной 
момент: литературное произведение, обусловленный, обязанный своим происхождением 
сочетанию многих фактов, и в) третий основной момент : литературное произведение, как 
факт производящий, создающий многие другие факты, или выраж аясь иначе, к а к  фактор.» 
Ib id  р . 23.

46 «Содержание литературного произведения состоит в органическом сочетании темы, 
сюжета (мотива), индивидуализированных общественно-классовых, подклассовы х и т. д. 
переживаний и общего смысла (‘идей’).» Ib id  р . 25.

47 «Центральное место в содержании занимает комплекс индивидуализированных об
щественно-классовых переживаний.П оследовательно развертываясь в литературном  про
изведении, этот комплекс вместе с тем, с большей или меньшей рельефностью, в зависи
мости от рода произведения (эпос, лирика, драма), возводит перед взорами читателя со
циальное здание определенного классового типа, или по крайней мере, намечает его кон
туры.» Ib id  р . 25.

48 «Форма литературного произведения есть следствие содержания; содерж ание лите
ратурного произведения есть творец формы: содерж ание включает в себе форму, как  соб
ственное организующее начало.» Ib id  рр . 26 — 26.

49 «(. . .) форма литературного произведения социальна и по своему происхождению, 
и по характеру.» Ib id  р . 55.

60 «Словесно-звуковое выражение. О рганизуясь определенным образом, индивидуали
зированные общественно-классовые переж ивания автора-творца вместе с тем, в процессе 
своей самоорганизации, вырабатывают себе соответственное словесно-звуковое выражение, 
как  внешне — ощутамое завершение своего бы тия: самоорганизующиеся индивидуализи
рованные общественно-классовые переж ивания тогда только превращ аю тся в литератур
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ное произведение, когда они облекаю тся в соответствующее словесно-звуковое выражение, 
основные элементы которого состоит в слоге (‘стиле’ в узком  смысле), ритме, метре, в том 
или ином чередовании и сочетании свуков.» Ib id  р . 26.

61 «В эпоху общественно-классового труда и слово приобретает общественно-классо
вой характер.» Ib id  р . 30.

52 «. . . Что касается словесно-звукового выраж ении данного произведения, то они 
почти всецело обязано своим происхождением той ж е  общественно-классовой, подклассо
вой и т. д. среде, с которой ж и зн ен н о  был связан автор.» Ib id  р . 30.

53 «Следовательно, вторая  группа методов, а именно методов формальных, ка со
ц и альн ы х по своему происхож дению  и характеру, так ж е до л ж н а входить в состав социо
логического метода. Ф ормальные методы — не что иное, к а к  различные виды социологи
ческого метода в его прилож ении к  изучению второго основного элемента, а именно формы 
литературного произведения в тр ех  основных моментах сущ ествования последнего.»
Ib id  р .  бб.

I
53 «Данное литературное произведение в нем самом

A. Имманентный метод
а) социально-имманентный
б) формально-имманентный
в) филолого-имманентный

II
Данное литературное произведение, как факт обусловленный
Б . Генетический метод:

а) Первичный социально-генетический
б) Биографический
в) Литературно-генетический:

а. Вторичный социально-генетический 
в. формально-генетический 
с. филолого-генетический

B. Эволюционный метод
а) социально-эволюционный
б) формально-эволюционный
в) филолого-эволюционный

III
Данное литературное произведение, как фактор
Г. Энергетический метод

а) Психо-энергетический
б) Первичный социально-энергетический: 

а. классовой энергетический
в. общественный энергетический

в) Литературно-энергетиечский:
а. вторичный социально-энергетический 
в. формально-энергетический 
с. филолого-энергетический Ibid  рр . 57 — 68.

Zu Fragen der Ethik und Revolution in der 
neuren ungarischen Literatur

George Lukács’ Ethikvorstellungen im Jahre 1919

W ie  bekann t t r i t t  in  d e r  neueren  ungarischen L i te r a tu r  und  besonders in  d en  
sech z ig e r Ja h re n  eine D a rs te llu n g sw eise  kritischen — o d e r  genauer, se lb stk ritischen  — 
C h a ra k te rs  bei der lite ra risch en  A n a ly se  innerer P rob lem e d e r  rev o lu tionär-dem okra tischen
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Umgestaltung. Im  folgenden möchte ich eine Strömung dieser Darstellungsweise und 
besonders ihre Herkunft von den moralischen Ansichten Georg Lukács’ des Jahres 1919 
kurz skizzieren. Auch in der Entwicklung der ungarischen Gesellschaft und parallel dazu 
in der vordersten Linie unserer Literatur gab es eine kurze historische Periode — und 
zwar denke ich hier an die Periode der bürgerlich-demokratischen Revolution von 1918 
und der sozialistischen Revolution von 1919 —, als die den Aufbau der gesamten Nation  
und Gesellschaft erneuernden neuen Ideen auch unmittelbar auf unsere Literatur ein
wirkten und neben der Erneuerung der Form, der Verbreitung der realistischen Darstel
lung der Gesellschaft und der Avantgarde auch inhaltliche Probleme aufwarfen.

Diese neuen und komplizierten Fragen, aufgeworfen im Feuer des Handelns und 
der Aktivität durch den Alltag der Revolution, wurden damals — auf theoretischer 
Ebene — von Georg Lukács am prägnantesten und tiefgründigsten formuliert — und 
zwar in drei Beziehungen. Der erste dieser Aspekte war der innere Kampf des R evolu
tionärs zwischen dem Gebot des “Töte nicht !” und dem  Zwang zum bewaffneten Kam pf 
und Selbstverteidigungskrieg. Dies war der Konflikt der unvermeidlichen Wahl zwischen 
zwei möglichen “Sünden” : der Verpflichtung für den Klassenkampf und dem Im stich
lassen der Revolution. In  der damaligen Formulierung von Lukács ist es im  Inter
esse positiver gesellschaftlicher Veränderungen notwendig die “Sünde” bewusst und 
individuell auf sich zu nehmen; dieser Akt wird durch die Bereitschaft zur Selbstauf
opferung ausgedrückt. Ich zitiere aus seiner Schrift T a k tik  u n d  E th ik  (Taktika és etika): 
»Die ethische Bewusstwerdung weist darauf hin, dass es Situationen — tragische Situa
tionen — gibt, in denen es unmöglich ist, so zu handeln, dass man dabei keine Sünde 
begeht; sie lehrt uns aber zugleich, dass die richtige und unrichtige Handlung selbst dann 
einen Masstab besitzt, wenn man zwischen zwei Sünden wählen muss. Dieser Masstab ist 
das Opfer.«1

Die zweite ethische Problemstellung lautet: D ie neue Gesellschaft soll — wie es 
Zsigmond Móricz zu dieser Zeit formulierte — m it einer Blüte der individuellen Freiheit 
einhergehen. Wie ist dies m it der Notwendigkeit der kollektiven Handlung für die Gemein
schaft und vor allem m it dem Zwang zum revolutionären Terror zu vereinbaren Î Lukács’ 
Antwort lautet darauf: »Die Aufgabe des Klassenterrors ist die Zerstörung der Institu
tionen und Ideologien und die Schaffung der Institutionen — keiner einzelnen Klasse, 
sondern — der ganzen Menschheit. Dies ist kein gegen Menschen geführter Kam pf. Die 
Menschen sind hier nur Vertreter von Institutionen. Wir wissen, dass dieser sich mittelbar 
doch gegen die Menschen richtende Kampf im Gegensatz zur Moral steht. Unser gross- 
artiges Schicksal ist: Für die Möglichkeit des ethischen Lebens der Menschheit, für ihr 
terrorloses Leben, diesen Terror, den wir verabscheuen, auf uns zu nehmen.«2

Und perspektivisch formuliert er die menschlichen Möglichkeiten der zu erwartenden 
und zu errichtenden neuen Welt folgendermassen: »Wenn der Kommunismus endgültig 
gesiegt hat und wenn dadurch aus dem Leben der Gesellschaft und damit auch aus dem  
Bewusstsein der Menschen jedweder Klassenunterschied ausgeschaltet wird, wenn das 
wirtschaftliche Leben und mit ihm auch die Nahrungssorgen aufhören, im  Aufbau des 
Lebens der Menschen eine Rolle zu spielen, dann taucht die Frage auf: Wodurch wird 
diese neue Gesellschaft aufrecht erhalten und zusammengehalten werden, was wird der 
wichtigste Lebensinhalt der in ihr Lebenden sein? Diese Frage kann nur von der Moral 
her beantwortet werden. Die radikale Ausrottung der Klassenunterschiede hatte nur 
dann einen Sinn, wenn m it ihnen alles aus dem Leben der Menschen verschwand, was sie 
voneinander trennte: jedweder Zorn und jedweder Hass, jedweder Neid und jedwede 
Hochmut. Mit einem Wort: Wenn die klassenlose Gesellschaft eine Gesellschaft der gegen
seitigen Liebe und des gegenseitigen Verständnisses sein wird. Die Umwandlungen der 
Gesellschaft und des wirtschaftlichen Lebens können aber nur die Grundlagen dieser

ActalAtteraria Academiae Scientiarum Hungáriáié 25,1983



152 Chronicle

G e se llsch a ft legen, n u r  ih re  M öglichkeit schaffen , d a m it  sie ta tsäch lich  v e rw irk lic h t w ird , 
d a z u  m ü sse n  auch  die M enschen se lb s t eine W a n d lu n g  durchm achen .«3D iese d e n  M enschen  
v e rw a n d e ln d e  F u n k tio n  e rb lick te  L ukács in  d e r  E rz ieh u n g , und  aus d iesem  G ru n d e  
ü b e rn a h m  e r auch  eine b ed eu te n d e  A ufgabe in  d e r  G esta ltu n g  d e r B ild u n g sp o litik  vo n  
1919.

D r i t te n s  ei'fasste L u k ács  d a s  P ro b lem  v o n  B ere ich  der H and lungen  d e s  A lltag s  
h e r :  W e n n  die die G esellschaft b ildenden  In d iv id u e n  in  ih re r A ufb au arb e it n ic h t  ih ren  
F ä h ig k e i te n  u n d  ih rem  W issen n ach  d as b este  le is ten , d a n n  w ird der S ta a t  d e s  V olkes 
g e z w u n g e n  sein , M assnahm en e inzu le iten  un d  e in en  S ta a ts a p p a ra t au szu b au en , d e r  ü b e r 
d ie  in d iv id u e lle n  In te ressen  e inze lner M enschen o d e r  k le inere r G ruppen  h in au s  — m a n c h 
m a l so g a r  ih n en  gegenüber — d ie  In te ressen  d e r  G esam th e it v e r t r i t t  u n d  v e rk ö rp e r t, 
d ie s  a b e r  w ird  unum gänglich  zu  e iner B ü ro k ra tis ie ru n g  des S ta a tsa p p a ra ts  fü h re n , d e re n  
A b b a u  ä u sse rs t schw er sein  w ird  un d  trag isch e  F o lg en  h ab en  kann . D iesen G ed an k en  
e rö r te r te  L u k á c s  1919 in  seiner S tu d ie  D ie Rolle der E th ik  in  der kom m unistischen P ro d u k 
tion  (A z erk ö lcs  szerepe a  k o m m u n is ta  te rm e lésb en ).4

D a s  Schaffen  von  zw ei b ed eu te n d en  u n g arisch en  Schriftsellern , József L en g y e l u n d  
E rv in  S in k ó , die in  der zw eiten  H ä lf te  der 1910er J a h r e  au fg e tre ten  w aren, b a u te  s ich  vo n  
d e n  zw an z ig e r b is zu d en  sechziger J a h re n  im  w esen tlich en  au f diesen L u k ácssch en  e th i 
sch en  G ru n d frag en  auf. D ies g ilt sow ohl fü r  ih re  R o m a n e  ü b e r die Periode d e r  R e v o lu t io 
n e n  a ls  a u c h  ih re  spä te ren , d as  H e u te  d irek te r an sp rech en d en  W erke. József L en g y e l s te ll t  
z u m  B e isp ie l die E rlebn isse  d e r  E n ts te h u n g  d e r  U ngarischen  R ä te re p u b lik  u n d  d ie  
r e v o lu tio n ä re  A tm osphäre  d e r vo ran g eh en d en  J a h r e  in  se inem  1929 geschriebenen  W e rk  
V isegráder-Strasse  (V isegrádi u tc a )  d a r. W ich tig e  h is to rische  M om ente, in te re s s a n te  
m e n sc h lic h e  G esich ter un d  C h a rak te re  erscheinen  h ie r  v o r  uns, in  diesem  die E p o c h e  m it  
b e w u ss te r  M osaik techn ik  be lebenden , v ie lsch ich tig en  G esam tbild . D en  Spiegel e in e r 
u n ru h ig e n , im  W erden  beg riffenen  Seele h ä l t  e r d e m  L eser vo r, die G a ttu n g sg ren zen  d e r  
M e m o rie n lite ra tu r  dabei au sw eiten d  un d  zu e in e r lite ra risch en  R epo rtage  e rw e ite ren d . 
D iese M e th o d e  erm öglicht ihm , in  seinem  W erk  d ie  D y n a m ik  der Epoche, die s e lb s ta u fo p 
fe rn d e  E n tsch lo ssen h e it d e r die T heorie  des M arx ism u s noch  kau m  ken n en d en  ju n g en - 
R e v o lu t io n ä re  un d  das na ive  u n d  zugleich rü h re n d e  A lles-auf-sich-N ehm en, u m  » irg en d e t
w as f ü r  d ie  M enschheit zu  tun« , w iderzuspiegeln . E s  is t  ab e r kein Zufall, d a ss  L en g y e l 
ü b e r  O t tó  K o rv in  d as gelungenste  P o r t r ä t  ze ich n e t. Seine G esta lt v e rk ö rp e rt d a s  m e is te  
d a v o n , w a s  m a n  — im  L u kácsschen  S inn — den  H u m a n ism u s  des R ev o lu tio n ä rs  n e n n t.  
D iese r H u m a n ism u s  k ä m p f t in  e rs te r  L in ie  fü r  etw as u n d  e rs t danach , als n o tw en d ig e  
F o lg e  d a v o n , gegen etwas.

V ie l sp ä te r , im  Ja h re  1958, g riff L engyel w ied er au f das T hem a d e r  e r le b te n  
R e v o lu t io n  zu rück , u n d  zw ar in  d e m  R o m an  D as bewegte Leben von Ferenc P ren n  (P re n n  
F e re n c  h á n y a to t t  élete). D ieses W erk  b ie te t in  v ie le r  H in s ich t die E rw e ite ru n g  se in e r 
f rü h e re n  A rb e it .  D er W eg seines R o m an h e ld en s  is t n ic h t  lediglich an  äusseren  G esch eh n is
sen  re ic h , in  e rs te r  L inie w ird  h ie r  seine innere, seelische V eränderung  d a rg e s te llt. D e r 
S c h r if ts te l le r  fo rsch t d an ach , w ie die re v o lu tio n ä re n  E reign isse  die m enschliche Seele 
u n ifo rm e n . D iese m enschengesta ltende  K ra f t  is t  d e r  — w ieder im  L ukácsschen  S inne  
v e rs ta n d e n e  — H um an ism us d e r  R ev o lu tio n , d e r  im  K a m p f des G u ten  u n d  B ö sen  e in  
g e re c h te s  U rte i l  fä llt. D en  g an zen  R o m an  h in d u rc h  b e w a h rt Lengyel die P a ra l le l i tä t  
h is to r is c h e r  E reign isse  u n d  in d iv idue lle r Sch icksalsw and lungen . S tru k tu re ll m e is te rh a f t  
lö s t e r  d ie se  P a ra lle l itä t in  den  au fe in anderfo lgenden , sich  au f un tersch ied lichen  S c h a u 
p lä tz e n  ab sp ie len d en  K a p ite ln  m it  jew eils b eso n d ere r A ussage, die zugleich d o ch  d ie  
g e sa m te  H a n d lu n g  v o rw ärtsb rin g en .

E b e n s o  ze ig t der R o m an  O ptim isten  (O p tim is ták ) v o n  E rv in  Sinkó die G em e in sam 
k e it u n d  W echselw irkung  d e r F o lge  äusserer E re ig n isse  u n d  der seelischen V e rw an d lu n g
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d e r  rev o lu tio n ä ren  F iguren . S inkós B lickw inkel, au s dem  er die k o m p liz ie rten  T rieb 
k rä f te  d e r E reignisse b e tra c h te t un d  d a s  L eb en  se iner F iguren  b eo b ach te t, is t  im  w esen t
lichen gleichfalls e th isch  beg rü n d e t. S inkó w a r e in  a k tiv e r  T eilnehm er d e r  rev o lu tio n ä ren  
E re ign isse , u n d  als er 1931—34 sein B u ch  sch rieb , w ar seine Z ielsetzung d e r  R ückb lick  
a u f  d ie  glorreiche V ergangenheit. E s  s te h t a b e r au sser Zweifel, dass se ine  schöpferische 
P h a n ta s ie  daneben  — und  vielleicht in  e rs te r  L in ie  — d u rch  die e th isch en  F ra g e n  der 
V erp flich tu n g  fü r  den  rev o lu tio n ären  W eg b ew eg t w urde . D er heu tige L ese r ab e r, d a  das 
B u ch  e rs t 1953 — 55 in  Jugoslaw ien  in  u n g a risch e r S prache erschienen is t, z ie h t au s  ihm  
in  e rs te r  L inie die h is to rischen  L eh ren , d ie  z u r  e th isch en  F rag es te llu n g  u n se re r Tage 
fü h re n  kö n n en : d a s  V erha lten  des an  d ie  M ach t gelangenden M enschen, d ie  eventuelle  
V e rän d e ru n g  seiner P ersön lichkeit im  B esitz  d ieser M acht, die F rage  d e r  V e ran tw o rtu n g  
u n d  d e r  W ah l d e r M ittel, m it denen  e r die rev o lu tio n ä ren  Ziele zu e rre ich en  tr a c h te t  und 
n ic h t z u le tz t d e r »Sieg über sich selbst« des re v o lu tio n ä re n  H elden, die V e rd rä n g u n g  seiner 
ego is tischen  In te ressen  den  E rfo rd e ru n g en  des K lassenkam pfes g em äss. E s  is t also 
e rs ich tlich , dass sich Sinkós R o m an  ziem lich  in ten s iv  m it den e th ischen  F ra g e  ause inan 
d e rs e tz t , d ie G eorg L ukács 1919 zu d u rc h d e n k e n  versuchte .

D as  E rfassen  der E reignisse au s e th isch em  A spek t löst au ch  d ie  K om position , 
die in n ere  S tru k tu r  des R o m an s ein igerm assen  au f, indem  zw ischen d e m  e rs ten  und 
zw eiten  Teil, g enauer zw ischen d e r D a rs te llu n g  des die sozialistische R e v o lu tio n  vor
b e re iten d en  K am p fes und  der D ik ta tu r  d es P ro le ta r ia ts  ein U n te rsch ied  e n ts te h t . Im  
e rs te n  T eil is t d as  zen tra le  P ro b lem  des H e ld en  sein  V erhältn is zur W elt, d e r  W u n sch , sein 
L eb en  zu  e n tfa lten , ein »volles Leben« zu  leben , u n d  dazu  gehören d ie  rev o lu tio n ä re  
T ä tig k e it un d  gefühlsm ässige F ü lle  seines p e rsön lichen  L ebens wie au ch  d a s  gedankliche 
E rfa ssen  u n d  die R ezep tion  d e r sich in  d e r  W e lt abspielenden  E re ign isse  u n d  au fg rund  
d ieser d ie  B estim m ung  der a lle rn o tw en d ig sten  T a te n . Im  zw eiten T eil, in  d e r Periode 
d e r »V erw irklichung der T räum e«, als es sich  h e rau ss te llt , dass die R e v o lu t io n  eine noch 
v ie lse itiger en tfa lte te n  M enschen b e a n sp ru c h t a ls  die E ta p p e  der V o rb e re itu n g  und  dass 
d a s  im  Z eichen des H u m an ism u s gebo rene  rev o lu tio n ä re  E ng ag em en t — gerade  im 
In te re sse  des P ro le ta r ia ts  und  d e r ganzen  M enschheit, infolge des Z w anges d es K lassen
krieges — m anchm al »antihum ane« T a te n  v o n  ih m  erfo rdert, k eh rt e r  d iese  R eihenfolge 
u m : D ie ra tio n a le  B estim m ung  der n o tw en d ig en  T a te n  b leib t weg, u n d  se ine  ganze Ge
d an k en w e lt w ird  dad u rch  ausgefü llt, die vo n  d en  E reign issen  ihm  aufgezw ungenen  T aten  
b ew u sst au f sich zu nehm en; im  M itte lp u n k  s te h t je tz t  das innere R in g e n  d es H elden, 
d a m it e r  d e r R ev o lu tion  auch  u m  den  P re is  e in e r »Selbstaufgabe« d ien en  k a n n .

D as schw erste , w as der R o m an h e ld  in  d e r  D ik ta tu r  des P ro le ta r ia ts  e rleben  muss, 
is t d ie  G ew issenkrise, v e ru rsach t d u rch  die N o tw en d ig k e it der G elten d m ach u n g  bew affne
te r  re v o lu tio n ä re r D ik ta tu r. D ies is t d as  P ro b le m  des »doppelten G laubens« , d ie Gespal- 
te n h e i t  zw ischen dem  scheinbar ew igen a b s t ra k te n  H um anism us des G e b o ts  »Man darf 
n ic h t tö ten« , und  dem  h isto rischen  B efehl »M an m uss tö ten« , das D ilem m a, sich  gleich
ze itig  fü r  beide »Glauben« zu verp flich ten . U n d  a n  diesem  P u n k t b ie te t  S in k ó  in  einer 
d e r R o m an g esta lten  fa s t eine V erk ö rp eru n g  d es dam aligen  L ukács, d e r  v e rs u c h t, dieses 
D ilem m a aufzulösen. D ie G rossartigke it d e r  O ptim isten  liegt gerade  d a r in ,  d ass  der 
S ch rifts te lle r d ie  M otivationen  u n d  E rk lä ru n g e n  d e r  au f  den versch iedenen  E b e n e n  revo
lu tio n ä re n  V erha lten s m öglichen un d  m it d en  E re ign issen  paralle l zu  s te lle n d e n  H a n d 
lu n g en  in  d e r Seele seines H elden  auch  a ls e th isch e  P roblem e m ite in an d e r k o n fro n tie r t; 
in  seine innere  W elt, in sein R in g en  p ro jiz ie r t S inkó  die R ückw irkung , d a s  »seelische Bild« 
v o n  a ll den  W idersp rüchen  u n d  E rsch e in u n g en , die er auch in  der ä u sse re n  H and lung  
d a r  s te llte .

A uch  in  ih ren  spä te ren  W erken , d ie  E re ign isse  ganz bis in die jü n g s te  V ergangen
h e it verfo lgend , w erfen sie — m anchm al m it re c h t k ritischer S chärfe  — d ie  eth ischen
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P ro b le m e  be im  A ufbau  d e r  n e u e n  G esellschaft au f. Sie s te llen  dabei die begangenen  
F e h le r  — u n d  auch  die u n te r la u fe n e n  G esetzw idrigkeiten  — so d a r, dass diese n ic h t n u r  
gegen  d ie  e inzelnen M enschen  w irk te n , sondern au ch  geg en  d a s  W esen der sozia listischen  
R e v o lu tio n , auch  diese l i t t  u n te r  ihnen . B esonders g ilt d ie s  f ü r  József Lengyel. Ic h  d en k e  
h ie r  in  e rs te r  L inie a n  se in en  N ovellenband  D er Z auberer  (Igéző) und  die S am m lung  
V erjährte  Schulden  (E lé v ü lt ta r to z á s ) .  N eben ih re r T ra g ik  sind  diese S ch riften  a u ch  
schöne  D arste llu n g en  m en sch lich en  S tan d h a lten s ; sie e rö ffn e n  d en  jungen  H e ld en  d e r 
N o v e llen , d ie  zw ischen V e r tra u e n  u n d  U ngläubigkeit h in  u n d  hergew orfen m it sich  se lb s t 
r in g e n , d e n  W eg in  eine bessere  Z u k u n ft. D en sich  se lb s t e rn eu ern d en  m oralischen  M u t 
d e r  re v o lu tio n ä re n  A rb e ite rb ew eg u n g  w endet der S c h rif ts te l le r  in  diesen kün stle risch en  
W e rk e n  a n , e r r ic h te t a u f  u n d  v e ru r te ilt , und m it d e r  K a th a rs is ,  welche die K u n s t zu 
b ie te n  v e rm ag , beschliesst u n d  zug leich  überhöh t e r  d iese  tra g isc h e n  h is to rischen  E p iso 
den .

I n  d e r  ungarischen  P ro s a l i te ra tu r  der sechziger J a h r e  — un d  hier denke ich  v o r 
a llem  a n  einige W erke bzw . a n  d ie  den  inneren K a m p f m a n c h e r  R om an- oder N o v e llen 
h e ld e n  da rs te llen d e  S ch riften  v o n  T ib o r Cseres, E rz sé b e t G algóczi, G yörgy M oldova u n d  
a n d e re n  — gelangte  die e th isc h e  E rfa ssu n g  der h is to risch en  V eränderungen  in  d en  M itte l
p u n k t .  D iese  P ro b lem a tik  is t  a u c h  in  d e r L ite ra tu r  d e r  sieb z ig er Ja h re  w ah rzunehm en . 
E s  r e ic h t  w ohl au f zwei v o r  k u rz e m  erschienene W erk e  h inzuw eisen , au f d en  R o m a n  
D er Gestütsbesitzer (A m én esg azd a) v o n  Is tv á n  G áli u n d  a u f  d a s  Drehbuch (F o rg a tó k ö n y v ) 
v o n  I s tv á n  Ö rkény. A ls E rsc h e in u n g  k n ü p ft sich d ies o ffen sich tlich  an  die w irk lichkeitser- 
sch lissen d e  T rad ition  d e r  u n g a risc h e n  L ite ra tu r , a b e r  a u c h  d ie  au f der L uk ácssch en  
K o n z e p tio n  au fbauende e th isc h e  F rageste llung  k o n n te  e in e  ih re r w ichtigen T rie b k rä fte  
se in .

F arkas Józse f

1 L u k ács , G y.: T a k tik a  és e th ik a . B udapest 1919.
2 A z első if jú m u n k ás  n a p . L u k ács  G yörgy e lő ad á sa . (D er ers te  Ju n g a rb e ite r ta g . 

G eorg  L u k á c s ’ V ortrag). » Ifjú  P ro le tá r« , 1919, jú liu s  13.
3 L u k ács , Gy. : A  k o m m u n izm u s erkölcsi a la p ja . (D ie eth ische G rund lage  d es 

K o m m u n ism u s). »Az I f jú  P ro le tá r« , 1919. április 13.
4 L u k ács , G y.: Az e rk ö lcs  szerepe a  ko m m u n is ta  te rm e lé sb en . »Szociális term elés« , 

1919. jú l iu s  20.

Moderne Amerikanische Literaturtheorien
D e r sta ttlich e  B a n d , d e r  im  Ja h re  1980 in  F r a n k f u r t  am  M ain beim  S. F isch e r 

V erlag  ersch ien , e n tä lt  27 A u fsä tze  von  b ek ann ten  L ite ra tu rk r it ik e rn  aus den  U SA . 
Jo s e p h  S tre lk a  u n  W a lte r  H in d e re r , die beiden H e ra u sg e b e r, en tnahm en  die S tu d ien  
te ils  se lb stän d ig en  W erk en  d e r  jew eiligen A utoren, te ils  a n d e re n  E ssaysam m lungen  u n d  
g ru p p ie r te n  sie ihrer T h e m a tik  en tsp rech en d  in sieben E in h e i te n 6 D iesen sieben A b sc h n it
te n  s c h ic k t Joseph  S tre lk a  e ine  E in le itu n g  voraus, u n d  a ls  le tz te r , abschließender A u f
sa tz  d e s  B andes v ersu ch t W a lte r  H inderers  E ssay , V on  M ethoden  und  Sachen, eine Z u 
sam m en fa ssu n g  dessen zu  geb en , w as die e inander o f t w idersp rechenden  A u to ren  zu r  
E n tw ic k lu n g  der am erik an isch en  L ite ra tu rk ritik  b e ig e trag en  haben .

W a s  in  der B u n d e sre p u b lik  D eutsch land  ü b e r d e n  S ta n d  und  die E n tw ick lu n g  
d e r am erik an isch en  L ite ra tu rk r i t ik  b e k a n n t gew orden is t, se i eher d u rch  Z ufall geschehen
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un d  stelle  kein um fassendes B ild d a r, m ein t Jo sep h  S tre lk a  in d e r E in le itu n g  und  um 
re iß t d am it auch  g leich  d ie Z ielsetzung des H erausgeberpaars , m it  d iesem  B and  die 
L ücke zu füllen. D en  A nfang  d e r m odernen  am erikan ischen  L ite ra tu rk r it ik  um  das 
J a h r  1910 setzend , g ib t u n s  S tre lk a  einen ku rzen  geschichtlichen Ü berb lick , w obei er m it 
Jo e l E . S p ingarns F o rd e ru n g  nach  e iner „N euen  K r i t ik ”  beg inn t u n d  v e rsu ch t, die nach
e in an d e r en ts tan d en en  sow ie auch  die p ara lle l lau fenden  T endenzen in  d e r  am erikan i
schen L ite ra tu rk r it ik  in  ih re r E n tw ick lung  zu verfo lgen . N eben den  be id en  H aup tlin ien , 
dem  „N ew  C ritic ism ” , d e r  m it dem  N am en  S p ingarns v e rk n ü p ft is t, u n d  I rv in g  B ab b itts  
„N eu -H aum an ism ue” , d ie  S tre lk a  e inander geg enübers te llt, g liedert e r  in  d e n  H au p ts tro m  
d e r E n tw ick lung  a u ch  R ich tu n g en  wie den  Im ag ism us, die au f  d e r  G ru n d lag e  F reuds 
u n d  Ju n g s  steh en d e , psychologisch  o rien tie rte , d ie  sozio logisch-m arx istische und die 
libera l-dem okratishce  L ite ra tu rk r it ik  ein . A bschließend  b e to n t er, d aß  d ie  m oderne  am e
rikan ische  L ite ra tu rk r it ik  „d u rch  d as F eh len  allzu  s ta r re r  O rthodox ie  u n d  Ideologie- 
V erseuch the it . . . u n d  d u rch  eine V o ru rte ils lo sigke it”  (S. 17.) g ek en n ze ich n e t is t, was 
ih ren  w achsenden E rfo lg  un d  E in fluß  e rk lä rt.

N ach  d e r  E in le itu n g  im  ers ten  A b sch n itt finden  w ir d re i A rb e iten , je  eine von 
Irv in g  B ab b itt, D o u g las  B ush  und  R . P . B lack m u r, die sich m it e th isch -ästhe tischen  
K atego rien  b esch äftig ten . In  seinem  E ssay  m it dem  T ite l Genie u n d  Geschmack n im m t 
B a b b it zur F rag e  d es V erhältn isses zw ischen schöpferischem  A k t u n d  se in er B eurteilung, 
zw ischen der T ä tig k e it des S chrifts te lle rs un d  d e r  des K ritik e rs  S te llung , w obei er seine 
A nschauungen  o f t  jen en  S p ingarns polem isierend  gegenüberstellt. S p in g arn s  „prim iti- 
v istische G en ieauffassung” w ird  k ritis ie r t, un d  B a b b it t  versuch t a u ch  aufzuzeigen, aus 
w elchen geistigen Q uellen Spingarn  seine T heo rien  schöpfte . In  se iner ziem lich  allgemein 
gehaltenen , aber m it v iel E n th u siasm u s d arg eb o ten en  A rbeit, Der hum anistische K ritiker, 
m ein  D ouglas B u sh , d a ß  es die A ufgabe des h e u te  w irkenden  L ite ra tu rk r it ik e rs  is t, „das 
e th ische  und  k u ltu re lle  E rb e , dessen V erlust u n s  h e u te  d ro h t, a k tiv  zu  e rh a l te n ” (S. 4L), 
u n d  b rin g t d a m it e ine  auch  schon von B a b it t  an g ed eu te te  A n sch au u n g  exp liz it zum 
A usdruck . R . P . B lack m u r fo lg t m it e iner ph ilosophisch  angeleg ten  u n d  n ich t gerade 
le ich t v e rs tän d lich en  u n d  akzep tie rbaren  T heorie  des R om ans, die a b e r  dem  Leser als 
in te ressan te r G egenpol zu r R om an-A uffassung  L ionel T rillings in  e inem  d e r  folgenden 
E ssay s dienen k an n .

Im  zw eiten  A b sch n itt, d er A ufsätze ü b e r h isto rische u n d  geistesgeschichtliche 
K ateg o rien  e n th ä l t ,  fin d en  w ir ebenfalls n a m h a f te  A u to ren . U n te r  d e n  B eiträg en  von 
G eorge B oas, A r th u r  O. L ovejoy , R o y  H a rv e y  P ea rce  und  R o b e r t E . Spiller is t die 
k o m p ak te , nach  a llen  Seiten  h in  ab gerunde te  A rb e it von  A rth u r  O. L o v e jo y  besonders 
hervorzuheben , d ie  d e n  T ite l Vom B egriff der Z e it  t r ä g t .  P h ilo soph ischer un d  d ich te ri
scher Z eitbegriff sind  d a s  T hem a, w obei Schelling  u n d  B ergson beziehungsw eise Coleridge 
u n te rsu c h t und  m ite in an d e r in  V erb indung  g e b ra c h t w erden.

Form ale u n d  form alistischejK ategorien  s te h e n  im  M itte lp u n k t d e r  n äch sten  fü n f  A b
hand lungen , v o n  d en en  zwei, die von  C lean th  B ro o k s ü b e r D ie Irrlehre von der Paraphrase 
u n d  die von K e n n e th  B u rk e  m it dem  T ite l Z u r  Methodologie den  S ch w erp u n k t eher auf 
m ethodologische F ra g e n  verlegen. C lean th  B ro o k s b es tim m t den  U n te rsch ied  zwischen 
logischem  und p o e tisch em  Z usam m enhalt e ines lite ra rischen  W erkes u n d  w a rn t vo r der 
T endenz einer S im p lifika tion , die im  L aufe  d e r A nalyse  das logische R ü c k g ra t  des W erkes 
se iner poetischen , a rtis tisch en  G esam theit gleich erscheinen läß t. W e ite rs  sch ließ t sich 
h ie r K en n e th  B u rk e  m it seinen am  B eispiel von C oleridges The A n cien t M a r in e r  vor Augen 
g e fü h rten  G edanken  zu r  M ethodologie an.

V on den  v o n  F e u d s  L ehren  in sp irie rten  A u to ren  des n äch sten , sich  m it psycho
logischen K a teg o rien  befassenden  A b sch n ittes  sin d  E d m u n d  W ilsons A rb e it u n te r dem  
T ite l Philoktet — die W unde u n d  der Bogen, L ionel T rillings A b h an d lu n g , S itten , Moral
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u n d  der R o m a n  sowie S im on O. L esse rs  S tud ie  Die F u n k tio n en  der F orm  herauszugre ifen , 
w en n  a u c h  aus verschiedenen G rü n d e n . Sim on O. L essers trad itio n e ll-  und  s treng -freu - 
d is tisc h e  A usführungen  b ilden  e in e n  s ta rk en  G egensatz zu  E d m u n d  W ilsons ebenfalls 
p sy ch o lo g isch  o rien tierten , a b e r  n ic h t „überpsycho log isierender”  G edanken füh rung  
ü b e r  d a s  P h ilo k te t-D ram a  v o n  S ophokles. Lionel T rillings philosophisch-psycholog isch  
b e g rü n d e te  R om antheorie  u n d  se ine  B em erkungen ü b e r  d e n  am erikan ischen  R o m a n  
b ie te n  eben fa lls  eine w illkom m ene A bw echslung im  V erleieh  zu  d en  e rsten  be iden  A uf
sä tz e n  d ieses  A bschnittes.

> Soziologische Kategorien  i s t  d ie  Ü bersch rift d er n ä c h s te n  E in h e it, die von  D av id  
D a ic h e s  m i t  seiner A rbeit, D er B ereich  der sozilogischen L itera tu rkritik , e ingele ite t w ird . 
F ra g e n  ü b e r  das W esen der Soziologie u n d  über ihre V e rb in d u n g  zu r  L ite ra tu rk r it ik  w er
d e n  e rö r te r t ,  bis D aiches sch ließ lich  zu m  Schluß gelang t : „ N u r  eine rich tige  E in s c h ä t
zu n g  d e s  K om petenzbereiches d e r  Soziologie kan  uns d ie  G ew ähr d a fü r geben, d aß  sie 
zu  e in e r  V ertiefung  des W issens u n d  n ic h t zu einer S te igerung  d e r  V erw irrung  b e n u tz t 
w e rd en  w ird ” (S. 317.).

D e r  nächste  A b sch n itt t r ä g t  d en  T itel Sym bolisch-archetypische Kategorien. Leslie 
F ie d le rs  A ufsa tz  m it dem  T ite l A rch e typ  und  S ignatur  — D ie  B eziehung zwischen D ichter 
u n d  G edicht, d er in  seinem  e rs te n  T e il eine gem äßigte V e rte id ig u n g  der b iograph ischen  
u n d  e in e n  etw as e rzü rn ten  A n g rif f  a u f  die an tib iog raph ische  L ite ra tu rk r it ik  d a rs te ll t  
u n d  im  zw eiten  Teil die L ite ra tu r-A ffa ssu n g  des A u to rs  d a rle g t, is t die um fassendste  
S tu d ie  d ieses  A bschnittes.

D e n  C harak te r der le tz te n  E ssay g ru p p e , der T endenzen  zu r Synthese, b e s tim m t 
R e n é  W e llek s  rep räsen ta tiv e  A rb e it .  W ellek  g ib t eine Ü b e rs ic h t über die E n tw ick lu n g  
u n d  d ie  K rise  der verg leichenden  L ite ra tu rw issen sch aft u n d  m a c h t seinen V orsch lag  zu r 
Ü b e rw in d u n g  dieser K rise : „ V o r a llem  ab er bed arf die L ite ra tu rw issen sch a ft h e u te  der 
E rk e n n tn is ,  daß  sie sowohl ih re n  S to ff  w ie ih r B lick rich tu n g  defin ieren  m uß« (S. 514.).

A ls  A bschluß d ien t W a lte r  H in d e re rs  A rbeit V on M ethoden u n d  Sachen, in  d e r  die 
A u to re n  d ieses B andes te ils  m ite in a n d e r , teils m it w eite ren  L ite ra tu rk rit ik e rn  k o n fro n 
t i e r t  w e rd e n . A m  E nde des B a n d e s  an g e lan g t w ird es e rs ich tlich , d a ß  m an  sich von  dem  
T ite l d e s  B andes n ich t ir re fü h re n  lassen  und etw as g anz  N eues, M odernes u n d  b isher 
U n b e k a n n te s  erw arten  darf . W a s  d ie  H erausgeber d em  L ese r anb ie ten , is t n ich t im m er 
n eu , j a  teilw eise schon ü b e rh o lt, g ib t  ab e r einen Ü b erb lick  ü b e r  die E n tw ick lu n g  d e r 
am e rik a n isc h e n  L ite ra tu rk rit ik  u n se re s  Jah rh u n d e rts , w obei a ls  G esich tspunk t d e r A u s
w ah l n ic h t  im m er n u r die Q u a litä t d e r  k ritischen  A rbe iten  e ine  R o lle  spielte , so n d ern  au ch  
d a s  B e s tre b e n  Joseph S tre lk as u n d  W a lte r H inderers, e in  vo lls tänd iges B ild zu  geben , 
in  d e m  m ög lichs t alle b e d e u te n d e n  T endenzen  der am eriken ischen  L ite ra tu rk r it ik  u n se 
res  J a h r h u n d e r ts  v e rtre ten  sind . D ie  A usgabe, die auch  seh r n ü tz lich e  b iographische u n d  
b ib lio g rap h isch e  A ngaben e n th ä l t ,  w ird  ih rer am  A nfang  schon  e rw äh n ten  Z ielsetzung  
g e re c h t u n d  is t denen, die sich  m i t  d iesem  Fachgebie t b e sch ä ftig en  oder sich d a fü r  in te 
ressie ren , u n b ed ing t zu  em pfeh len .

Péter M ó d i

Conference on Comparative Literature
C om p ara tiv e  lite ra tu re  sc h o la rs  h av e  long fe lt th e  n eed  o f crea ting  a  fo ru m  th a t  

w o u ld  p ro v id e  an  o p p o rtu n ity  to  d iscu ss th e  ac tu a l p ro b lem s o f th e ir  discipline. T h a t  is 
w h y  o n e  m a y  a tta c h  g rea t im p o rta n c e  to  th e  ag reem en t concluded  b y  th e  A m erican  
C ouncil o f  L earned  Societies (A C LS) a n d  by  th e  H u n g a ria n  A cadem y  of Sciences th a t
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envisaged  th e  calling of a  series of in tim a te  con ferences, “ dealing, in  a  sy s te m a tic  fash ion , 
w ith  sign ifican t tre n d s  in  C om parative L ite ra tu re  a s  perceived by  an  in v ite d  g ro u p  of 
th e  finest scho lars in  th e  field in b o th  co u n trie s , p a r t ic u la r  a tten tio n  b e in g  g iv en  to  th e  
u tiliza tio n  of new  m ethodologies in  the  d isc ip lin e” . T he  firs t b inary  con ference  o f th is  
k ind  w as held in  ea rly  D ecem ber, 1981, in  th e  In s t i tu te  of L ite ra ry  S ch o la rsh ip , u n d er 
th e  g enera l ti t le  o f “ N ew  M ethodological A p p ro ach es  in  C om parative L ite ra tu re ” .

W hen w ork ing  o u t th e  m inu tiae  of th is  conference  one m ight ag ree  w ith  H e n ry  
R em ak  w ho in  h is p le n a ry  address to  th e  IC L  A in  1976 w arned scholars o f  som e new  
challanges ou r discip line h a d  to  face and  w hich  h a d  “ m ostly  orig inated  o u ts id e  o f C om 
p a ra tiv e  L ite ra tu re  a s  a  professional g ro u p ” , a n d  suggested  to  ap p ro p r ia te  thesg  new  
app roaches in  o rd e r to  m ake our d iscipline “ th e  p rin c ip a l labo ra to ry  fo r a n y  th e o ry  of 
li te ra tu re ” . W h e th e r o r how  com parative  l i te ra tu re  could  m eet th is selfassigned ta s k , and  
could ap p ro p ria te  new  p rincip les o r exp lo it old ones to  its  own ad v an tag e  in  o rd e r  to  be 
ab le  to  c rea te  a  sy n th es is  on a  h igher, th a t  is o n  a  m u ltin a tio n a l, or pe rh ap s m o re  p ro p e rly  
on an in te rn a tio n a l level, th is  question  w as th e  v e ry  recu rring  sub jec t o f th e  d iscussions.

T hough  th e  professed  a im  of th e  con ference  w as to  te s t th e  ap p lic ab ility  o f som e 
recen t theo re tica l-m ethodo log ica l p rincip les o r  tr e n d s  to  th e  ongoing w ork  in  c o m p a ra 
tiv e  lite ra tu re , it w as inev itab le , how ever, to  sc ru tin ize  som e broader a sp e c ts  o f th e  d is
cipline, w hich invo lved  th e  aesthetic  know ledge o f li te ra tu re  o r th e  m ean ing  a n d  v a lid ity  
o f th e  idea  of co m p ara tiv e  lite ra tu re  itself. (O u t o f th e  ten  papers p rep a red  fo r th e  con 
ference fou r w ere concerned  w ith  these b ro ad e r asp ec ts .)

T he first p a p e r  en titled  “ N ew  M ethodologies an d  th e  Q uestion o f A es th e tic s” 
w as p resen ted  by  M m e A n n a  B alak ian  of N ew  Y o rk  U nivers ity . In  h e r v iew  som e recen t 
fo rm alistic  tre n d s  in  critic ism , s tru c tu ra lism , psycho log ical and m y th  c ritic ism  am o n g  
th e m  ap p e a r  u n d e r  th e  guise of “ scientific  ir re p ro a c h a b ili ty ” and claim  to  be th e  final 
w ord , th e  rep re sen ta tio n  o f “ abso lu te , sc ien tifica lly  p roven  tru th s ” , a re  fa sh io n ab ly  in 
g re a t d em and  in  academ ic  circles, hence a re  in  th e  long  ru n  “destructive  o f th e  su b s tan ce  
o f w h a t we call l i te ra tu re ” . Of these fo rm alis t c ritic s  she  w rites: “ W e shou ld  be ab le  to  
adm ire  these  in te llec ts  w ith o u t harboring  a  sense o f th r e a t  o r fear of th e ir  in frin g em en t 
on o u r d iscipline. U n fo rtu n a te ly , th e ir  h an d lin g  o f li te ra ry  te x ts  to  d e m o n s tra te  th e  h is to 
rical void in w hich th e y  like to  p lace M an, m ak es  o f li te ra tu re  an  arid , overg razed  p a s tu re , 
in s tead  of one th a t  p rov ides th e  no u rish m en t o f  a  c u ltu re ; th e  p roponen ts o f  th is  d re a ry  
h y p o th es is  com e to  be regarded  n o t as th e  a rcheo log ists , an th ropo log ists , lin g u is ts  o r 
ph ilosophers th a t  th e y  a p p a ren tly  are, b u t  a s  li te ra ry  critics, a lthough  th e  m e th o d o lo 
gies th e y  in tro d u ce  in to  lite ra ry  critic ism  seem  to  a im  a t  conclusions alien to  th e  te ac h in g  
of th e  H u m an itie s  a n d  even  m ore to  th e  o b je c tiv e s  of C om parative L ite ra tu r e .”  In  
conclud ing  h e r essay  she h as stressed th a t  in  th e  face  o f th e  efforts to  th e  d eh is to riz a tio n  
o r d ism em berm en t o f lite ra tu re , co m p a ra tis ts  h av e  to  develop m ethodo log ies “ th a t  
consider o f c en tra l concern  th e  elem ent o f a e s th e tic s” .

T am ás B écsy  p ro b ed  even m uch fa r th e r  in to  th e  field of aesthetics w h en  h e  tr ied  
to  give a  valid  defin itio n  of th e  genre of th e  d ra m a  in  h is essay en titled  “ N a tu re  o r  V a
lu e ? ” . S ta r tin g  o u t fro m  th e  aesthetic  co n cep ts  o f  G yörgy  L ukács he cam e to  th e  conc lu 
sion th a t  on  th e  one h an d  th e  organizing fo rces o f d ram a tic  genre a re  th e  d ialogues, 
w hich c a rry  o r express th e  m om entarily  ch an g in g  re la tio n s, and  on th e  o th e r , th e  s i tu a 
tio n s, w hich c o n s titu te  a  system  of m u tu a l re la tio n s  developing am ong th e  d ra m a tis  p e r
sonae  even  before  th e  s t a r t  of th e  p lo t, to  w h ich  one m u s t add nam es a n d  th e  w r ite r ’s 
in s tru c tio n s  a s  fu r th e r  co n s titu en t e lem ents. I n  th e  in te re s t of creating  an  a u th e n t ic  and  
in d ep en d en t d ra m a tic  w orld  these e lem en ts  a re  su b je c t to  double h o m o gen iza tion , 
w h a t he calls “ th e  p rocess in  w hich each e le m e n t is  becom ing th e  tru e  c o n s t itu e n t p a r t  
o f th e  m o m en ta rily  chang ing  in te rac tion  a m o n g  th e  d ram atic  figures” . A g a in s t R ené
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W ellek ’s s ta te m e n t th a t  “ th e re  a re  no n eu tra l fa c ts  in  l i te r a tu re ” he h as tr ie d  to  p ro v e  
th ro u g h  th e  exam ple  of th e  d ra m a  th a t  th e  genre is n e u tr a l  “ because i t  d en o tes  n a tu r e  
an d  n o t  v a lu e ” .

I n  h is  “N a tio n a l L ite ra tu re  — W orld  L ite ra tu re  — C om parative L i t e r a tu r e ”  
P é te r  N a g y  o u tlined  th e  o rig in  a n d  change of m ean in g  o f th ese  th ree  no tions, w h ic h  he 
co nsidered  to  be h is to rica l categories, b y  w hich he  m e a n t  to  say  th a t  these  c a te g o rie s  
h a d  n o t ex is ted  fro m  tim e  im m em oria l an d  th e ir  e v e rla s tin g  existence w ould be  s im ila r ly  
d o u b tfu l. M oreover he  s tre ssed : “ These categories w ere  n o t  on ly  born  a t  th e  sam e h is to 
rica l m o m e n t o f E u ro p e a n  th in k in g , b u t th e ir  ex is ten ce  m u tu a lly  presum ed each  o th e r :  
w orld ^ lite ra tu re  in  its  m o d e rn  sense can on ly  be u n d e rs to o d  as  an  ab s trac t q u a li ty , e x is t
ing  th ro u g h  n a tio n a l li te ra tu re s ; as a  new  p h en o m en o n  i t  h a s  its  roo ts in  n a tio n a l l i te 
r a tu re  w hile  ou tg row ing  i t s  c o n s tra in t. The ca tego ry  of c o m p a ra tiv e  lite ra tu re  is m e a n in g 
fu l o n ly  if  i t  deals w ith  th e  in te rre la tio n s, c o n ta c ts  a n d  m u tu a l influences of n a tio n a l 
l i te r a tu re s .” B y  th e  2 0 th  c e n tu ry , how ever, th e  c o n te n t a n d  m eaning  of w orld li te r a tu re  
h as  b ecom e am biguous. O n th e  one han d , th e re  is w orld  li te ra tu re  in  th e  G o e th ean  sense, 
e m b rac in g  th e  li te ra tu re s  o f ev e ry  n a tio n  of th e  w o rld  — a t  least in p rincip le  a n d  to  a  
so m ew h a t lesser degree in  p ra c tic e  — an d  on th e  o th e r , th e re  is an  o ther co n cep t t h a t  
en v isag es o n ly  th e  “ g re a t b o o k s” as rea l co m p o n en ts  o f th e  w orld  lite ra ry  process.

H e  q uestioned  th e  v a lid ity  of a  fash ionab le  v iew  am o n g  com paratiste , acco rd in g  
to  w h ich  n a tio n a l li te ra tu re  w as a  “ fic tive c a te g o ry ” , th e  re su lt of language b a rr ie rs , 
because  th e re  w as b u t  good  o r b ad  lite ra tu re , w here  good  lite ra tu re  belonged to  w orld  
l i te ra tu re  th u s  m e ritin g  th e  in te re s t of co m p ara tiv e  li te r a tu re  scholars, w hile b a d  l i te r a 
tu re  m ig h t be  re fe rred  to  th e  rea lm  of sociology. H e  a sse rte d  t h a t  even now adays n a tio n a l 
l i te ra tu re  is a n  ex is ting  fa c t  a n d  insp iring  force, th e re fo re , i t s  s tu d y  can by  no m ean s  a b a n 
doned  fo r  th e  sake of g re a te r  u n its . A s fo r co m p ara tiv e  li te ra tu re  he expressed h is  co n cern , 
sh a red  b y  a  n u m b er o f scho lars, nam ely  th a t  a g a in s t i t s  sp ec tacu la r expansion  it h ad  
fa iled  to  c lea r u p  som e basic  issues, w h eth er e.g . i t  is a n  independen t d iscip line a t  all 
o r s im p ly  a  m e th o d  t h a t  need  n o t aspire to  an in d e p e n d e n t s ta tu s .

A s if  he  h a d  b een  p u rsu in g  th e  sub jec t ra ised  b y  M m e B alak ian , D av id  H . M alone 
of th e  U n iv e rs ity  o f S o u th  C alifo rn ia  d ea lt w ith  th e  so ca lled  “M odernist” an d  “ P o s tm o 
d e rn is t”  t r e n d  in  li te ra tu re  an d  critic ism  in  h is e ssay  e n ti t le d  “ H um an  V alues in  T w e n 
t ie th  C e n tu ry  L ite ra tm e ” . S ta r tin g  o u t from  th e  no v e ls  o n  W orld  W ar I I  he d rew  a  d is 
tin c tio n  b e tw een  S ov ie t a n d  A m erican  li te ra tu re . S o v ie t novels on W orld  W a r I I ,  he 
sa id , te n d e d  to  be epic, w h ith  em phasis on com m unal feelings, positive, h u m a n  v a lu es  a s  
p a tr io t ism , sense of be longing , w hile in  c o n tra s t A m erican  novels were iron ic  in  m ode , 
c ritic a l o f soc ie ty  a s  fro m  one w ho stood  a p a r t f ro m  so c ie ty , expressing a  “ so lita ry , ev en  
tra g ic  in d iv id u a lism ” . T he  “ iron ic  m ode o f consciousness”  suggests a  concep t t h a t  “ li
te r a tu r e  a n d  i t s  s tu d y  a re  no  longer a  p a r t  of t h a t  la rg e r  m ode of consciousness w h ich  
we h a v e  fo r five  cen tu rie s  called  H u m an ism ”  a n d /o r  a  d e fin itio n  th a t  lite ra tu re  is to ta lly  
se lf-re fe ren tia l w hich m ean s  th e  “ em ergence of lan g u ag e  a s  th e  con ten t of l i te ra tu re  a n d  
as th e  fo rm  o f know ledge” , a s  p rac tic ed  “ u nder th e  b a n n e rs  of sem iotics, s tru c tu ra lis m  
an d  d e c o n s tru c tio n ” . A g a in s t th e  dehum aniz ing  e ffec ts  o f  “P o stm o d ern ist” c ritic ism , 
c o m p a ra tiv e  l i te ra tu re  serves as a  bridge betw een  n a tio n s , as a  discipline w hose ta s k  i t  
is to  overcom e n a tio n a l p re ju d ice s  an d  to  defend  th e  co m m o n  cu ltu ra l h eritag e  of m a n 
k ind .

T h e  o th e r  g ro u p  of essays p resen ted  a t  th e  con ference  w ere d is tinc tly  d e v o te d  to  
th e  q u es tio n s  of m ethodo logy . I n  h is p ap e r e n ti tle d  “ O n th e  C om parative H is to ry  of 
H u n g a r ia n  L ite ra tu re ”  I s tv á n  S ő tér described th e  m ethodo log ica l p rob lem s th a t  h as 
em erged  in  connection  w ith  th e  w riting  a  h is to ry  o f H u n g a r ia n  lite ra tu re  in  th e  p ro cess  
of w orld  li te ra tu re , a  m a jo r  resea rch  p ro jec t of th e  I n s t i tu te  o f L ite ra ry  Scholarsh ip .

Acta Litteraria Academiae Scientiarum Hunqaricae 25,1983



Chronicle 159

T he firs t and  c a rd in a l p rob lem  is th a t  H u n g á rián  lite ra tu re  is vei'y  l i tt le  known 
ab ro ad , a  fac t th a t  w as a lso  m en tioned  b y  D av id  H . M alone, w hich  m a k e s  th is  ta sk  
even  m ore com plicated . T he  ap p lica tio n  of th e  c o n tra s tiv e  m ethod , th e  t r a c in g  of sim i
la r itie s  and  differences, th e  use of analogies ta k e n  from  th e  tre n d s  a n d  m o v e m e n ts  of 
w orld  lite ra tu re  will m ak e  i t  possible to  app ro ach  a n  unknow n p h e n o m e n o n  from  a 
k n o w n  one. F u rth e rm o re , o u r m e th o d  is typo log ica l in  ch a rac te r w hich  m e a n s  th e  stu d y  
o f such  phenom ena th a t  m a y  ap p e a r  s im u ltaneously  in  several n a tio n a l l i te r a tu re s  inde
p e n d e n tly  o f each o th e r , a n d  also  co m p ara tiv e  in  th e  trad itio n a l sense, s ince  i t  does no t 
igno re  th e  aspects o f re c e p tio n  an d  assim ila tion  based  on th e  needs o f th e  receiv ing 
lite ra tu re .

The accom plishm en t o f th is  p ro je c t m a rk s  th e  em ergence o f a  d is t in c tly  new  trend  
in  co m p ara tiv e  lite ra tu re  w h ich  h as ab so rbed  th e  b es t fea tu res  o f th e  F re n c h  h isto rical 
school, of th e  various k in d s  o f fo rm al analysis, o f th e  typological a p p ro a c h  o f Soviet 
scho lars w ith o u t being ec lec tic  o r d is regard ing  th e  fo rm er ach iev em en ts  o f  H u n g arian  
scho larsh ip .

In  h is h igh ly  po lem ic  essay en titled  “ N eoT ex tualism : an  A n ti-H u m a n is t  T hreat 
to  C om parative  L ite ra tu re ”  M ichael H o lq u is t o f In d ia n a  U n iv ers ity  c ritic iz ed  th e  ex
tre m e  nihilism  of Ja q u e s  L a c a n ’s psychoanalysis , J a q u e s  D e rrid a ’s a n d  M ichel F o u c a u lt’s 
ph ilosophy , L ouis A lth u sse rl’s  an d  D om inique L a p o r te ’s po litical science w hose theories 
h a d  en te red  th e  dom ain  o f li te ra ry  c ritic ism  th ro u g h  th e  m ed ia tion  o f su c h  scholars as 
T o n y  B ennet, C atherine  B elsey  and  P a u l de M an. H e  stressed  th a t  th e  N e o tex to lo g is ts ’ 
an n o u n cem en t of th e  d e a th  of M an, th e  p u rge  of th e  te x t  of an y  h u m a n  in te n tio n  and 
m ean in g  as  well, th e  co n cep t o f th e  te x t  a s  a  m an ifes ta tio n  of an  ideo log ical sy s tem , was 
“ an  a ssau lt u ltim a te ly  lau n ch ed  ag a in s t H u m an ism ” w hich w as a t  th e  h e a r t  o f th e  lite
ra ry  en terp rise . To c o u n te r  th is  a tta c k  he proposed  to  ex tend  th e  m ean in g  o f th e  a t t r i 
b u te  “ co m p ara tiv e” , so  a s  “ to  include lite ra ry  th e o ry  a s  well as w h a t w e [h a d ]  alw ays 
assum ed  to  be lite ra ry  p ra c t ic e ” , a  th e o ry  he  h a d  found  in B a k h tin ’s d ia log ism .

T hough E rn s t B eh le r o f th e  U n iv e rs ity  of W ash ing ton  in  h is “ H e rm e n e u tic s  and 
C om para tive  L ite ra tu re ” stressed  th e  considerab le  co n trib u tio n  of th is  p a r t ic u la r  fo rm  of 
in te rp re ta tio n  to  th e  d ev e lo p m en t o f co m p ara tiv e  lite ra tu re , a f te r  h a v in g  rev iew ed  the 
w ay  of H erm eneu tics fro m  S ch leierm acher to  th e  p re sen t theories o f G a d a m e r an d  Jauss, 
cam e to  th e  conclusion t h a t  i t  h ad  failed to  fin d  its  p lace w ith in  th e  fu n c tio n  of lite rary  
critic ism . N or d id  m odern  P henom eno logy  fare  m uch  b e tte r  as one m a y  u n d e rs ta n d  from  
G yörgy  M. V a jd a ’s “ P henom eno logy  an d  C o m para tive  L ite ra tu re ” , a  t r e n d  th a t  had 
grow n  o u t of M artin  H e id eg g e r’s E x is ten tia lism , an d  found  its  b es t ex p ress io n  in R om an  
In g a rd e n ’s poetics an d  aes th e tic s . I t  seem s th a t  a  nu m b er of scho la rs , in c lu d in g  e.g. 
Jo se p h  Margolis, D onald  B . K u sp it, R o b e r t M agnolia, Z oran  K o n s ta n tin o v ic , E u g en e  H. 
F a lk  am ong  o thers, h av e  tr ie d  to  exp la in  In g a rd e n ’s aesthetics, to  u n fo ld  th e  m eaning 
o f th e  d iffe ren t “ lay e rs” a s  co m ponen ts  o f th e  s tru c tu re  of a  g iven l i te ra ry  w ork  of a rt, 
y e t, sim ilarly  to  H erm en eu tic s , P henom eno logy  h a s  rem ained  only  “ a p p lic a b le ”  to  com 
p a ra tiv e  lite ra tu re  s tu d ies .

T he tw o  conclud ing  p a p e rs  d e a lt w ith  th e  p ro sp ec ts  and  poss ib ilitie s  o f com para
tiv e  lite ra tu re  in th e  U n ite d  S ta te s  — b y  H e n ry  H . H . R em ak  — an d  in  H u n g a ry  — 
b y  Jó zsef K ovács. H e n ry  R e m a k  analyzed  th e  A m erican  c o n tr ib u tio n s  — som e of its 
d e ta ils  a re  inco rpo ra ted  in to  th e  earlie r sections of th is  rep o rt — a n d  s tre ssed  th e  neces
s i ty  o f involving “ c o m p a ra tiv e  lite ra ry  th e o ry  in  th e  s tu d y  of c o m p a ra tiv e  lite ra tu re "  
on  th e  one hand , an d  o f  app ro ach in g  i t  “ fro m  ce rta in  angles to  y ie ld  cohesive  re su lts” . 
Jó z se f K ovács su rveyed  th e  h u n d red  y ea rs  old h is to ry  of co m p ara tiv e  li te r a tu re  studies 
in  H u n g a ry  w ith  special em phasis  on L u k ács’s th eo re tica l legacy as  a  so lid  founda tion  
fo r th e  fu tu re  of ou r d iscip line.

Acta Litteraria Academiae Scieniiarum Hunr/aricae 25,1983



160 Chronicle

E a c h  p ap er was fo llow ed b y  a  lively  discussion a im in g  a t  c larifica tion  an d  a  deeper 
u n d e rs ta n d in g  of th e  basic  te n e t s  to u ch ed  upon b y  th e  sp eak e rs . T here w as a  genera l 
a g re e m e n t th a t  our d isciphne h a d  t o  co u n te r the  challenge o f  th e  la te s t fo rm alistic  theo ries  
t h a t  jeo p a rd ize  th e  h u m a n is tic  t r a i t s  of com parative  l i te r a tu re  an d  those of lite ra ry  
sc h o la rsh ip  in  general. I n  th e  d iscu ss io n  i t  was, how ever, a lso  stressed  (e.g. b y  Jo sep h  
Szili) t h a t  th e  “ an tih u m an ism ” a n d  “ an tih is to ric ism ” o f th e  A lthusserian  c ritics  should  
n o t  b e  ta k e n  a t  th e  face-value  o f  th e  te rm s b u t as a n  a n t id o te  to  th e  “ ideological” in te r 
p r e ta t io n s  o f hum an  d es tin y  a n d  h is to ry . The dialogue b e tw e e n  A m erican  and  H u n g arian  
s c h o la rs  w ill continue. T he n e x t  conference  w ith  th e  p ro v is io n a l ti t le  of “ M odels o f S tu 
d ie s  in  C om para tive  L ite ra tu re  (R e se a rc h  and T each ing)”  w ill ta k e  p lace a t  In d ia n a  U n i
v e r s i ty  in  B loom ington (In d .)  in  t h e  f irs t half of 1983.

J ózsef K ovács

“Recent Trends in the Theory of 
Literature” -Gonference at the Institute of 

Literary Scholarship November 23-24, 1981
T h e  D epartm en t fo r th e  T h e o ry  of L ite ra tu re  o f th e  I n s t i tu te  o f L ite ra ry  S cho la r

sh ip  d e v o te s  its  annual a u tu m n  sessions to  th e  m e th o d o lo g y  of th e  s tu d y  of li te ra tu re , 
k e y  c o n c e p ts  o f th e  th e o ry  o f  l i t a r a tu r e  and  m ethods o f  th e o re tic a l research  an d  sy s te 
m a t iz a t io n .  Discussions a t  th e  1981 conference took  p lace  in  v iew  o f a  m a jo r p ro jec t o f th e  
D e p a r tm e n t ,  a  com prehensive te x tb o o k  of the  th e o ry  o f l i te r a tu re  w ith  th e  p rov isiona l 
t i t l e ,  “ T h e  System  of L ite r a tu r e ” . O f th e  ten  p a r t ic ip a n ts  o f th e  conference fo u r w ere 
g u e s t- le c tu re rs : Á rpád  B e rn á th  f r o m  th e  A ttila  Jó zse f U n iv e rs ity , Szeged; G yörgy  C. 
K á lm á n  fro m  th e  E ö tvös L ib ra ry , B u d a p e s t; M ihály S zegedy-M aszák  and  I s tv á n  S zerd a
h e ly i f r o m  th e  L oránd E ö tv ö s  U n iv e rs ity , B udapest.

L a jo s  N yirő, head  o f th e  D e p a rtm e n t, in  h is in t ro d u c to ry  lec tu re  on  “ T he P lace  
o f th e  T h e o ry  of L ite ra tu re  in  L i te r a r y  Scholarship” , p o in te d  o u t th a t  th e  te rm  “ th e o ry  
o f  l i t e r a tu r e ” had  no t em erged  u n t i l  qu ite  recen tly  an d  e v e n  in  o u r days in  c e rta in  la n 
g u a g e s  o th e r  te rm s are used  to  d e n o te  th is  area of s tu d y . H e  su rv ey ed  a  n u m b er o f d efi
n it io n s  o f  th e  te rm  in v a rio u s  s ta n d a rd  w orks on  th e  th e o r y  o f lite ra tu re  an d  no ticed  
t h a t  s e v e ra l  theoretic ians (e.g . t h e  Po lish  theore tic ians, S k w arczynska , G low inski an d  
S law in sk i)  reduce its  ex ten s io n  to  p o e tic s  or the  th e o ry  o f  th e  in d iv id u a l lite ra ry  w ork  
o f  a r t  a n d  d raw  a  line of d e m a rc a tio n  betw een th e  th e o r y  o f  th e  lite ra ry  w ork  a n d  th e  
th e o r y  o f  th e  historical p ro ce ss  o f  lite ra tu re . A n o th e r P o lish  theo re tic ian , M arkiew icz, 
w o u ld  in c lu d e  th e  th eo ry  o f l i te r a tu r e ,  poetics (i.e. s ty lis tic s , p rosology an d  genology) 
a n d  th e  “ m eta-science of l i te r a tu r e  (the  m ethodology o f  l i te ra ry  h is to ry  an d  lite ra ry  
sc h o la rsh ip )  in  th e  m eaning  o f  th e  te rm . In  N yirő’s o p in io n  th e  th e o ry  of lite ra tu re  m ay  
n o t  b e  confined  to  a b s trac tio n s  o r  generalizations o f l i te r a ry  p henom ena . “T he th e o re ti
c ian  o f  li te ra tu re  tran sfo rm s th e  c o n c e p t of lite ra ry  w o rk  a s  i t  is used b y  th e  h is to rian  
o f  l i t e r a tu r e  b y  the  m ere fa c t  t h a t  h e  p laces it  in  th e  c o n te x t  o f h is  ow n field of research , 
ra is e s  i t  to  th e  level of th e  log ic  o f  i t s  m ethodology. A n d  a t  th is  level th e  phenom enon  
co n c e iv e d  a s  “generalized” f ro m  th e  p o in t of view o f e m p ir ic a l s tu d ie s  appears  a s  a  con 
c re te  in d iv id u a l en tity , d e sc rib ab le  a n d  analysable a s  su ch , b u t  in  a  new  w ay, b y  a n o th e r  
m e th o d . T h is  tran sfo rm atio n  e n a b le s  th e  theore tic ian  to  ex p lo re  such  fea tu res  o f its  su b 
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je c t a s  are  beyond  th e  reach  o f th e  em pirical s tu d e n t o f li te ra tu re .” N y irő  re fe rred  to  
Seebohm ’s reflec tion  o n  h erm eneu tics  an d  to  In g a rd e n ’s critic ism  o f W ellek ’s ad a p ta tio n  
of h is ideas as fo rm u la tio n s  w hich a llude to  such  changes in  th e  in ten s io n  o f te rm s  due to  
changes in th e  c o n te x t o f research , i.e. to  th e  d if fe re n t “ spheres o f logic”  in  w hich th ey  
occur. T hus th e  “ s u b s ta n tia l au to n o m y ” of th e  l i te ra ry  w ork  of a r t  is b ey o n d  th e  reach  
of th e  em pirical (h is to rica l o r  critical) s tu d y  of li te ra tu re  due to  a  n ecessary  lim ita tio n  of 
its  m eth o d s of ana ly s is ; there fo re , genera liza tions w hich  tran scen d  those  m e th o d s  cannot 
be tran sfo rm ed  in to  in d iv id u a l, analysab le  e n titie s . T h is  tra n sfo rm a tio n  ta k e s  p lace a t  
th e  logical level o f th eo re tica l research  only. E a c h  m ethodo logy  rep re sen ts  a  sy s tem  w ith 
defin ite  p o ten tia litie s  an d  lim ita tions, and , in  R ic o e u r’s w ords, “ aw areness o f th e  v a lid ity  
o f a  m ethod  is in seperab le  fro m  aw areness of i t s  lim ita tio n s” . C onsequen tly , th e  sub ject- 
m a t te r  of th e  th e o ry  o f li te ra tu re  is n o t eq u a l w ith  genera l p h en o m en a  of li te ra tu re . 
E m p irica l s tud ies also dea l w ith  general p h enom ena , an d  th e  d ifference is d u e  to  th e  fac t 
th a t  theo re tica l s tu d ie s  conceive th e m  on a n o th e r  logical level an d  in  a  new  co n tex t of 
research  b y  com bin ing  hom ogeneous genera liza tions in  a  co nsis ten t sy s tem  an d , based 
on  th e  sy n tax  of hom ogeneous general ph en o m en a , c rea te  a  new  th e o re tic a l u n ity  or, 
indeed , a  new  o b jec t fo r th eo re tica l inspection . A s a  m a t te r  o f fac t, in  a c tu a l re a lity  w orks 
in  th is  field ra re ly  ap p ro ach  th e  idea of such  a  com prehensive  sy s tem ; th e y  deal w ith  
in d iv id u a l phen o m en a  ( In g a rd e n ’s w ork  w ith  th e  s tru c tu re  and  ex is tence  o f th e  lite ra ry  
w ork ; R ussian  F o rm alism  w ith  th e  a rtis tic  tra n s fo rm a tio n  of m ateria ls , th e  dynam ics of 
th e  lite ra ry  w ork  a n d  th e  im m an en t deve lopm en t o f lite ra tu re ; J a u ß  w ith  recep tio n  and 
w ith  lite ra ry  herm en eu tic s; li te ra ry  sem io tic ians w ith  th e  lite ra ry  w ork  as  a  sign; s t ru c tu 
ra lis ts  w ith  th e  lingu is tic  fa c to r  of th e  s tru c tu re  o f th e  lite ra ry  w ork ; e tc .) . T here  seems 
to  be  a  necessary  sequence  in th e  succession of su ch  “ one-sided” ap p ro ach es  as s tru c tu 
ra lism , sem iotics a n d  ax io logy , o r th e  su b s titu tio n  o f im m an en t s tu d ie s  b y  h is to rica l 
un d ers tan d in g , o r th e  succession of herm eneu tics to  synchron ic  theo ries  o f in te rp re ta tio n . 
T he co n tac ts  o f these  v a rio u s  approaches w ith  d e fin ite  discip lines ( th e  th e o ry  of in fo rm a
tio n  an d  com m unication , sem iotics, lingusitics, h erm eneu tics , e tc .) a c c e n tu a te  th e  m eta- 
scien tific  func tion  o f th e  th e o ry  of lite ra tu re , a s  i ts  level of a b s tra c tio n  is closer to  th a t  
o f o th e r  disciplines th a n  th e  level of ab s trac tio n  in  li te ra ry  h is to ry , tex to lo g y  o r lite rary  
critic ism . A n o th e r im p o r ta n t p o in t is th a t  th e  generalized  phen o m en a  of lite ra tu re  u n 
dergo  a  process o f “ re d u c tio n ” in  lite ra ry  th e o ry  a n d  th e y  are  p laced  in  th e  co n tex t of 
non-em pirical, tra n sc e n d e n t p roblem s, th e  p ro b lem s of onto logy , o f s tru c tu riz a tio n , 
o f dynam ics o r o f fu n c tio n s . T he su b je c t-m a tte r  o f th e  th eo ry  o f li te ra tu re  is ex tended  
th e re b y , new  p h en o m en a  a re  being raised  to  th e  level o f its  own p ro ced u re  of generaliza
tio n , e.g. th e  p rob lem s o f n a rra tio n  o r of accoustics ( th e  ph o n e tic  p h en o m en a  of a  lite ra ry  
w ork  of a rt). I t  is, th e re fo re , im p o rta n t to  find  th e  reaso n s  w hy tin y , neglig ib le phenom e
n a  becom e decisive fa c to rs  in  th e  s tu d y  of li te ra tu re , in  its  m ethodo logy  a n d  th eo ry . In  
o th e r  w ords, th e  ta s k  is  to  th ro w  ligh t on th e  sy s te m  o f th e  m eth o d o lo g y  o f lite ra ry  
scho larsh ip  in o rd e r to  define  th e  ran g e  and  m ethodo logy  of th e  th e o ry  of li te ra tu re .

D iscussing th e  co n cep t o f “ L ite ra ry  H e rm en eu tic s” , G ábor B o n y h a i a rrived  a t 
th e  conclusion th a t  i t  w as h igh ly  p rob lem atic , d u e  to  th e  fac t th a t  i t  w as fab ric a ted  a fte r 
th e  fashion of th e  co n cep t o f philosophical herm en eu tic s . T his m eans t h a t  i t  is n o t an 
ex is tin g  discipline th e  sc a tte re d  or faded tra d it io n s  of w hich m ay  be g a th e red , brushed 
up  an d  perfec ted  fo r in s ta n c e  in  th e  w ay  i t  is be ing  done b y  P e te r  Szondi, b u t  a  postu la te  
on ly , a  claim  to  ta k e  fo r g ra n te d  th e  possib ility  o f a  c e rta in  o p e ra tio n . A s a  m a tte r  of 
fa c t, philosophical h e rm en eu tic s  as it  is p resen ted  in  an  u p -to -d a te  basic  w ork , W ahrheit 
u n d  Methode b y  H a n s  G eorg G adam er, does n o t o ffer a  m ethodology  an d  does no t in tend  
to  ap p ea r as a  ty p e  o f resea rch ; in stead  i t  describes “ w irkungsgesch ich tliche R eflex ion” 
accom pany ing  an y  en co u n te r w ith  tra d itio n  a n d  exp lo res w h a t is a c tu a lly  happening
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in  a n y  a c t  o f com prehension. W h a t  is  p resen t in  all a c ts  o f com prehension  is ap p lica tio n , 
th e  a p p lic a tio n  of th e  co m p reh en d ed  m eaning, an d  in  a ll a c ts  o f com prehension  a  su b 
s ta n t i a l  co n stitu tiv e  fu n c tio n  is ta k e n  b y  p re lim inary  com prehension . C om prehension  is a 
d ia lo g u e  w ith  trad itio n . A  m o s t co n s is ten t a t te m p t to  a d a p t  G ad am er’s ph ilosoph ical 
h e rm e n e u tic s  to  th e  h is to ry  o f l i te r a tu re  and  th e  in te rp re ta tio n  of lite ra ry  w orks o f a r t  
h a s  b e e n  m ad e  by  H an s  R o b e r t J a u ß .  P e te r  Szondi co llec ts th o se  tra d itio n s  o f o ld , p h i
lo log ica l herm eneu tics w hich  ta k e  in to  accoun t th e  a e s th e tic  co n s titu tio n  o f a e s th e tic  
te x ts .  A  d raw back  of J a u ß ’s e f fo r t  is th a t  lite ra ry  h is to ry , p e rv ad ed  b y  h is to rism , is 
h a rd ly  reconcilab le  w ith  G a d a m e r’s herm eneu tics w hich is based  on  th e  id ea  o f a p p lic a 
t io n . S zo n d i d isregards th e  p ro b le m  o f app lica tion  an d , co n seq u en tly , h is  e n te rp rise  is 
a t ta c h e d  to  a n  ou tw orn  fo rm  o f  h erm en eu tics . N e ith e r J a u ß ,  n o r Szondi is ab le  to  do 
w h a t  G a d a m e r (and H eidegger) d id  in  ph ilosophy : to  e n te r  in to  a  m a te ria l d ia logue w ith  
t r a d i t io n .  I n  fact, J a u ß  e n te rs  in to  discussion w ith  aesthetic theories as he  is n o t a  p o e t 
b u t  a n  a e s th e te . Ja u ß  a tte m p ts  to  rea lize  h is own ap p lic a tio n  concern ing  li te ra tu re , e .g . by  
g iv in g  a c c o u n t of th e  in te re s ts  o f  o u r  epoch  o rien ta tin g  th e  resea rch  of M ediaeval li te ra 
tu r e ,  i.e . h e  a c ts  in  a  w ay  an a lo g o u s  w ith  G adam er’s ap p ro a c h  to  ph ilosophical tra d it io n . 
I t  is , h o w ev er, obvious th a t  h e  d id  n o t  suceed in  re p re sen tin g  th e  lite ra tu re  of th e  M iddle 
A ges a s  som eth ing  valid today  in  th e  sam e w ay as G ad am er d id  e.g. w ith  P la to  and  
A ris to tle . S tr ic tly  speaking, o n ly  creative writers a re  in  a  p o sitio n  to  p a r t ic ip a te  in  a 
d ia lo g u e  w ith  lite ra ry  tra d it io n . A lth o u g h  th is  d ialogue is describab le  in  te rm s  o f  li
te r a r y  h is to ry  (as h is to ry  of re c e p tio n  a n d  effect, as d ia logue in  th e  lite ra ry  p rocess, e tc .), 
in  th e  d e sc rip tio n  no ap p lic a tio n  is invo lved  on beh a lf o f th e  descriptor, i t  is not he w ho 
e n te r s  in to  a  dialogue. I f  we s e t o u t  to  w rite  a  h is to ry  o f ap p lica tio n s  by others, w e shall 
re m a in  w ith in  th e  horizon o f h is to r ism  in  th e  sam e w ay  a s  if w e w ere occup ied  w ith  
th e  re c o n s tru c tio n  of genetic  s i tu a t io n s . C onsequently , l i te ra ry  h erm eneu tics  shou ld  n o t 
be  c u l t iv a te d  as an  in d ep en d e n t d iscip line b u t as h e rm en eu tic  reflec tion  co n co m itan t 
w ith  all a c tiv itie s  of lite ra ry  sch o la rsh ip .

G . C. K á lm án  p resen ted  a  r e p o r t  on “ Speech A c t T h eo ry  an d  th e  T h eo ry  o f L i
t e r a tu r e ” . C om m enting th e  r e la tio n  betw een  Speech A c t T h eo ry  a n d  th e  th e o ry  o f li te 
r a tu r e  h e  called  in to  question  th e  use  o f a tte m p ts  to  b u ild  to o  close links be tw een  th e m , 
b u t  h e  acknow ledged th a t  m ore  re c e n tly  lite ra ry  th e o ry  h a d  d raw n  on  som e re su lts  an d  
p r in c ip le s  o f Speech A ct T h eo ry . A tte m p ts  to  a d o p t Speech  A c t T heory  directly  — an  
e a r ly  e x a m p le  being R . O h m a n n ’s  w o rk  — are of less th e o re tic a l im p o rt. S ince th e n  th e  
G ric e a n  m ax im s, th e  ru les o f in d ire c t  Speech A ct T heory , th e  fe lic ity /in fe lic ity  o f Speech 
A c t T h e o ry  an d  th e  like h av e  b e e n  u sed  w idely in  lite ra ry  in te rp re ta tio n  (m a in ly  in  th e  
in te rp re ta t io n  of d ram as, h u m o ro u s  w o rk s and  jokes; in w ritin g s  b y  S. E . F ish , J .  A. P o r 
te r ,  M . M . Cooper, M. M ancher). A  fa r  m ore  in te resting  a n d  p rom ising  prob lem  arises from  
th e  a p p lic a tio n  of th e  th e o re tic a l consequences of Speech A c t T h eo ry  (i.e. i ts  th eo re tic a l 
e x te n s io n )  to  th e  field o f li te ra ry  th e o ry . As a  consequence, som e o f th e  classic p ro b lem s 
o f h e rm e n e u tic s  (in ten tion  v. c o n v e n tio n , u n d ers tand ing , li te ra l v . m e tap h o rica l m ean ing , 
re le v a n c e , etc .) are re fo rm u la ted  in  new  term s. T hough  in  K á lm á n ’s op in ion  th e  m ain  
re p re s e n ta t iv e s  of Speech A c t T h e o ry  (Grice, Shiffer an d  Searle) a re  on  th e  side of in ten - 
tio n a lism , h e  th in k s th a t  a  n a tu r a l  o u tg o  of th e  th e o ry  w ou ld  be  (v ia  a  th e o ry  o f m e a n 
ing) a  k in d  of con tex tualism , a lso  serv iceab le  as a  su itab le  m e th o d  of lite ra ry  in te rp re ta 
tio n . T h is  w ould  im ply  a  k in d  o f a e s th e tic s  of recep tion  w ith  such  cen tra l ideas a s  u n d e r 
s ta n d in g , co n tex t and  co n v en tio n . A  th e o ry  of lite ra tu re  g ro u n d ed  on  Speech A c t T h eo ry  
sh o u ld  d isca rd  fix m eanings a n d  b r in g  in to  prom inence th e  a c t  o f recep tio n  w ith  th e  r e 
c ip ie n t a s  a  person hav in g  p re su p p o s itio n s  of th e  sy s tem  o f conven tions u sed  b y  th e  
other p a r t y ;  i t  is he who, on  th e  b a s is  o f h is system  o f con v en tio n s, does so m eth in g  w ith  
th e  te x t .
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A ndrás V eres, dea lin g  w ith  “ V alue a n d  th e  In te rp re ta tio n  of L ite ra tu re ” , referred  
b ack  to  a  conference of th e  D ep artm en t in  1979 a t  w hich  discussion c e n tre d  ro u n d  th e  
u n c e r ta in ty  o f d e fin itio n s  o f va lue  and  th e  d iv is io n  o f in te rp re ta tiv e  s t ra ta g e m s  behind  
th e  fo rm ation  of th e  co n cep t. T oday  th e re  is a n  in c reased  consensus in  th e  d e fin itio n  of 
v a lue , due  to  th e  accep tan ce  of th e  significance d e fin itio n . L ite ra tu re , o r a r t ,  is va luab le  
fo r i t s  a c tu a l o r p o te n tia l significance. H is to ric a l ap p ro ach  is a tten d ed , in e v ita b ly , b y  a 
re la tiv iza tio n  o f a e s th e tic  va lue. In  various m o d e ls  o f evo lu tion  lite ra tu re  is  in te rp re te d  
a f te r  th e  fashion o f th e  p rocess of cu ltu ra l a c c u m u la tio n  and  ra tio n a liz a tio n . A s to  the  
“ h is to rica l ta s k ” o f li te ra tu re , H isto ry  of C u ltu re  re fe rred  to  a rtis tic  th e m e , F o rm alism  
to  th e  language of p o e try , H is to ry  of Id eas  to  th e  c o n s ta n t renew al o f th e  co n v en tio n s 
o f a  w orld view , sociology to  th e  w orkings of in s ti tu t io n s . To som e e x te n t th e se  tra d it io n s  
re a p p e a r  in  th e  ae s th e tic s  o f recep tion : e.g. in  J a u ß ’s conception  lite ra ry  h is to ry  ap p ears  
a s  c o n s ta n t change o f th e  “ E rw artu n g sh o rizo n t”  o f recep tion , an d  th e  fu n c tio n  o f a r t  
p ro p e r  is to  o b ta in  a  change  of horizons. R e c e n t s tu d ie s  in  th e  sociology o f re a d in g  and 
o f c u ltu re  reveal t h a t  v a lu es  are  dependen t o n  p e rso n s  w ho va lua te , tr a n s fe r  significance 
o r ac tu a lize  v a lue . V alues, like linguistic signs, p resu p p o se  a  conven tional m o d e  of usage 
a n d  a  re fe ren tia l sy s tem , a n d  th e y  have to  be  re ified  to  enable us to  co m m u n ica te  w ith 
th e m . L ite ra tu re  a s  a n  a r t  m akes use of lin g u is tic  possib ilities to  a c c e n tu a te  v a lu e  re la 
tio n s . P e rh ap s  th e  b a s is  o f a r t is t ic  effect is p rec ise ly  th e re  — in  th e  in c reased  a n d  novel 
suggestion  of va lues. I t  is, how ever, less sim ple to  d r a f t  a  system  of va lue  o r ie n ta tio n s  on 
a  te x tu a l base. A . V eres recalled  th a t  earlier h e  c lassified  values a s  (a) phenom enological 
(v ita l, m ora l an d  p o litica l) values, (b) modal v a lu e s  (values of th e  ae s th e tic  q u a lity )  and  
(c) th e  va lues o f representation  (constitu tive  o f  th e  ae s th e tic  value). H e sa id  h e  changed  
h is  v iew  ab o u t th e  fu n c tio n  of th e  values of re p re se n ta tio n  due to  th e  fa c t t h a t  aesthe tic  
v a lu e , in  th e  case o f a  li te ra ry  te x t, canno t be  m a rk e d  off from  rheto ric  an d  p o e tic  values, 
un less in  a  v e ry  re la tiv e  w ay . In  conclusion A . V eres called a tte n tio n  to  th e  fa c t th a t  
m o s t va lues in h e re n t in  a  li te ra ry  w ork of a r t  a re  n o t  im m edia te ly  ava ilab le , a  g re a t m a 
jo r i ty  o f th e m  w ill a p p e a r  on ly  w hen th e  stresses  o f m o d a lity  and  com position  a re  recogn i
zed . T his m eans t h a t  v a lu es  inheren t in  th e  t e x t  a re  conceivable on ly  a s  in te rp re ted  
values. I t  is even  m ore  d ifficu lt to  p o in t to  th e  a e s th e tic  value of th e  w ork  as  in  i ts  rea li
z a tio n  value  asp ec ts , e x te rn a l to  th e  tex t a n d  q u a s i “ ap p en d ed ” to  th e  s e m a n tic  gestu re  
o f th e  w ork  (ex p ec ta tio n s  connected  w ith  th e  p e rs o n a lity  o r w ith  th e  nam e o f th e  au th o r , 
fu n c tio n s  a tt r ib u te d  to  th e  genre or to  li te ra tu re  in  general) also p lay  a  p a r t .  I t  is ap p ro p 
r ia te  to  s ta r t  fro m  h is to ric a lly  established sy s te m s  o f li te ra ry  com m un ica tion ; ev en  ac tion  
a g a in s t in s titu tio n s  is u n d ers tan d ab le  only  fro m  a  know ledge of how  th e y  fu n c tio n . A p
p a re n tly , in o u r ta c k in g  a b o u t betw een v a lu e  ap rio rism  and  value em p irism , w e should 
n o t t r u s t  ourselves to  th e  p rio r ity  of a singu la r o r  a  p lu ra l system  of li te ra ry  va lues .

József Szili su rv ey ed  “ The In fluence o f  Id eo lo g y  C riticism  on th e  T h e o ry  of L i
te r a tu r e ” from  L ucien  G oldm ann  to  P . M acherey  a n d  th e  B ritish  follow ers o f th e  A lthus- 
se rian  school o f c ritic ism . H e  po in ted  o u t t h a t  th e  A lthusserian  th eo ris ts  w ere  striv in g  
to w a rd s  a  v iew  o f h is to ry  independen t o f m ess ian is tic  o rien ta tio n  an d  o f log ically  con
s t ru c te d  ab s trac tio n s . T h is  p rogram  was m e t, b y  a n d  large, b y  a  re in te rp re ta t io n  of th e  
id eas o f th e  F ra n k fo r t  School (w ith M arcuse a s  th e i r  m a in  rep resen ta tive) a n d  a  som ew hat 
h a s ty  and  sk e tch y  a d a p ta tio n  of th e  conclusions o f new  and  fash ionable  schoo ls o f c ri
tic ism , Speech A c t T h eo ry , F rench  sem iology, G erm an  R ezep tionstheorie  a n d  th e  ren e
w ed tra d itio n  o f R u ss ia n  F orm alism . The A lth u sse rian  critics em phasize th e  socia l function  
o f li te ra tu re  inc lud ing  its  po litica l aspects b u t ,  a s  a  ru le , th e y  te n d  to  use th e  te rm  “ lite 
r a tu r e ”  in  a  b ro ad  sense, d iscard ing  its  re d u c tio n  to  a  lim ited  co rpus o f m asterp ieces. 
T h ey  describe th is  red u c tio n  as a  consequence o f th e  exclusive class a sp e c t o f bourgeois 
ideology. T hey  call a t te n tio n  to  society ’s  ro le  in  producing  lite ra tu re , i.e . th e  cond itions

11* Acta Litteraria Academiae Scientiarum Hungaricae 25,1983



164 Chronicle

of l i te r a r y  com m unication , th e  h is to r ic a l cond itions o f th e  com prehension o f l i te ra ry  
w o rk s  o f  a r t  an d  th e  clim ate  o f c ritic ism  w hich p re c o n d itio n s  th e ir  a rtis tic  a n d  id eo lo g i
ca l in f lu e n c e . A ccordingly, a  ta s k  o f M arx ist c ritic ism  is  to  c rea te  a  clim ate  o f l i te ra ry  
re c e p tio n , po w erfu l enough to  s t r ip  th e  fa c ts  o f l i te r a tu re  o f th e ir  bourgeois ideo log ica l 
c o n te n t  a n d  p a v e  th e  w ay  to  n ew  m odes of li te ra ry  p ro d u c tio n . T he A lth u sse rian  c r i tic s  
d is c a rd  a s  “ ideological”  a n y  re fe ren ce  to  such “ e te rn a l id e a s”  a s  B eau ty , A rt, o r “ h u m a n  
essen ce” . E v e n  th e  te rm  “ l i te r a tu re ”  is critic ized fo r th e  unchang ing  q u a lity  a t t r ib u te d  
to  i t  b y  “ lib e ra l h u m an ism ” . In s te a d  of using a r t  a s  a  s u b s ti tu te  religion, a t te n tio n  sh o u ld  
be fo c u se d  o n  its  p rac tica l fu n c tio n s  a n d  i ts  p a r t  in  g en e ra l education . Ideo logy  c ritic ism  
also  fo u n d  a  p lace  in  sy s tem atic  th e o re tic a l app roaches , e .g . in  w orks b y  R o lan d  B a r th e s  
o r  W o lfg a n g  Ise r. A  lesson ta u g h t  b y  th is  tren d  of l i te ra ry  th e o ry  is th a t  in  its  s tr iv in g  fo r  
s y s te m a t ic  re sea rch  and  to  becom e a  v eritab le  science o f  li te ra tu re , th e  M arx ist s tu d y  of 
l i te r a tu r e  sh o u ld  g e t rid  of its  “ ideo log ica l”  e lem ents, d ev e lo p  an  unequivocal te rm in o lo g y  
an d  d e f in e  c le a rly  th e  basic te rm s  o f i t s  h isto rism .

M ih á ly  Szegedy-M aszák, d ea lin g  w ith  “R e c e n t A ch ievem en ts in  th e  P o e tic s  o f 
G en re s” , sa id  th a t  now adays th e  in d e p e n d e n t s ta tu s  o f th e  th e o ry  of genres is th r e a te n e d  
b y  th e  a d v a n c e  of n arra to lo g y , rh e to ric s , Speech A c t T h eo ry , tex tu a lism , R e z e p tio n s 
ä s th e t ik  a n d  sociology. In  re c e n t y e a rs  th e re  have  b een  th r e e  w ays of app roach  d isce rn ib le  
in  th e  d e v e lo p m e n t of genre th e o r y . T rad itio n a lis ts  re ly  o n  th e  h is to ry  of poetics, a s  C laud io  
G u illen  d id  in  h is  Literature as S y s tem  (1971). G éra rd  G e n e tte ’s essay in  Poétique  (N o 
v e m b e r , 1977) a n d  T zve tan  T o d o ro v ’s book  (1978) fa ll, fo r  a ll th e ir  novelty , in  th e  line  
of th e  P la to n ic -A ris to te lia n  tr a d it io n . A  second ty p e  is a  na rra to lo g ica l app ro ach  to  g e n re  
th e o ry , t a k in g  as  its  po in t o f d e p a r tu re  th e  sim ple o ra l fo rm s  of na rra tio n , in th e  t r a d i t io n  
of P r o p p  a n d  A ndré  Jolies. P ro p p ’s sy s tem , based  on  a  sequence of functions, does n o t  
in v o lv e  th e  p ro b lem  of th e  u n iq u en ess  o f a  w ork of a r t  in  th e  o ra l trad itio n , w hile J o l le s ’s 
sy s te m  in c lu d e s  te n  genres. M ost th eo re tic ian s  reduce  co m p lex  form s to  sim ple o ra l ones, 
a n d  o n ly  a  few  au tho rs, like D a v id  B u ch an  and  Á kos K ib é d i V arga  deal w ith  fo rm s o f 
t r a n s i t io n  f ro m  sim ple to  com plex  fo rm s such as  th e  b a lla d  an d  th e  ta le . L ess a m b itio u s  
a t t e m p ts  a re ,  how ever, fa r m ore  conv incing  th a n  e ffo rts  e x trap o la tin g  P ro p p ’s m o rp h o 
logy  to  c o m p le x  form s as  G re im as’s w ork  on th e  sem io tics  o f th e  te x t  (1976) o r C laude  
B re m o n d ’s b o o k  on the  logic of n a r ra tio n  (1973). A  th i rd  app ro ach  aim s a t fin d in g  th o se  
s t r a ta  o f  m ean in g  in com plex l i te ra ry  genres w h ich  s e t th e m  a p a r t from  c o m p arab le  
ty p e s  in  fo lk lo re . To d iffe ren tia te  b e tw een  epics an d  ly r ic s  is especially  d ifficu lt, b u t  tw o  
p a p e rs  p ro m ise  a  new  s ta r t :  K . S tie rle  (Poétique, N o v em b er 1977) seeks th e  specific  o f 
ly ric  p o e t r y  in  an  unforeseeble use  of tim e  re la tio n s, D . C ohn (Comparative L itera ture, 
18, 1966) th in k s  th a t  “ sty le  in d ire c t lib re”  occurs in  ep ics  a s  a  constructive  e lem en t. I n  
S zeg ed y -M aszák ’s opinion th e  a im  o f s tu d ies  in  th e  p ro b le m  of genres should n o t be  c la s 
s if ic a tio n  b u t  a  theo rem  of th e  n eed  fo r classification . G enre  being an  in s titu tio n a liz e d  
sy s te m  o f  n o rm s  or conven tions fac ilita tin g  co m m u n ica tio n  and  u n d ers tan d in g , i t  is 
like ly  t h a t  a  sy s tem  of genres e x is ts  on ly  in  th e  c o n te x t o f  a  h is to rica l co m m u n ity . T h is  
c o n je c tu re  is  co ng ruen t w ith  S u san  T r ip p ’s obse rv a tio n  t h a t  th e  system  of genres o f c la s 
sic S a n s c r it  li te ra tu re  canno t be tr a n s la te d  in to  an y  m o d e rn  E u ro p ean  language.

In t ro d u c in g  his discussion o f  “ R e la tio n s B e tw een  P o e tics  an d  L ite ra ry  H is to ry  
in  P o lish  S tu d ie s  in th e  T heory  of L ite ra tu r e ” , E n d re  B o j tá r  p a id  a  tr ib u te  o f re co g n itio n  
to  P o lish  th e o r is ts  of li te ra tu re  fo r  th e  excep tional e ru d itio n  and  general h igh  level o f 
th e i r  w o rk  in  th is  field. H e recalled  th e  fa c t th a t  in te re s t  in  lite ra tu re  as a  sy s tem  a n d  in  
th e  p a ro le  ty p e  phenom ena of li te r a tu re  h a s  been g re a t  tra d it io n a lly  and  th e  h e rita g e  o f 
P o lish  S tru c tu ra l is m  has added  to  th e  a ttra c tio n  o f th e  m orpholog ical app roach . P r a c t i 
ca lly  a ll  e x p e r t s  of lite ra ry  th e o ry  re p re se n t s tru c tu ra lis t a n d  sem iotic approaches. T h e re  
seem s t o  b e  a  general ag reem en t t h a t  a n y  fac t of l i te r a tu re  — th e  lite ra ry  w ork  o f a r t ,
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a  w rite r ’s pe rso n a lity , th e  age, sty le , e tc . — is an a ly sab le  as tex t. T his im p lie s  th e  th e o re 
tic a l p osition  th a t  th e  ta sk  of th e  s tu d y  of li te ra tu re  a s  a  science of l i te ra tu re  is n o t the  
in te rp re ta tio n  of ind iv idua l w orks of l i te ra tu re  a s  in te rp re ta tio n  is an  a r t  o n  i t s  ow n. In  
tw o  g ro u p s o f p rob lem s Polish  th eo ris ts  h av e  especia lly  im p o rtan t in s ig h ts : th e  fu n c tio n  
of th e  personal elem ent in  lite ra ry  co m m u n ica tio n  (A. O kopien-Siaw inska, J .  S law inski, 
e tc .) , an d  th e  d is tin c tio n  of v arious “ re a d e rs ’ s ty le s” in  recep tion  (M. G low insk i). The 
la t te r  p ro b lem  h as  arisen  in  connection  w ith  th e  re c e n t rev ival of d iscussion  a b o u t th e  
th e o ry  of li te ra ry  h is to ry . A  conclusion of th e  d iscussion  is th a t  s tud ies  o f l i te r a tu re  fol
low  tw o  d is tin c t p a th s : lite ra ry  h is to ry , d ea ling  w ith  system -like e lem en ts  o f lite ra tu re , 
a n d  th e  a r t  o f in te rp re ta tio n , dealing  w ith  in d iv id u a l lite ra ry  w orks of a r t .

L ászló  V arga  underto o k  to  e lu c id a te  th e  long  neglected p rob lem  o f “ T he  P lace  of 
th e  S tu d y  of B iog raphy  in  th e  T h eo ry  o f L ite ra tu r e ” . D iscussing th e  re a so n s  w h y  the 
sy s tem  of re la tio n s  w hich de te rm ine  th e  genesis o f th e  lite ra ry  w ork o f a r t  h ad  been 
red u ced  to  its  im m an en t s tu d y  an d  th e  s tu d y  o f its  recep tion , he tr ie d  to  an sw er the  
q u estio n  how  fa r  th e  general p rob lem s of a u c to r ia l b iog raphy  belong to  th e  field  of th e  
th e o ry  of lite ra tu re . H e argued  th a t  an  a n a ly s is  o f th e  definition of th e  th e o ry  of lite 
ra tu re , th e  fu n c tio n  of li te ra tu re  and  th e  genesis o f th e  lite ra ry  w ork  o f a r t  led  to  th e  
conclusion  th a t  th e re  w ere no th eo re tica l reaso n s to  leave th e  prob lem  o f  a u c to r ia l bio
g ra p h y  o u t o f th e  field of th e  th eo ry  o f li te ra tu re  as a n y  elem ent o f th e  l i te r a ry  w ork  of 
a r t  an d  an y  fac to r o f lite ra tu re  m igh t h av e  a  logical p lace  in a  concep tua l sy s te m  a t  some 
level o f genera liza tion . W ith  th e ir  re s tr ic te d  co n cep t o f lite ra tu re  and  th e  l i te ra ry  w ork 
o f a r t  m o s t re c e n t tren d s  of critic ism  have , how ever, excluded from  th e ir  fie ld  o f in te re s t 
t h a t  a re a  o f lite ra tu re  to  w hich th e  genesis o f li te ra ry  w orks and  th e  c irc u m sta n c e s  of 
th e  a u th o r ’s b io g rap h y  belong. A n ex trem e  view  in  th is  regard  was p re se n te d  b y  R . B a r
th es . H e  considered all e lem en ts o u ts id e  th e  t e x t  a s  dependen t exclu sively  on  an  in te r
p re ta tiv e  consciousness. C onsequen tly  he ju d g ed  a ll d a ta , analyses, d e sc r ip tio n s  co n ce rn 
ing  th e  a u th o r  a s  sub jec tive  fac to rs  a n d , th e re fo re , inapplicable in  sc ien tif ic  a rg u m en t. 
I n  h is  v iew  stu d ies  ab o u t th e  a u th o r  re f lec t m ere ly  th e  p reconceptions o f th e  in te rp re te r  
w hich  are , as a  m a tte r  of fac t, valueless fo r a  th e o ry  of lite ra tu re . In  c o n tr a s t  to  su ch  im 
m a n e n t concep tions of a r t ,  th e  re levance  o f th e  a u th o r  for th e  process o f in te rp re ta tio n  is 
e v id e n t in  an y  th e o ry  of li te ra tu re  w hich defines li te ra tu re  as expressive o f in te rsu b je c tiv e  
tie s  a n d  in s tru m e n ta l of cognition . T he th e o re tic a l p roblem s o f th e  a u th o r ’s b iog raphy  
m ig h t be conceived as an  in teg ra te  p a r t  o f th e  th e o ry  of lite ra tu re  on ly  if i ts  su b je c t-m a t
te r  w ere defined  as  th e  sum  to ta l of th e  gen era liza tio n s re la ted  to  li te ra tu re . S uch  a  con
cep tio n  of th e  th e o ry  of li te ra tu re  w ould  env isage  a s  a  logical n ecessity  th e  ex p lo ra tio n  
o f a ll co n d itio n s o f th e  genesis o f th e  li te ra ry  w ork  of a r t ,  am ong th e m  th e  g en era l p ro 
b lem s o f au c to r ia l b iography .

I s tv á n  Szerdahelyi read  a p a p e r  on  “ C o n tem p o ra ry  T rends in th e  In te rn a t io n a l 
S tu d y  of V erse T h eo ry ” based  on th e  th e s is  t h a t  th e  th eo ry  of verse fo rm s  a n  in teg ra l 
p a r t  o f th e  th e o ry  of lite ra tu re  th ro u g h  a  th e o re tic a l, o r m e ta th eo re tic a l ex ten s io n  of 
its  tw o  b ranches , (a) o f m orpho logy  d ea ling  w ith  th e  com m on and  e ssen tia l specifics 
o f a ll sy s tem s of versification , th e  d e fin itio n  o f verse , rhym e, rh y th m , s ta n z a , e tc ., an d  (b) 
o f th e  s tu d y  of fu nc tion  (the  ae s th e tic s  o f verse) sum m erizing  th e  g en e ra liz a tio n s  of th e  
fu n c tio n a l s tu d ies  of verse. As to  th e  fo rm er, H . L iid tk e  proposed a  n ew  m e th o d  based 
o n  th e  th e o ry  o f in fo rm ation . U n fo rtu n a te ly  no  in te rn a tio n a l c o m p a ra tiv e  s tu d ie s  have 
b een  u n d e rta k e n  to  p rov ide fac tu a l d a ta  fo r genera liza tion . Tn S ze rd ah e ly i’s v iew  the 
fa c ts  u n e a rth e d  b y  na tiona l s tud ies  in  p ro so d y  shou ld  be su bm itted  to  p a in s ta k in g  com 
p a ra t iv e  an d  typolog ical co n tro l an d  ex am in ed  th o ro u g h ly  in  th e  lig h t o f re c e n t ach ieve
m e n ts  in th e  general th e o ry  of rh y th m . A . W . de  G ro o t’s classic w o rk  in  co m p ara tiv e  
p ro so d y  (A lgem ene versleer, 1946), s tu d ie s  b y  J .  K urilow icz o r J o h n  L o tz , a n d  th e
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s tu d ie s  in  th e  an tho logy  e d ite d  b y  W . K . W im sa tt (V ersifica tion  M ajor L anguage T y p es , 
1972) seem  to  have  la ck e d  a  team -w o rk  in  th e  sy n th e tiz a tio n  of m u ltin a tio n a l s tu d ies . 
T h e re  h a s  been no c o n tin u a tio n  o f th e  prom ising series o f  conferences in  B rno  (1964 an d  
1966) since  th e  d ea th  o f J .  L e v y . Szerdahelyi sa id  h e  w as  convinced  th a t  so fa r  a s  th e  
g e n e ra l th e o ry  of verse  w a s  concerned  th e  c o n tr ib u tio n s  o f R . Jakobson , A . M oles, 
S. M a rc u s  and  J .  L o tm a n  w e re  n o t  tru ly  re lev an t. H e  a d d e d  th a t  an  a tte m p t o f H a lle  
a n d  K e y se r  to  a d a p t g e n e ra tiv e  linguistics to  p ro so d y  re s u lte d  in  term inological ch an g es 
o n ly  a n d  in  th e  a ssu m p tio n  t h a t  ru les of versifica tion  w ere  deducib le  from  th e  law s o f 
la n g u a g e  (an  old fa llacy  d isp ro v e d  la te ly  by  J .  H ra b a k  in  T eorie  verse, 1966, ed ite d  b y  
J .  L e v y ). T he use of in s tru m e n ts  is, in  Szerdahely i’s o p in io n , lim ited  by  th e  fa c t t h a t  
h u m a n  o rgans are less se n s itiv e  th a n  in s tru m en ts  a n d  th e  h u m an  sense of rh y th m  is 
d e e p ly  ro o ted  in  in te lle c tu a l a n d  im aginative facu ltie s  w ith  no  accoustic consequence  
w h a tso ev e r . A  func tiona l th e o r y  o f verse has been  p re s e n te d  b y  Iv á n  F ónagy , an sw erin g  
a n  age-o ld  problem  of th e  ex p ress iv e  pow er of v a rio u s  p a t t e r n s  of rh y th m . H e h a s  p ro v e d  
t h a t  th e y  evoke ce rta in  e m o tio n a l p a tte rn s  and  a  sense o f  m o tion  and  are  a llu sive  to  
p e rio d  a n d  style in th e  c o n te x t  o f th e  m eaning o f th e  te x t .  Szerdahelyi, re fe rring  to  th e  
w o rk  d o n e  b y  R . G un zen h äu ser, A . K o ndra tov , I . F ó n a g y , L . Dolezel, J .  L evy, H . L ü d tk e , 
A . A . M oles and  S. M arcus fo r  th e  ad ap ta tio n  of in fo rm a tio n  th e o ry  to  th e  s tu d y  o f p ro 
so d y , sa id  he w ould p re fe r  tr a d it io n a l m ethods a s  th e  p ro b le m s to  be resolved w ould  be 
o v e rco m p lica ted  b y  a  fa r - fe tc h e d  app lica tion  of re f in ed  a p p a ra tu s .

Á rp ád  B e rn á th ’s d iscu ss io n  of “R ecen t In te rn a t io n a l A chievem ents in  N a rra to -  
lo g y ”  ra ised  problem s o f re la tio n s  betw een n a rra to lo g y  a n d  lite ra ry  scholarship in  g ene
ra l . T h e  spectacu lar g ro w th  o f  th e  num ber of p u b lic a tio n s  o f narra to logy , he said , shou ld  
n o t  co n cea l th e  fa c t t h a t  e f fo r ts  ta k e n  fo r a  sc ien tific  a p p ro a c h  h ave  resu lted  in  a  loss 
o f c o n ta c t  w ith  th e  p ra c tic e  o f li te ra ry  scholarship . A  p a ra d o x  of lite ra ry  n a rra to lo g y  is 
t h a t  th e  b e tte r  it  m ee ts  th e  req u irem en ts  of th eo rie s  o f  sc ien tific  cognition, th e  less i t  
o ffe rs  to  p rac tica l s tu d ies  o f  li te ra tu re . T his is no fre sh  p ro b le m  — an  analogous s i tu a tio n  
w as  described  b y  W ilhelm  S ch e re r a lready  in  1866 w h en  h e  com plained of th e  loss o f 
lin k s  b e tw een  specu la tive  a e s th e tic s  and  th e  p ra c tic a l ta s k s  o f philology and  th e  h is to 
r io g ra p h y  of lite ra tu re . B e rn á th  stressed  th a t  th e  a n a ly t ic  m e th o d s  devised b y  V . J .  P ro p p  
h a d  se rv ed  th e  analysis o f p r im itiv e  te x ts  as it  is rev ea led  b y  exam ples in an  in fo rm a tiv e  
p u b lic a tio n  com plied b y  I s tv á n  S ik lak i on recen t re sea rch  in  narra to logy . S ik laki follow s 
th e  d ev e lo p m en t of P ro p p ’s id e a s  in  stud ies by  C. B re m o n d , T . T odorov, Colby a n d  o th e rs . 
B e rn á th  sa id  he th o u g h t t h a t  C o lb y ’s m ethod  w as a n  im p ro v e m e n t on P ro p p ’s a s  h e  w as 
ab le  to  tran sc rib e  sequences o f  e v e n ts  on various levels a n d  to  d ra f t  a  general schem e of 
a c tio n s  explained  a t  a  h ig h e r  lev e l th a n  th e  m ere c h a in  o f  ev e n ts  of a  sim ple s to ry . H is  
sch em e re fe rs  to  m o tiv a tio n s , i.e . in ten tions. A  p ro to co l o f  m o tiv a tio n s  and  a  ty p o lo g y  
o f th e i r  p o te n tia l in te rre la tio n sh ip s  th ro w  a  new  lig h t on  th e  w orld  of E skim o ta le s , p a v 
in g  a  w a y  to  a  fu r th e r s tu d y  o f  th e m  b y  d ifferen t b ra n c h e s  o f th e  social sciences. C o n 
ce rn in g  th e  p roblem  of a c tio n  logic B e rn á th  quoted  a  su m m a ry  o f th e  problem  by  W . S teg 
m ü lle r . T h e  developm ent o f  a  su b su m p tiv e  m odel (m ean in g  t h a t  a  process is ex p la in ed  
b y  su b su m p tio n  u nder a  g e n e ra l law ) m ay  be tra c e d  th ro u g h  D . H um e, J .  S. Mill, K . R . 
P o p p e r , G . G. H em pel a n d  i t  m a y  hold  good for fa c tu a l  s itu a tio n s . F o r  actions, how ever, 
e x p la n a tio n  lies in in te n tio n s  w h ich  te rm ina te  in  a c tio n s . B e rn á th  proposed th a t  li te ra ry  
n a rra to lo g y  should go ev en  f a r th e r  th a n  th a t  and  su p p le m e n t th e  o rd inary  logic o f a c tio n  
w ith  a  law  of “ epic a c tio n ”  v a lid  fo r th e  w orld of f ic tio n  a s  a  law  of n a tu re  is for p h y sica l 
e v e n ts . T h e  ta sk  of ex p lic a tio n  is, th e n , to  define th e  ep ic  la w  v a lid  fo r th e  case in  q u estio n . 
B y  ta k in g  th is  step  n a rra to lo g y  e n te rs  th e  field of l i te r a ry  d ic tio n  an d  assum es th a t  in  a  
l i te r a ry  w ork  of a r t lin g u is tic  m a n ip u la tio n s  w hich a re  o u tla w e d  in  th e  n o n -lite ra ry  use  
o f la n g u ag e  are legal an d  s ig n ific an t. E .g . in  a  s to ry  b y  G y u la  H ern ád i a llusions m ad e
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to  G reek m ytho logy  tra n sc e n d  th e  ac tu a l sequence o f even ts , p rov ing  t h a t  ac tio n s in 
fic tion  can n o t be ex p la in ed  a t  th e  level o f in ten tio n s  a s  th e ir  m o tiv a tio n  is reducib le  to  
th e  w ork ing  of epic law s o n ly . T h is theo rem  harm o n izes w ith  th e  view  t h a t  th e  possible 
w orlds p resen ted  b y  li te ra tu re  con sis ten tly  d e m o n s tra te  th e  consequences o f law s which 
h av e  an  abso lu te  pow er in  th e m . In  conclusion Á rp ád  B e rn á th  p o in ted  to  th e  fac t th a t  
th o u g h  sh ifting  aw ay  fro m  lite ra tu re  tow ards a  k ind  of sc ien tism  seem ed to  h av e  been a  
genera l tren d  in th e  d ev e lo p m en t o f narra to logy , th e  th e o ry  of l i te ra tu re  is com pelled 
to  re ly  on its  ach iev em en ts , its  fea ts  of logical a ccu racy  and  a n a ly tic a l e x a c titu d e . I t  
should  im prove an d  e x te n d  its  m eth o d s th ro u g h  th e m  an d  a d a p t th e m  to  th e  specific 
req u irem en ts  of th e  s tu d y  of th e  lite ra ry  w ork  o f a r t ,  ta k in g  in to  co n sid e ra tio n  the 
“ ep ic  law s” of ac tion  in  fic tio n .

E ach  p ap er p ro v o k ed  hea ted  discussion and  th e re  w as a  genera l consensus am ong 
th e  p a rtic ip a n ts  o f th e  conference  th a t  th e  ou tlin es of a  co nsis ten t sy s te m  o f lite ra ry  
th e o ry  should be d e a lt w ith  a t  a  sim ilar m eeting  in  1982.

Józse f S z ik i

Les Éditions de Minuit
L a  m aison d ’éd itio n  bap tisée  « de  M inuit » n a q u it d an s  l ’illégalité , p e n d a n t l’oc

cu pa tion  allem ande de la  F ra n c e  e t  ne s ’adressa d ’ab o rd  q u ’au x  F ran ça is . M ais son a c ti
v ité  s ’é te n d it b ien tô t au -d e là  des fron tières e t eu t d e  nom b reu x  liens, avec , e n tre  au tres, 
les H ongro is lu t ta n t  c o n tre  le fascism e. V ereors, son fo n d a teu r, é ta i t  d ’o rig ine  hongroise, 
et il y  eu t aussi des H o n g ro is  ém igrés p arm i ses a u te u rs  e t encore p lu s p a rm i ses lecteurs 
e t ses d iffuseurs, en  F ra n c e  e t  ailleurs.

L e fo n d a teu r de  la  m aison , Je a n  B ru lle r n a q u it à  P a ris , le 26 fév rie r  1902, d ’un 
p ère  hongrois, L a jo s B ru lle r , qu i av a it ém igré en  F ra n c e  en  1880. J e a n  B ru lle r  o b tin t 
à P a ris  son diplôm e d ’in g én ieu r éléc tricien , m ais se consacra , dès l’âge de  v in g t e t  un ans, 
au  dessin . Son p rem ie r a lb u m  de croquis sa tiriq u es  in titu lé  « 21 re c e tte s  p ra tiq u e s  de 
m ort v io len te  » v i t  le jo u r  en  1926. Ses dessins fa its  en tre  1927 e t  1939 fu re n t réunis 
d a n s  l ’a lbum  « L a  danse  d es v iv a n ts  » . « L ’enfer », a lb u m  pub lié  en  1935, e s t une rép li
que à  D an te : l’en fer e s t su r  c e tte  te rre . B ru lle r a  u n e  vision som bre d u  m o n d e  qu i tra n s 
p a ra ît d an s ses c roqu is  q u i tém o ig n en t en a u tre  d ’une pro fonde conna issance  de  l’hom m e 
et de  la  société, m êlée d ’h u m o u r et d ’ironie am ère . I l rep résen te  u n  m o n d e  de  désespoir, 
un  m onde où l ’hom m e e s t c o n tra in t de v ivre, sou ffrir , lu t te r  e t  m o u rir san s  m êm e savoir 
p ou rquo i.

E n tre  1923 e t  l ’é té  1940 Je a n  B ru ller e x p rim a  sa  révo lte  p a r  ses dess in s; à  p a rt ir  
de 1940 ce tte  fo rm e d u  co m b a t lui p a ra ît  in su ffisan te . D ans P a ris  occupé p a r  les Alle
m ands , le dess in a teu r B ru lle r  d isp ara ît p o u r se m é tam o rp h o se r en son « frè re  jum eau  », 
com m e il d it , en  l ’éc riv a in  V ereors. M ais ses dessins e t  ses éc rits  a t te s te n t av ec  force que 
B ru lle r e t  V ereors, le d e ss in a te u r  et l’écrivain  so n t une  m êm e personne ind iv isib le . U ne 
m êm e passion b o u lev e rsan te  les carac térise , q u ’il s ’agisse d ’un croqu is a n tim ilita r is te  ou 
de la  prem ière  p u b lic a tio n  de M inuit, d u  Silence de la m er:  c ’e s t la  m êm e précision , la 
m êm e connexité  de l ’o m b re  e t  de la  lum ière, la  m êm e délicatesse des to n s . Ses dessins 
e t  ses écrite  se c a ra c té r ise n t égalem en t p a r  la  lu t te  co n tre  l ’om bre, p a r  la  dénoncia tion  
de la  c ru au té , p a r  l’iron ie  in sp irées d ’un sen tim en t d ’indes tru c tib le  h u m a n ité .

D ans un p e t i t  a te lie r  d ’im prim erie  de P a r is  — p e n d a n t q u ’au -d essu s  résonnaien t 
sans cesse les p a s  des hom m es de la G estapo  — V ereors fo n d a  d an s l’illégalité  la  maison 
d ’éd ition , e t p u b lia , sous u n  pseudonym e, sa  p rem ière  œ uvre  li tté ra ire , Le silence de

Acta Litteraria Academiae Scientiarum Hungaricae 25, 1983



168 Chronicle

la  m er. L ’a rtis te  an tim ilita ris te  f u t  m obilisé en  1940 e t  a ffec té  au  b a ta illo n  d u  quinze- 
n e u f  d ’in fan te r ie  alpine. C ’e s t là  q u ’il tro u v a  son p seu d o n y m e , en ro u te  v e rs  la  m o n 
ta g n e :

« L e  V ercors . . .  L e V e rc o rs  . . .  J e  connaissais ce n o m , j ’en adm ira is  la  so n o rité  
s u g g é ra n t  une noblesse h a u ta in e , m ais  je  n ’avais ju s q u ’a lo rs  s itu é  q u ’im p a rfa ite m e n t ce 
m a s s if  p u is sa n t au c o n tre fo rt d e s  A lpes. J e  gagnai le cou lo ir, e t  fu s  su rp ris  p a r  l ’espèce de 
re s p e c t ,  d e  révérence sinon  d e  v é n é ra t io n  que m es c a m a ra d e s  m o n ta g n a rd s  p a ra issa ie n t 
p o r te r  a u x  sévères re m p a rts  d e  c e t t e  forteresse na tu re lle . B ie n tô t je  p a rta g e a i m oi-m êm e 
ces s e n t im e n ts , un  peu  p a r  c o n ta g io n  peu t-ê tre ; m ais au ss i la  g ran d eu r in d o m p tab le  
q u ’é v o q u a it  l ’im mense n av ire  su rg is s a n t de la  p laine e x e rç a it su r m oi une  fasc ina tion  
c ro is sa n te . Le tra in  ro u la it à  ses  p ied s  avec len teu r, com m e s ’il e û t vou lu  m e la isser to u t 
le te m p s  nécessaire à  m ’im b ib e r d e  c e tte  vision que je  se n ta is  inoub liab le . P o u r ta n t  com 
m e n t eu ssé-je  deviné la p lace  q u e  le V ercors a lla it te n ir  d a n s  m a  v ie? »

— é c r i t- i l  d an s ses m ém oires.1 I l  y  ra c o n te  aussi p o u rq u o i il cho is it p o u r t i t r e  « L e silence 
de la  m er  » à  son récit:

. . . H itle r aigu isait so n  sa b re  en  E spagne, e t  ce  se ra it  b ie n tô t n o tre  to u r . J e  
d e ss in a is  com m e on éc rit so n  te s ta m e n t .  E t bien que je  n ’y  eusse m is aucune  in te n tio n  
c o n sc ie n te , ce ne fu t p as p e u t- ê tr e  u n  p u r hasard  si m o n  d e rn ie r a lbum , a v a n t  que la 
g u e rre  n ’é c la tâ t, s’appe la it S ilences, si p eu  après je choisis d ’illu s tre r  une  oeuvre  d ’E d g a r  
P o e  q u i  s ’ap p e la it Silence, e t  si ce  f u t  encore le m o t S ilence  q u i se tro u v a  en  tê te  de  m on 
p re m ie r  ré c it  clandestin . C om m e si av ec  ce m o t j ’av a is  v o u lu  fra p p e r  les tro is  coups, au  
le v e r  d u  rideau , sur la  longue tra g é d ie  que la F ra n c e  b â illonnée  a lla it v iv re , en  effe t, 
d a n s  le silence . . . 2

L e s  p e ti ts  livres des É d it io n s  de  M inuit e n trè re n t en  lu t te  co n tre  la  trag éd ie  e t 
p a s s è re n t  b ien tô t les fro n tiè re s  d e  la  F rance . L a  li t té ra tu re  progressiste  fu t c o n tra in te , 
d è s  l ’é té  1933 en E u ro p e  — en  H o n g rie  bien plus tô t ,  d ès  1919 — à  l ’ém ig ra tio n , à  l’exil 
ou  à  la  c lan d estin ité . L a  cen su re  a llem an d e  m it à  l’in d ex  5580 œ u v res  en  1939. L a  fam euse 
« lis te  O tto  », dans laquelle  ô ta ie n t énum érés les liv res à  m e ttr e  au  p ilon , f u t  pub liée  
à  P a r i s ,  s u r  l’ordre des A llem an d s , p a r  le Syndicat d es  é d ite u rs . T ous les g ran d  éd iteu rs  
y  p a r t ic ip è re n t ,  au  nom bre de  c e n t  q u a ran te , à  la  seule e x cep tio n  des frè res  É m ile -P au l. 
L ’a v e r tis s e m e n t qui a c c o m p a g n a it la  liste  no te  que « les a u to r ité s  o ccupan tes  o n t en re 
g is tré  a v e c  sa tisfaction  l ’in i t ia t iv e  d e s  éd iteu rs fran ça is  ». N e c ito n s que que lques nom s 
p a rm i c e u x  figu ran t su r la  lis te : A ragon , Ju lien  B en d a , J e a n -R ic h a rd  B loch, C laudel, 
D o rg e lès , G iraudoux, M alraux , M au ro is  pou r la l i t té ra tu re  frança ise . Ils  v o is inen t avec 
les é c r iv a in s  allem ands ém ig rés, a v e c  T hom as M ann, B . B re c h t, R em arq u e , L udw ig  
R e n n , W asse rm an n , S. Zweig e t  a v e c  les ém inents re p ré se n ta n ts  de la  l i tté ra tu re  ang laise  
c la s s iq u e  e t  m oderne, de S h a k e sp e a re  à  V irginia W oolf. I l  f u t  in te rd it de p u b lie r  les 
b io g ra p h ie s , m êm e rédigées p a r  d e s  a u te u rs  aryens, consacrées  a u x  m usiciens, p e in tre s  
ou  p o è te s  ju ifs, O ffenbach, H e n r i  H eine , Chagall . . . L e  m in is tre  de l ’éd u ca tio n  exigea 
que  les œ u v re s  de D escartes fu s s e n t « je tées p a r  la  fe n ê tre  », que R ousseau  e t  d ’a u tre s  
é c r iv a in s  pare illem en t « p e rn ic ie u x  » d isparussen t d es p ro g ram m es. L es conférences 
de  l ’a cad ém ic ien  P au l L an g ev in , in v e n te u r  de la  b iré fringence  é lec trique  e t  m ag n é tiq u e , 
f u r e n t  su spendues. Sur la  lis te  d e s  liv res  in te rd its  f ig u re n t au ss i des œ u v res d ’a u te u rs  
h o n g ro is , ceu x  de V ictor B asch , p ro fe sso r à la  S orbonne, q u i é ta i t  d ’orig ine hongro ise , 
ceu x  d u  ph ilosophe Georges P o li tz e r , ém igré trè s  jeune  de  H ongrie , e t  le « L iv re  gris » 
d ’I v á n  L a jo s  su r les chances m ili ta ire s  de  l’A llem agne, p a ru  en  1939.

L a  Sorbonne, le L o u v re  e t  la  B ib lio thèque N a tio n a le  d ev in re n t des c e n tre s  de  la 
ré s is ta n c e . A u L ouvre fu re n t o rg an isée s  des réun ions c lan d estin es, d an s les couloires de 
la  S o rb o n n e  P ierre D aix  e t  ses  a m is  d is trib u è ren t les t r a c ts  de  la  résistance , e t  à  la  
B ib lio th è q u e  N ationale  l ’a d m in is tr a te u r  Ju lien  Cain — q u i sera , ju s q u ’à  sa  m o r t con-
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se r v a le u r  en chef de la  b ib lio thèque de l ’U nesco  — tra v a il la  à  l ’év acu a tio n  des a rch ives 
de  P E N , q u i fu re n t tran sp o rtée s  d an s u n  p e t i t  p o r t  b re to n . U n  c o n se rv a teu r hongro is 
de  la  B ib lio trhèque, T héodore  Beregi re la te  la  p ério d e  où les occupan ts s ’é ta n t  in s ta llés 
à  la  B ib lio thèque N a tio n a le , d ép o rtè ren t Ju lie n  C ain, « l’âm e » de la  b ib lio thèque , 
à  B uchenw ald , m ais  les jo u rn au x  c landestin s  n ’en  co n tin u è ren t p as  m oins à  su rg ir d an s  
les salles de lec tu re , tém o ig n an t de l’im pu issance  d u  W eh rm ach t face a u  m o u v em en t 
de  la  R ésis tan ce .3

A p a r t i r  de l’é té  1940, les affiches, les t r a c ts  e t  les jo u rn au x  c lan d e s tin s  se p ro 
p a g è re n t en  F ran ce . P a rm i leu rs a u teu rs  ou il lu s tra te u rs , nous trouvons aussi d es H ongro is 
ém igrés: M arcell V értes , Z o ltán  Váli, Jó z se f  S trém i, B eö thy .

M ais V ercors e t  ses am is v iren t b ien  q u e  ce la  ne p o u v a it suffir, q u ’il fa lla it réu n ir 
les forces p o u r une  in itia tiv e  p lu s im p o rta n te . P a r  l’in term éd ia ire  de  J e a n  R ich a rd  
B loch, V ercors f i t  la  connaissance du  p ro fesseu r W allo n , de Je a n  Cassou, F ra n c is  Jo u rd a in , 
F réd é ric  Jo lio t-C urie , G eorges B ru h a t e t de  J e a n  L u rç a t, qu i to u s é ta ie n t a lo rs  com m u
n is te s  ou sy m p a th isan ts . E t ,  en feu ille tan t le p e t i t  jo u rn a l c landestin  in t itu lé  P a n ta g ru e l, 
V ercors eu t l’idée — a lo rs que to u te  ven te  de  p a p ie r , de stencil e t d ’encre de  ty p o g rap h ie  
é ta i t  in te rd ite  — q u ’avec un  peu  de courage  on  p o u v a it te n te r  d ’im prim er, de  d iffuser 
e t  m êm e p e u t-ê tre  fa ire  p a rv en ir  à  l’é tra n g e r  des te x te s  d ’un  fo rm at p lu s  im p o rta n t.

L ’am i de V ercors, Jacq u es  D ebû -B ridel p u b lia  le 24 av ril 1945 un h is to riq u e  des 
É d itio n s  de M inu it avec  la b ib liographie d es œ u v re s  parues , annoncées e t  en  p ré p a ra 
tio n .4 L es A llem ands, éc rit-il, se sont in s ta llés  en F ra n c e  non  p as en o ccu p an ts  p rov iso ires, 
m a is  com m e d an s  une  colonie. Le go u v ern eu r de  leu r choix, le « v ieux p a c h a  de  V ichy » 
a  to u t  fa it p o u r m é rite r  sa  solde. Il e u t des p a r t is a n s  aussi parm i les écriva ins. M ais q u ’im 
p o r ta ie n t quelques v a le ts  de  p lum e, si l’œ u v re  d u  co n q u é ran t ne s ’é te n d a it au ss i au  p lu s 
p réc ieux  d es b iens de  la  n a tion , à  la  force m o ra le , à  l ’esp rit. L a  guerre  que  les É d itio n s  
de  M inu it e n tre p rire n t é ta i t  p lus q u ’une g u erre  n a tio n a le : elle é ta it  une  g u e rre  de p rin 
cipes, d ’idées. L es m eilleu rs des écrivains f ra n ç a is  cho is iren t d ’abord  le silence, m ais ils 
fu re n t nom breux  à  sen tir  que c ’é ta i t  in su ffisan t, q u ’il fa lla it rép liquer d ’une  façon  p lu s 
efficace. L a  s itu a tio n  ex igea it une réponse à  la  q u es tio n : où exprim er la  pensée frança ise?  
en  exil, en  ém ig ra tio n , ou  d an s  le p ay s  o ccupé?  B ernanos, Ju le s  R om ains, Ju l ie n  G reen, 
M arita in , p o u r d em eu re r fidèles à  la  F ra n c e , a v a ie n t accep té  l’exil. M ais l ’ex il lu i-m êm e 
é ta i t  encore u n  aveu  de  faiblesse. Il fa lla it ag ir , à  l ’in té rieu r m êm e d u  p ay s , m ais les 
in te llec tu e ls  p rê ts  à  p asse r à  l’action  é ta ie n t d ispersés  e t  isolés.

A  la  fin  de  sep tem b re  1941, Je a n  P a u lh a n  d em an d a  à  D ebû -B ridel s ’il v o u la it 
e n tre r  en ra p p o r t avec Ja c q u e s  D ecour, m em b re  d u  P a r t i  C om m uniste F ra n ç a is . C elui-là 
sa is it l ’occasion avec joie, e t  ils o rgan isè ren t ensem ble  un  com ité de fro n t n a tio n a l p a rm i 
les écrivains. U ne te n ta tiv e  a v a it d é jà  é té  fa ite  p o u r  « opposer au  h u rle m e n t des loups 
la  vo ix  c landestine  des écriva in s » : L a  Pensée Libre  à  laquelle D ecour, G uéhenno , P au lh an  
e t  le hongro is G eorges P o litze r av a ien t co llabo ré ; m alheu reusem en t, l ’im prim erie  é ta i t  
to m b ée  a u x  m ain s de  la  G estapo. C’est a lo rs  q u ’on  décida  la  c réa tion  d es Lettres F ra n 
çaises qu i co n tin u è ren t à  p a ra ître  ap rès la  g u e rre  e t  auxquelles V ercors co llab o ra  ju s q u ’à  
la  fin . Ce fu t  P ie rre  de L escure, am i de V ercors e t  d e  D ebû-B ridel, qu i p ro p o sa  de fonder 
d e s  éd itions c landestines, bap tisées É d itio n s  de  M inu it. L es fo n d a teu rs  d é fin ire n t leur 
b u t  d an s  un  M anifeste:

. . .  I l ex is te  encore en  F ran ce  des é c riv a in s  q u i ne connaissen t p as les an tich am b re s  
e t  re fu sen t les m o ts  d ’o rd re . Ils  se n te n t p ro fo n d é m e n t que la pensée d o it s ’exp rim er. 
P o u r  ag ir su r d ’a u tre s  pensées, sans d o u te , m ais  s u r to u t p a rce  que, s ’il ne s ’ex p rim e  pas, 
l ’e sp r it m e u r t . . .

P e u  im p o rte  les nom s. Il ne s ’a g it p lu s  d e  p e ti te s  renom m ées personnelles. P eu  
im p o rte  une voie difficile. I l s ’ag it de la  p u re té  sp iritu e lle  de l ’hom m e.
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« P e u  im p o rte  les nom s . . . »  Ce q u i im p o rta it , c ’é ta i t  la  cause — les g ra n d s  
nom s c o n n u s  d isp a ru re n t donc p o u r céder la  p lace , su r la  ja q u e t te  des p e ti ts  liv res, à  des 
nom s in c o n n u s  e t  m ystérieux .

A u  m o is  d ’octobre  1941, У  e r cors re m it à  L escu re  le p rem ier m a n u sc rit — son  
p ro p re  r é c i t  signé  d ’un  pseudonym e — sans lu i rév é le r l ’id e n tité  de l’a u teu r . L e  p a p ie r  
fu t  fo u rn i g ra tu ite m e n t p a r  l ’im p rim eu r A u lard , e t  les 5.000 francs ind ispensab les p o u r 
la  m ise e n  ro u te  p a r  le p ro fesseu r D ebré , m em bre  d e  l ’A cadém ie de M édecine e t  qu i, 
p lu s  t a r d ,  f i t  p a r t ie  d u  C om ité D irec teu r d u  F ro n t N a tio n a l. E n  é té  1943 le n o m  de 
V ercors p a rc o u ru t,  p ra tiq u em en t, le m onde en tie r. L a p e ti te  im prim erie  d ’A ulard  fa b r iq u a  
350 e x e m p la ire s  de son livre, e t  ce ch e f-d ’œ u v re  de la  li t té ra tu re  an tifasc iste  se p ro p a g e a it, 
p e n d a n t les années-m êm es de la guerre , en  p lu s ieu rs  langues. A insi, p a r  exem p le , la  
b ib lio g rap h ie  de  la  li tté ra tu re  c lan d estin e  ho llandaise , p ub liée  en  1967 p a r  la  B ib lio 
th è q u e  d ’A m ste rd am , en reg istre  p a r  exem ple l ’éd ition  d ’U tre c h t de 1944 d u  S tilte  der see.

Ses am is , ses confrères, m êm e sa  fem m e e t  ses fils ig n o ra ien t qu i se c a c h a it sous 
le n o m  d e  V erco rs. U ne co n sp ira tio n  to ta le  é ta i t  nécessa ire . Selon l ’h is to rique  de  D ebû- 
B ride l, L e  S ilence  de la mer fu t  achevé  d ’im p rim er le 20 fév rie r 1942, e t  a u ra i t  p u  ê tre  
d is tr ib u é  d è s  le d é b u t m ars; il fu t p o u r ta n t  b loqué p e n d a n t p lu s  de six  m ois, à  la  d em an d e  
de P ie r re  d e  L escure , p a r  une  m esu re  de  p récau tio n  q u i, v u  le nom bre d ’am is fusillés e t 
d ép o rté s , n e  p a ra is sa it p as  excessive. L ’u n  des p rem ie rs  exem plaires fu t  rem is a u  p ro 
fesseu r D e b ré  qu i en fu t si en ch an té  q u ’il f i t  au ss itô t d a c ty lo g rap h ie r l ’œ uvre  en  p lu s ieu rs  
ex em p la ire s . L e  p e ti t  jeu  de  la  recherche  de  l ’a u te u r  com m ença. L es un s p a r la ie n t de 
D u h am e l, d ’a u tre s  d ’A ndré  G ide e t  de  R oger M artin  d u  G ard . D ebû-B ridel so u p ço n n a it 
S ch lu m b e rg e r e t  M arcel A rland , J e a n  P a u lh a n  p e n sa it à  M aurice Bedel.

L ’é c riv a in  évoque d an s  ses m ém oires ce que la  ra d io  d it  en 1943 de la  p rem iè re  
p u b lic a tio n  d e  M inu it:

P o u r  q u e  v ive  la  F ran ce , les tra c ts , les p a m p h le ts  ne  su ffisen t pas. I l  f a u t  des 
oeuvres , il f a u t  des livres. E t  je  m ’adresse  à  vous, V ercors, encore  inconnu  e t  d é jà  célèbre. . . 
J ’e n te n d is  m a l la  su ite . Mes oreilles b o u rd o n n a ien t. A insi, L e silence de la mer é ta i t  so r ti 
de F ra n c e , a v a i t  fran ch i la  M anche . . .  J e  ne sava is  p a s  enco re  que C laude B e llan g er 
a v a it  re m is  u n  exem pla ire  à  Y von  M o ran d a t, qu i l ’a v a it  tra n sp o r té , au  clair de lune, d a n s  
l ’av io n  s a n s  lum ière  v en u  d ’A ng le te rre  le chercher, n i q u e  celu i qu i en  a v a it o rd o n n é  à  
L o n d re s  l ’im press ion , c ’é ta i t  le chef de  la  F ra n c e  lib re . J e  ne savais pas no n  p lu s que  m o n  
réc it é ta i t  d é jà  rééd ité  en  A lgérie, a u  Sénégal (p a r T héodo re  M onod, d irec teu r de  l’I n s t i tu t  
d ’A friq u e  N o ire , u n  v ieu x  copain  d ’école, q u i n ’en  s a v a i t de  m oi p as d av an ta g e  . . .), en  
A u stra lie , e n  Suisse, a u  Q uébec, à  B e y ro u th  . . . U n  a u tr e  jo u r , so r ta n t d an s  le ja rd in  de 
b o n  m a t in ,  e n  p y jam a , je  tro u v a i su r  le p ré  u n e  m inuscu le  b rochu re  en pap ie r-b ib le , to u t  
h u m id e  d e  ro sée , une  de  celles que la  R . A. F . ré p a n d a it c e r ta in e s  n u its  su r la  F ra n c e  p a r  
m illions, e t  c ’é ta i t  m on  réc it. A vec u n e  coquille : on  l ’a v a i t  b ap tisé  les S ilences au  p lu rie l, 
coquille  q u e  d e v a it ré p é te r  à  N ew  Y o rk , ne p o u v a n t c o n su lte r  l’orig inal n i l ’a u te u r , m o n  
am i l ’é d ite u r  Ja c q u e s  Schiffrin , qui ne  se p a rd o n n a  ja m a is  son  e rreu r. À T unis, l ’éc riv a in  
P ie rre  M o in o t n ’a y a n t p u  se p ro cu re r que  la version  ang la ise  d e  C yril C onnolly, la  re t r a d u i
sa it e n  f r a n ç a is  p o u r la  rép an d re  a u to u r  de  lui . . ,5

O n  ig n o ra  donc ju s q u ’à  la  fin  de  la  guerre  q u i se c a c h a it sous le n o m  de la  m a je s 
tu eu se  m o n ta g n e  alp ine , to u t  com m e on  ignora  que l ’a u te u r  d u  « Silence » é ta i t  la  m êm e 
pe rso n n e  q u e  L ou is  B ou rbon , R o la n d  D olée, D rieu , D esv ignes, S an terre . V erco rs  p r i t  
ta n tô t  l ’u n , t a n tô t  l ’a u tre  de  ses p seudonym es p o u r p a ra î t r e  à  l ’im prim erie, a u x  p o in ts  
de d iffu s io n , a u x  rendez-vous c lan d estin s . L es a u tr e s  a u te u rs  de M inu it p u b liè re n t 
ég a le m en t so u s  des pseudonym es: G eorges A d am  sous ce lu i de  H a in a u t, E d ith  T h o m as 
sous ce lu i d ’A n n e  ou d ’A uxois, D ebû -B ridel sous le n o m  d ’A rgonne. D es nom s in co n n u s  
su rg ire n t a u ss i d an s  Les Lettres Françaises, d irigées, d e p u is  la  m o rt trag ique  de J a c q u e s  
D ecou r, p a r  C laude M organ, q u i se ch a rg ea  aussi de  la  d iffu sion  des éd itions de M in u it.
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L es « nouveaux  » a u te u rs  fu re n t J e a n  d u  H a u t  (P au l É lu a rd ) , J a c q u e s  D esta ing  e t 
F ran ço is  la  Colère (A ragon), F orez  (F ran ço is  M auriac), Jean  N o ir ( J e a n  C assou), L au ren t 
D an ie l (E isa  T rio le t, épouse d ’A ragon).

U n  des p rem ie rs  num éros des Lettres Françaises  publie en  p re m iè re  p ag e  un  poème 
d ’É lu a rd , sous le n o m  de Je a n  du  H a u t:

Ce p e t i t  m o n d e  m eu rtrie r 
E s t  o rien té  v e rs  l’innocen t 
L ui ô te  le p a in  de la bouche 
E t  d o n n e  sa  m aison  au  feu . . .

D ans Le Musée Orévin, éd ité  p a r  M inu it, nous lisons, so u s  le p seudonym e de 
F ran ço is  la  Colère, les vers in itiau x  d ’A ragon :

J ’écris d an s  ce p a y s  où  l ’on  p a rq u e  les hom m es 
D an s  l’o rd u re  e t  la  soif, le silence e t la  fa im  . . .

D ans une  in te rv iew  donnée a p rè s  la  guerre , A ragon é v o q u e  av ec  une  grande 
a u th e n tic ité  c e tte  a tm o sp h è re  d ’a lors:

«
. . .  J e  fa isais m a  p ro p re  éd u ca tio n  d a n s  le dom aine de la  c o n tre b a n d e , c ’est-à-dire 

d a n s  le dom aine d u  sens, une  co n treb an d e  tr è s  sim ple qu i u tilisa it R o la n d  p o u r  p arle r des 
ré s is tan ts , ou n ’im p o rte  q u e l héros de  la  tr a d it io n , française  ou  a u tr e ,  g re c q u e  ta n t  ju ’à  
fa ire  . . . P a r  la  su ite , nous avons, E isa  e t  m oi, q u it té  la  vie légale — q u e  nous avions 
m enée in c ro y ab lem en t lo ng tem ps — ju s q u ’a u  11 novem bre 1942: a p rè s  le d éb arquem en t 
allié  en  A frique d u  N o rd , N ice occupé, n ous som m es passés d a n s  la  c lan d e stin ité , e t je 
n ’é ta is  p lu s a tte ig n ab le . L a  question  n ’é ta i t  p lu s  de signer ou p a s : j ’a i  é c r i t  des poèmes, 
p ro f ita n t de l ’expérience  de  la  p rem ière  période  où je  passais de  la  c o n tre b a n d e  à  une 
expression  d irec te  d es fa its . Le p rem ie r de  ce genre qu ’on a it  p u b lié  f u t  La Ballade de 
celui qui chanta dans les supplices, ré p o n d a n t à  l’exécution  de  G ab rie l P é ri . . . On ne 
p o u v a it p a s  savo ir si le poèm e é ta i t  de  m oi. L a  publication  é ta i t  c la n d e s tin e .6

L a  B allade d ’A ragon , signée D esta in g , p a ru t aussi en  h o n g ro is  en  1944, dans 
la  Revue Hongroise, p u b lica tio n  c landestine  d u  M ouvem ent p o u r l ’In d é p e n d a n c e  H on
groise de P aris . N o n  seu lem en t l’a u te u r  p o r ta it  un  pseudonym e, m a is  égalem ent le 
tra d u c te u r , László  G ereb lyés qu i p r i t  le nom  de S ándor V idéky.

L es œ uvres d ’A ragon , d ’É lu a rd  e t  d ’a u tre s  au teu rs  fran ça is , é c r i te s  e t  diffusées 
d a n s  l ’illégalité, se p ro p ag è ren t ra p id e m e n t en  E u rope  e t d a n s  les p a y s  d ’outre-m er: 
p lu s ieu rs  revues de l ’ém ig ra tion  hongro ise  o n t à  leur to u r  re p ro d u it les chefs-d ’œ uvre de 
la  li tté ra tu re  de la  ré s is tan ce . A insi p a r  exem ple  le B ulle tin  — d irig é  p a r  le g roupe com 
m u n is te  de T ibo r Szőnyi, de A n d rás K á lm á n  e t  de Ferenc  V ági — d u  F r o n t  de l ’In d é 
pen d an ce  N atio n a le  H ongro is  de Suisse fu t  le p rem ier à  p u b lie r en  hong ro is, dans son 
num éro  de décem bre 1944, le g ran d  poèm e d ’A ragon  écrit en l ’h o n n e u r d u  peu p le  français 
libéré , Le Musée Orévin. I l  fu t  t r a d u i t  p a r  u n  jeune com m uniste , J á n o s  D obó, e t, le 
m o u v em en t an tifa sc is te  a y a n t aussi é té  ré d u it  à  l ’illégalité p e n d a n t  p lu s ieu rs  années 
en  Suisse aussi, D obó  signa  d ’u n  p seudonym e, celui de P o g án y  (ses a u tr e s  é c rits  p a ru ren t 
sous le nom  d ’Is ten es). L e te x te  d u  poèm e a rr iv a  en Suisse d a n s  l ’é d itio n  de M inuit. 
C itons-en quelques s tro p h es:

U n  p a y s  p a n te la n t sous le p ied des fan toches,
L ab o u ré  ju sq u ’a u  c œ u r p a r  l’ornière des roues,
M is en  coupe réglée au  nom  d u  ro i P étoche  . . .
U n  p a y s  de fra y e u r  en  p ro ie  aux  loups-garous.
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J ’écris d a n s  ce p a y s  qu i souffre m ille m o r ts ,
Qui m o n tre  à  to u s  les yeux ses b lessu res p o u rp rée s ,
E t  la  m e u te  s u r  lu i g rou illan te  qu i le m o rd ,
E t  les v a le ts  s o n n a n t  dans le cor la  cu rée  !

J e  vous sa lu e , m a  F ran ce , où le p eu p le  e s t  hab ile  
A  ces t r a v a u x  q u i fo n t les jou rs ém erveillés 
E t  que l ’o n  v ie n t  de loin saluer d a n s  sa  v ille  
P aris , m o n  coeur, tro is  ans va in em en t fu s illé  !

H eureuse  e t  f o r te  en fin  qui po rtez  p o u r  é ch a rp e  
C et a rc -en -c ie l té m o in  q u ’il ne to n n e ra  p lu s ,
L ib erté  d o n t  f r é m it  le silence des h a rp es ,
Ma F ra n c e  d ’a u  d e là  le déluge, sa lu t !

U n  a u tre  co llabora teu r d e s  E d itio n s  de M inuit, P a u l  É lu a rd  évoque, lors de sa  
v is ite  e n  H ongrie  après la  g u e rre , le  rô le  des poètes d a n s  la  R é s is ta n c e  p a r  ces m o ts :

L a  conscience des p o è tes  se ré v é la , avec le tem ps, u n e  a rm e  red o u tab le . Le b u t que 
la  p o és ie  s ’assigna p en d an t l’o c c u p a tio n  ne  pouvait fa ire  a u c u n  d o u te  . . . nous voulions la 
v ic to ire  d e s  v ivan ts, nous v o u lio n s  su p p r im e r les h um ilia tions. C h a n te r , lu tte r , crier, nous 
b a t t r e  e t  n o u s  sauver à  la  fin . C ’e s t  a in s i que la poésie e n tr a  d a n s  le m aqu is. C ar nous ne 
p o u v io n s  jo u e r  sans danger av ec  le s  m o ts . C’est p o u rq u o i n o u s  p ré fé râm es laisser to u t  
p e rd re , p o u r  ne pas laisser p e rd re  le  b u t  éternel, la  v é rité  n u e  e t  p a u v re , m ais to u jo u rs  
be lle , c a r  e lle  a  é té  de to u s  te m p s  le  s u p p o r t  de to u tes  les b e a u té s  d a n s  le cœ ur hum ain , la 
seu le  v e r tu ,  la  seule valeur. E t  c e t t e  v a leu r ne se m esure p a s  . . .7

L e  poèm e d ’É lu a rd  in t i tu lé  Couvre-feu  fu t éc rit à  P a r is  en 1942; e t pa ra issa it en 
h o n g ro is  d es novem bre 1943, p u b lié  p a r  la  revue m ex icaine  H o n g rie  L ibre, dirigée p a r  
A la d á r  T am ás , dans la  tr a d u c t io n  d u  poète  com m uniste  E n d re  H av as , secrétaire  de 
M ih á ly  K á ro ly i e t un  des p r in c ip a u x  organ isa teu rs d u  C lub H o n g ro is  de  L ondres. C ette  
t r a d u c t io n  ne  v it  le jo u r en  H o n g rie  q u ’en 1960, d an s  le v o lu m e  po sth u m e d u  poète , 
in t i tu lé  F id é lité .

É lu a rd  com posa p o u r les É d it io n s  de M inuit une  an th o lo g ie  in titu lée  L 'H onneur  
des poètes. L e  p e ti t  volum e p a r u t  b ie n tô t  en Suisse aussi, a cco m p ag n é  d ’au tre s  p u b lica 
tio n s  d e  M in u it, chez l’éd iteu r d e s  T ro is  Collines qui, m a lg ré  les in te rd ic tio n s  e t  les d a n 
gers , co m m en ça  à  publier u n e  sé r ie  in titu lée  P o rte  d ’ivo ire  e t  d iffusée elle aussi d a n s  
la  c la n d e s tin ité . A L ondres, to u jo u r s  su r l’exem ple de M in u it, on  é d ita  une série des 
C ah ie rs  d u  Silence. É lu a rd  c o m p o sa  aussi une seconde an th o lo g ie  de  L ’H onneur des 
poètes, d a n s  laquelle il d o n n a  p la c e  a u x  poètes des n a tio n s  a y a n t  succom bées à  l ’A lle
m a g n e  h itlé rien n e , aux  Y o u g o slav es , a u x  Bulgares, a u x  B elges, a u x  N orvégiens, au x  
R u sse s , a u x  H ollandais, a u x  T ch èq u es .

L a  vo ix  de la « g ra n d e  E u ro p e  » dépassa donc les f ro n tiè re s  nationales. Voici, 
p o u r  n ’e n  m en tionner que q u e lq u e s  unes, certaines é d itio n s  é tra n g è re s  du  Silence de 
la m er  p a ru e s  en 1944: P u t out the IA ght (Londres), The S ilen ce  o f the Sea  (New Y ork), 
E l s ilencie  de Francia  (B uenos A ires), Deftercehai ham usi (T éhéran ).

L ’œ u v re  de V ercors p a r u t  e n  langue hongroise m a is  d ’a b o rd  à  l’é tranger, au  
M ex iq u e , d a n s  le num éro d ’a o û t d e  1945 de la H ongrie L ib re . E lle  é ta i t  tra d u ite  p a r  une 
je u n e  ém ig rée  hongroise, L ili B e rg e r  (q u i signa p a r  ses in itia le s ), sous le ti tre  de Silence, 
e t  in t ro d u i te  p a r  ces lignes:

« L e  réc it ci-dessous fu t  p u b lié  p o u r la prem ière  fo is à  P a r is , en  novem bre 1942, 
p e n d a n t  l ’occupation  a llem ande , a u x  É d itio n s  de M inuit. E n  a v ril 1943 la R evue  d u  
M onde  L ib re  le rééd ita  à  L o n d re s  e t  ses exem plaires fu re n t ré p a n d u s  su r la F ran ce  p a r
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los av ions de la R . A . F . E n  ju in  1943, il p a ru t a u x  C ah iers  d u  Silence, to u jo u rs  à  L ond res. 
E n fin , en  décem bre  1943, l ’éd iteu r Schiffrin  de N ew  Y o rk  l ’éd ita  en un  vo lum e. V ercors 
e s t le p seudonym e d ’u n  des écrivains frança is  d e  la  R ésis tan ce ; son réc it in t itu lé  Silence, 
l’a  re n d it  célèbre en  F ra n c e  d ’un  jo u r à  l ’autre .»

O utre  V ercors, A ragon , É lu a rd , il y  e u t  d ’a u tr e s  écrivains aussi à  p o r te r  leu r 
m an u sc rit à  la  p e ti te  im prim erie  clandestine. E n  1943 p a ru t  Le Cahier noir  d e  M auriac  
q u i l ’éc riv it sous le p seu d o n y m e de F orez; il e x e rç a  u n e  influence considérable en  F ra n c e  
e t  à  l ’é tran g e r, n o n  seu lem en t p a r  le ray o n n em en t d e  son  esp rit e t  la  b eau té  de  son  s ty le , 
non  seu lem en t p a r  son  c o n ten u  e t p a r  la  renom m ée d e  l ’au teu r , m ais aussi p a rc e  q u e  ce 
cri de  do u leu r v e n a it ju s te m e n t de la  g rande b o u rgeo isie  française , si é tran g è re  à  to u te  
form e de rés is tance . « C ’e s t en  to u t cas p o u r c e tte  d éch iran te  ferm eté d u  c œ u r q u e  je 
l’ai to u jo u rs  considéré , a u x  É d itio n s  de M inu it, co m m e u n  des p lus b eau x  f le u ro n s  de 
n o tre  couronne e t  q u e , p rès  de tre n te  ans p lu s  t a r d ,  la  peine que j ’ép rouve de  s a  m o rt 
e s t m oins p e u t-ê tre  celle de la  p e rte  d ’u n  éc riv a in  célèbre que de la d is p a r it io n  d ’un 
g ran d  m ais hu m b le  tém o in  p rê t  à  se faire égo rger p o u r  la  ju stice  . . . »  — é c r it  V ercors 
en  1970, d an s  u n  a rtic le  nécrologique consacré à  l ’a u te u r  de Cahier noir*

L es É d itio n s  de  M inu it o n t fa it p a ra ître , e n tr e  1942 e t 1944, quarante p e t i t s  v o lu 
m es. E n  dehors de ceux  d é jà  m entionnée, il y  e u t  e n tr e  a u tre s , parm i les a u te u rs  F ran ça is , 
des œ u v res d ’E isa  T rio le t, d ’Y ves Farges, de J e a n  G uéhenno , de C laude M o rg an  m ais 
la  collection co m p te  auss i quelques œ uvres é tra n g è re s . L’Ode à la France d e  C harles 
M organ p a ru t d a n s  une  tra d u c tio n  de V ercors. S te in b e c k  y  figure avec son ro m a n  in titu lé  
N uits noires. L a  b ib liog raph ie  des É d itio n s  de  M in u it m en tionne aussi le n o m  de  L ászló  
D o rm ánd i, é c riv a in  hongro is a y a n t ém igré à  P a r is  en  1939. Le m an u scrit d e  so n  réc it 
in titu lé  La mort de César ne p a rv in t à  l ’éd iteu r q u ’en a v ril 1944 e t  ne p u t donc ê tre  im p rim é . 
M ais le souven ir de  D o rm án d i est gardé  p a r  ses  am is  qu i o n t fondé à  P a ris , en  1968, 
la  Société des A m is de D o rm ánd i, p résidée p a r  V ercors, e t qu i publie ses œ u v re s  p o s t
hum es.

P lu s ieu rs  H o n g ro is  p a rtic ip è ren t à  la  ré d a c t io n  e t  à  la  diffusion d es é d itio n s  de 
M inu it e t  d ’a u tre s  im p rim és de la R ésis tance , to u t  com m e ils p a rtic ip è ren t, p lu s  ta rd , 
à  la  lu tte  arm ée s u r  les barricades de P aris . Fényszóró  (Le P ro jec teu r), h eb d o m ad a ire  
a r tis tiq u e  d irigé  p a r  B éla  B alázs pub lia , sous le t i t r e  de La Littérature de la nuit,  les 
souven irs de  T ib o r T a rd o s  co ncernan t la  d iffusion  de  la  li tté ra tu re  française  c la n d e s tin e .8

L es m ém oires d e  V ercors, le ro m an  d u  Silence de la mer, re la te  l ’h is to ire  d e s  É d i
tio n s  de M inu it, le d e s tin  des p e tits  chefs-d’œ u v re  e t  de  leurs au teu rs , le d é v o u e m e n t e t 
l’incroyab le  courage  e t  l ’hab ile té  de l’im p rim eu r (il lu i a rr iv a  d ’im prim er to u t  seu l, un 
volum e en d eu x  jo u rs), l ’audace  des d iffuseurs e t  d e  leu rs  agen ts de liaison. Ces m ém oires 
la issen t dev iner, d e rriè re  le destin  de M inuit, ce lu i d ’u n  p ay s  e t de l’h u m a n ité  en tiè re . 
L ’a c tiv ité  liée a u x  p e t i ts  volum es d ev in t u n  a c te  d e  résistance . L a  pensée ne  se laisse 
p a s  o p p rim er p a r  la  v io lence — c ’e s t ce q u ’il lu s tre  l ’h is to ire  des É d itio n s  d e  M in u it e t 
u n  de  ses épisodes, q u i p e u t p a ra ître  in s ig n ifian t: le t r a c t  pub lic ita ire  des É d it io n s  de 
M inu it fu t  rep ris  p a r  h a sa rd  p a r  le d ern ie r n u m é ro  d e  la  B ibliographie de  la  F ran ce , 
o rgane  officiel q u i recom m ande  les livres en reg is tré s  à  to u s  les libraires d u  p a y s .

L es p e ti ts  vo lum es s ’épu isèren t ra p id e m e n t e t  accom pliren t leur m ission  q u i fu t 
de  sem er la  d o u te  e t  d ’in v ite r  à  la  réflexion. L a  m a iso n  f i t  m êm e des bénéfices q u i fu re n t 
versés, ap rès  la  guerre , au  C om ité N ational des É c riv a in e  pou r ê tre  d is trib u és a u x  fam illes 
des im p rim eu rs  fusillés ou  déportés.

Le silence de la mer se f it conna ître  en  H o n g rie  peu  ap rès la  guerre , d a n s  la  t r a 
d u c tio n  de  L ászló  D o rm án d i d ’abord , en su ite  d a n s  celle de P é te r R ub in .

Le fo n d a te u r  d es É d itio n s  de M inu it g a rd a  son pseudonym e a p rè s  la  guerre , 
e t  pub lie  ju s q u ’a u jo u rd ’h u i sous ce nom .
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E n  1971, l ’In s t i tu t  d es R e la tio n s  C u ltu re lles  o rg an isa  à  B udapest une  ex p o sitio n  
d e  ses  d ess in s ; b ien  q u ’il e û t  a b an d o n n é  les b e a u x -a r ts  p o u r  les le ttres , il s ’a m u s a it enco re  
d a n s  le s  an n ées  c in q u an te  à  fa ire  des re p ro d u c tio n s  en  couleur avec ses tro is  fils, e t  
a v e c  l ’a id e  de  Picasso. A tte s té e  p a r  de  n o m b reu x  d o cu m en ts  tém oignen t d e  so n  a m itié  
p o u r  le s  H ongro is . A y a n t passé  u n e  p a r tie  de son  e n fan ce  à  T ab , d an s la rég ion  de  S om ogy; 
à  c h a q u e  fo is q u ’il v ien t en  H o n g rie , — a-t-il d i t  à  l ’in au g u ra tio n  de son e x p o s itio n , — 
« c ’e s t  u n  p e u  com m e s ’il r e n t r a i t  chez lu i ». N o n  seu lem en t parce  que ce p a y s  e s t la  
te r r e  n a ta le  de son père , m a is  au ss i pa rce  que le p u b lic  hongrois l ’y  accueille com m e un  
d e s  s ien s .

C ’e s t V ercors qu i a  p ré facé  le livre d ’A n d ré  L aza r, Hongrois de la  R ésistance, 
p a ru  à  P a r i s  en 1946:

« J a m a is  une guerre  n ’a  é té  aussi év id en te  d a n s  ses bu ts , n i si confuse d a n s  son 
d é ro u le m e n t . . . L a  ty ra n n ie  e t  la  lib erté  s ’é ta ie n t opposées. D ans ce tte  im m ense  g u e rre  
c iv ile , le s  p eu p les  o n t to u s , de  faço n  ou d ’a u tre , é té  à  la  fois va incus e t  v a in q u e u rs  . . . 
C a r e n  N o rv èg e , en B elgique, en  G rèce, en  F ra n c e  ce fu r e n t les m êm es b a rr ic a d e s : celles 
o ù  les h o m m es  son t frères. P e u  im p o rta it  su r ces b a rr ic a d e s  q u ’on fu t F ran ça is , H o n g ro is , 
ou  J u i f .  O n  é ta i t  d ’abo rd  u n  h om m e, — seu lem en t u n  hom m e, — e t ces d ifférences c o m p 
ta i e n t  p e u . M ieux encore, on  se b a t t a i t  p o u r q u ’e lles ne  co m p ten t pas, p o u r q u ’e lles ne 
c o m p te n t  p lu s . N e laissons p a s  p o u r r ir  les fru its  d e  c e tte  v ic to ire , gagnée p a r  t a n t  d e  san g , 
p a r  t a n t  d ’am our. N e la issons p a s  re fleu rir p a rm i les N a tio n s  la  fleur v énéneuse  d e  la 
h a in e , n o n , p a s  m êm e celle de  la  m éfiance ou d u  m ép ris . Q uelques p ay s r e s te n t à  g u é rir, 
s a n s  d o u te ,  p a r  des rem èdes q u ’il fa u d ra  encore lo n g te m p s  sévères e t rudes: l ’A llem agne , 
le J a p o n ,  — ceux qu i n ’o n t d o n n é  au cu n  so ld a t à  c e t im m ense su rsau t de  lib é ra tio n  
h u m a in e . M ais les au tre s , to u s  les au tre s , to u s  ceu x  q u i o n t donné des fils p o u r re c o u v re r  
u n e  lib e r té  p erdue , q u ’on les fasse  e n tre r  d an s u n  m o u v e m e n t d ’am our f ra te rn e l d a n s  la  
g ra n d e  fam ille  des peuples qu i n ’o n t q u ’une seule ra c e :  celle des hom m es. »10

1 V erco rs: L a  b a ta ille  d u  silence. S ouvenirs d e  m in u it. Paris, 1967, P resses  d e  la  
C ité , p . 61.

3 Ib id . p . 17.
3 B ereg i, T héodore: P o u r  g a rd e r les tré so rs . L a  B ib lio thèque N a tio n a le  a  lu t té  

p e n d a n t  c in q  an s con tre  la  G estapo . C ité Soir, P a ris , le 22. déc. 1954.
4 D ebû -B ride l, Ja cq u es : L es  É d itio n s de M in u it. P a ris , 1945, É d itio n s  de  M in u it. 

100 p . B ib i. 93 — 96 p . (E n  3.735 exem plaires p o u r  la  F ra n c e  e t  1.590 ex em p la ire s  p o u r 
l ’é tr a n g e r .  F a i t  à  l ’im prim erie  c landestine  d ’A u la rd .)

* V erco rs , op. cit. p . 307.
6 A rag o n  parle  avec D o m in ique  Á rban . P a ris , Seghers, 1968, p . 138, 143.
7 In te rv ie w  donnée p a r  P a u l É lu a rd  au  jo u rn a l hongro is U j M agyaro rszág , le 17 

se p t. 1946.
8 V erco rs: C ette  d é c h ira n te  fe rm eté  d u  coeur. L e t t r e s  F rançaises, le 9 se p t. 1970.
3 T ib o r  T ardos: Az é jszak a  iro d a lm a (L it té ra tu re  d e  la  nu it). — Fényszóró , B u d a 

p e s t , le  8 ja n v . 1946.
10 B ajom i-L azar, A n d ré : H o n g ro is  de la  R é s is ta n c e . P réf. de V ercors. P a ris , 1946, 

L e  B a te a u  Iv re .
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Tibor Tardos: La littérature de la nuit*

C’est en au to m n e  1942 que j ’a i fa i t  m a  p rem ière  rencon tre  a v e c  la  li tté ra tu re  
fran ça ise  clandestine* c ’é ta i t  u n  jo u r  d ’a u to m n e  p lu v ieu x , dans une  p e t i te  ville française  
d e  la  M éd iterranée .

J ’a tte n d a is  depu is un  bon  m o m e n t d a n s  l ’allée m en an t au  p o r t , s u r  le cô té  d ro it, 
v e rs  le m ilieu  de  l ’allée, com m e cela a v a i t  é té  convenu . J e  venais de  d éc id e r de  ne p lus 
a t te n d re  long tem ps: q u a tre  ou  c inq  m in u te s  a u  p lus. U n coup d ’œ il s u r  m a  m on tre , 
u n  a u tre  su r l ’horloge, e t  je  f it v o lte -face  p o u r  p a r t ir .

A ce m o m en t v e n a it de su rg ir, e n tre  d eu x  p â té s  de m aisons, u n  cy c lis te  tr a în a n t 
d e rriè re  lui une p e ti te  rem orque. Il a r r iv a  à  m a  h a u te u r , freina, s ’a r rê ta .

— M onsieur, s ’il vous p la ît, p o u r  a lle r au  p o r t?
— O h oui, — dis-je — p a r  là  ! E t  je  m o n tra i la  d irection  opposée . C ’é ta i t  le

signal.
— T o u t v a  b ien , alors. — I l  s a u ta  de  vélo, t i r a  de sa  c h a rre tte  u n  p a q u e t de la 

d im ension  d ’une caisse, enveloppé d e  p a p ie r  b ru n , e t  le posa d e v a n t m oi. — B onne 
chance  e t  a u  revoir.

J e  n ’h a b ita is  p a s  loin m ais il m e  fa llu t b ien  faire quelques c o u rte s  h a lte s  av a n t 
d ’a rr iv e r  chez m oi avec le lourd  p a q u e t.

Son co n ten u  é ta i t  div isé en  d e u x  p a rtie s , enveloppées sé p a rém en t. J ’en  ouvris 
l ’une , e t,  à  m a  g rande  su rprise , elle n e  c o n te n a it p a s  les h ab itu e ls  t r a c ts  renéo typés. 
L a  co u v e rtu re  se déch ira  e t  un p a q u e t de  jo u rn a u x  im prim és to m b a  à  m es p ieds.

C’é ta ie n t des exem plaires im p rim és de  l ’H u m a n ité  de P aris . Us a v a ie n t la  p résen
ta t io n  des g ran d s  exem plaires anciens de  l ’H u m an ité , avec faucille, g lobe  e t  m arteau , 
que  P a ris  a v a it o u v e rt su r ses genoux , le m a tin  d a n s  le m étro . C ’é ta i t  le m êm e jou rnal, 
m ais  ré tré c i d ’une m an ière  h a llu c in an te , com m e si les ba ta illes p e rd u es e t  le sa n g  rép an d u  
l ’a v a ie n t a tro p h ié , u n  jo u rn a l com m e celu i q u ’un  m alade  p eu t vo ir d a n s  son cauchem ar; 
avec  des le t tre s  fines e t  m inusceles, une  tê te  de  page  m ince com m e u n  d o ig t. Le to u t 
n ’é ta i t  p a s  p lu s g ran d  que m a  p au m e .

A u-dessus des H u m an ité s , je  tro u v a i d es exem plaires de T ém oignage  C hrétien , 
e t  de  jo u rn a u x  inconnus: C om bat, F ran c -T ireu r, L ibéra tion , a u ta n t  d e  p e t i ts  jo u rn au x  
de  q u a tre  pages, avec une  p ré se n ta tio n  p a rfa ite  en  m in ia tu re : to u s  d e s  o rganes de la 
R ésis tan ce  française .

J e  co n tin u a i à  fouiller d an s  le p a q u e t d é fa it, e t  je tro u v a i d es feu illes b lanches, 
dé lica tes , u n  peu  p lu s  larges. E lles p o r ta ie n t u n  t i tr e  sim ple, m ais rich e  d ’un  passé e t 
de  p rom esse: L es L e ttre s  F rança ises . S u r la  p rem ière  page u n  poèm e je ta i t  ses feux;

Ce p e t i t  m o n d e  m e u rtrie r  
S’o rien te  v e rs  l ’innocen t,
L u i ô te  le p a in  de  la  bouche,
E t  d o n n e  sa  m aison  a u  feu  . . .

* V oir les no tes . L ’artic le  de  T ib o r T ard o s ne fu t publié q u ’en  hong ro is.
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E n  b as  d u  long p o èm e , la  sig n a tu re : J e a n  d u  H a u t .  « . . .D onne sa  m aison  au  
feu  . . .  », n ’est-ce pas , J e a n  d u  H a u t, n ’est-ce p a s , m o n  ch e r, un ique P au l É lu a rd , il 
d o n n e  s a  m aison  au  feu  . . .

I l  fa isa it fro id , d eh o rs , il p lu v a it. J e  m e réch au ffa is  à  la  chaleu r de ce feu , a u  feu  
de  c e tte  m aison  que le p u r  e t  c ris ta llin  P au l É lu a rd  a v a i t  v u  d o nner au feu. D ’a u tre s  
s ig n a tu re s  su iv a ien t: F ran ço is  la  Colère, Forez, V ercors, M inervois, Jacq u es D esta in g  . . . . 
A rtic le s , nouvelles, poèm es: u n e  g ra n d e  litté ra tu re  d a n s  u n  jo u rn a l m inuscule, l i t té ra tu re  
que  le p u b lic  français n ’a v a i t  p a s  rencon tré  d epu is  lo n g tem p s . E t  les s ig n a tu res , les 
n o m s in an im és  p rire n t co rp s . A ragon  e n tra  d an s la  p ièce  d a n s  les souliers de  F ran ço is  
la  C olère, su iv i de F ran ço is  M a u r ia c  sous le m a n te a u  de  F o rez , J e a n  Cassou c h a n ta it 
d a n s  la  v o ix  de Je a n  N oir. L ’épouse d ’A ragon, E isa  T rio le t se fa isa it appele r L a u re n t 
D an ie l à  l ’in te n tio n  des b o u rre a u x . I ls  é ta ien t to u s là , d a n s  la  p ièce , se te n a n t p a r  l ’épaule , 
e t  p a r la ie n t , la  tê te  h a u te .

I l  y  a v a it  aussi a u tr e  chose d an s le p aq u e t. D es p u b lic a tio n s  du  F ro n t N a tio n a l 
q u i a t te n d a ie n t  d ’ê tre  m ises so u s  enveloppe e t envoyées a u x  adresses respectives.

L 'U n ive rs ité  Libre  d e v a it  p a rv e n ir  au x  ense ig n an ts  e t  a u x  é tu d ian ts ; le p ro fesseu r 
L an g ev in  y  écriva it a insi q u e  le g ran d  sav an t co m m u n is te , G eorges P o litze r que les 
A llem an d s  fu sillè ren t p lu s  ta r d ,  e t  qu i s ’écria  a v a n t so n  ex écu tio n : « Im béciles, v ous 
voulez m e tu e r  e t  vous m e ren d ez  im m orte l ! »

L 'É co le  Laïque  d e v a it se t ro u v e r  quelques jo u rs  p lu s  ta r d ,  d an s les boîtes à  le t tre s  
des in s ti tu te u r s  e t des p ro fesseu rs  q u i la  g a rdera ien t en  po ch e  ou  au  fond de leu r ca rtab le , 
en  co m p ag n ie  d ’au tre s  d o c u m e n ts  c landestins, car ils n e  se  c o n te n ta ie n t pas d ’enseigner 
à  leu rs  é lèves l ’a rith m é tiq u e  e t  la  g y m n astiq u e : les b u re a u x  d e  professeurs fu ren t p e n d a n t 
lon g tem p s , de véritab les  fo y e rs  de  la  R ésistance. L es e n se ig n a n ts  ap p riren t a u x  jeu n es 
à  a ssu m e r leu r id en tité  fran ça ise  e t  à  sauvegarder la  ju s tic e  hum aine .

L e  T ribuna l Libre  e t  L e  M édecin  Français n e  d e v a ie n t p a s  longtem ps, eux  non  
p lu s , d a n s  m on  p a q u e t q u i d im in u a it rap idem en t. Chez n o u s , com m e p a r to u t, c ’é ta i t  
la classe ouv riè re  qu i so u te n a it le co m b a t le p lu s a ch a rn é , b a ig n a n t d an s  son sang, p e rd a n t 
ses fils p a r  m illiers; m ais  les in te llec tu e ls  ne se ta p is s a ie n t p a s , eux  non plus, derriè re  
une « n e u tra li té  » facile e t  égo ïs te . L a  liste de leu rs  m a r ty r s  rem p lira it des colonnes.

L 'E c ra n  F rançais  é ta i t  é d ité  p a r  les c inéastes, L a  Scène Française  p a r  les ac teu rs , 
Lee M u s ic ie n s  d ’A u jo u rd ’h u i  p a r  les a rtis te s  m usiciens. U n e  adm irab le  presse d e  v é rité  
e t  de  c o m b a t s ’é ta la it à  m es y e u x  d a n s  ce tte  pièce d ’u n e  p e t i te  ville. M ais l ’a u tre  p a r tie  
d u  p a q u e t  se d ressa it, to u jo u rs  in ta c te . J e  l’ouvris.

I l  en  to m b a  quelque  tro is  douzaines de p e ti ts  liv res b ro ch és , gracieux, à  la  co u v er
tu re  g rise . D es ti tr e s  d ivers, m a is  u n  seul éd iteu r: les É d itio n s  de M in u it.  M on cœ u r se 
m it à  b a t t r e ,  m a  m ain  s ’a v a n ç a , j ’ouvris le p rem ier v o lu m e: L e  M usée Orévin. poèm es 
de F ra n ç o is  la  Colère. « J ’écris  d a n s  u n  p ay s  où l’o n  p a rq u e  les hom m es d an s l ’o rd u re  
e t  la  so if, le silence e t  la  fa im  . . . »  — disen t les p rem ie rs  v e rs  d u  volum e. F ran ço is  la 
C olère, q u i e s- tu  î T a  g ran d e  colère ne  sourdrait-e lle  p a s  de  d e rr iè re  le fro n t blanc ir ra d ia n t 
d u  p a tr io te  A ragon  ?

J ’a im era is  avoir a u jo u rd ’h u i ces tro is  douzaines de  p e t i t s  livres gris, ou  m êm e 
une d o u za in e  seu lem ent, o u  m êm e  d eu x  ou tro is: je  se ra is  b ie n  p lu s riche que je  ne le 
suis. A p rè s  la  L ibéra tion , les exem p la ires  des É d itio n s  de  M in u it se so n t v en d u s p o u r 
d ix  ou  v in g t m ille francs p ièce  d a n s  les ven tes p u b liq u es  d e  ch a rité . Mais ce jo u r là , 
j ’av a is  les tro is  douzaines de  liv res  g ris : ils m ’a p p a rte n a ie n t to u s  p o u r un  jo u r e t  une  n u it.

S u iv a it Le silence de la m er, signé V ercors. C e tte  n u i t  je  n e  do rm is pas, ca r j ’a t t e n 
d a is  q u e lq u ’u n  p o u r le m a tin , e t  p a rc e  que je  lisais e t  re lisa is  L e silence de la m er (deux  
an s p lu s  ta r d ,  une au tre  n u i t  d ’au to m n e , je  dus veille r de  m êm e: j ’é ta is  inv ité  p o u r le 
lendem ain  m a tin  chez V ercors . . .). D u ra n t ce tte  n u i t  d e  1942, d an s ce tte  p e ti te  ville
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m édite rranéenne , ces g é a n ts  singuliers m ’e n to u ra ie n t e t  me p a rla ie n t u n  langage hum ain 
e t  clair. A u jo u rd ’h u i to u te s  les b ib lio thèques possèden t « U  Éternelle R evu eh  d ’É luard  
ou  « L a  D iane fra n ça ises  d ’A ragon . A l ’époque, ces livres é ta ie n t m es  seuls trésors, 
e t  p o u r trè s  peu  de  te m p s  seu lem ent. J ’e n to u ra i la  lam pe d ’un  p a p ie r  jo u rn a l, fermai 
p o rte  e t  fenêtre  e t  m e m is à  lire.

J e  dus, un  p eu  p lu s  ta rd , in te rro m p re  m a  lectu re . Des p a s  ré s o n n a ie n t d an s la rue, 
ils s ’a rrê tè re n t p u is  s ’é lo ignèren t. I l  fa isa it fro id  e t  je  com pris que  l ’a u b e  approchait. 
J e  p ris  une p lum e e t  d e  l’encre, je  com m ençai à  m e ttre  les ad resses s u r  les enveloppes, 
à  ficeler des p aq u e ts . J e  ch u ch o ta is  e t  fred o n n a is  e t  sifflais com m e la  so u p a p e  d ’un  ballon 
tro p  gonflé. Q uand  j ’eus te rm iné , je  m ’a llu m ai une c igarette . L a  p ièce  é ta i t  rangée, la 
ta b le  p ropre , l ’a rm o ire  rem plie  de p iles de linge . . . Q uelqu’u n  so n n a  d e u x  coups; je 
reg a rd a i p a r  la  fe n ê tre : c ’é ta i t  celui que j ’a tte n d a is . J e  tira i le v e rro u  av ec  u n  soupir.

J ’avais le cœ u r déch iré  com m e u n  a m a n t tro m p é : A ragon , É lu a rd , M auriac e t 
V ercors a lla ien t e n to u re r  q u e lq u ’un  d ’a u tre  la  n u it  su ivan te  e t, p en ch és  s u r  lui, les yeux 
plissés, im m obiles e t  p é n é tra n ts , c ’e s t à  lu i q u ’ils rép é te ra ien t la  p a ro le  h u m ain e .
( Fényszóró  — P ro je c te u r  — H eb dom adaire  a rt is t iq u e  dirigé p a r  B é la  B a lázs , I l e  année, 
№  2, 8 jan v ie r 1946, p . 20.)

G yörgyi M arkovits
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B I B L I O G R A P H Y

Ismétlődés a művészetben (Repetition in Art)
E d ite d  b y  Iv á n  H o rv á th  an d  A ndrás Veres. A k ad ém ia i K iad ó , B u d ap est 1980. 357 pp .

T h is excellen t book  w ould  well deserve 
in te rn a tio n a l a t te n tio n . R ep e titio n , th e  
phenom enon  th e  s tu d ie s  a re  focused a t, 
can  be view ed fro m  n u m ero u s  aspec ts and  
d u e  to  its  m an y  fa c e ts  i t  cou ld  ap p ea r as an  
obscure  gen era lity , b u t  h e re  i t  is well defi
n ed  a n d  circum scribed  fo r in te rd isc ip linary  
analysis. U n fo rtu n a te ly  th e  s tud ies w ere 
pub lish ed  w ith  considerab le  d e lay : orig i
n a lly  th e y  w ere p a p e rs  su b m itted  to  a 
conference in  th e  In s t i tu te  of L ite ra ry  
S cholarsh ip  in  B u d a p e s t as long ago as 
1973. T he de lay  ex p la in s  w hy  no  s tu d y  is 
d e v o te d  to  re p e tit iv e  m usic : now adays th e  
w orks o f R zew ski, T e rry  R iley , R e ich  and 
o th e r com posers a ro u se  k een  theo re tica l 
in te re s t. I t  is a  p ity , aga in , th a t  up  to  th is  
d a y  no  rev iew  of th e  book  h as ap p eared ; 
possib ly , th e  th e o re tic a l im p o rt of th e  
book  is  n o t y e t p a lp ab le  . . .

T he  volum e s ta r ts  w ith  a  w itty , concise 
a rtic le  b y  R . A u ste r litz . The fam ous 
scho lar gives illu s tra tio n s  to  seven  ty p es  of 
re p e tit io n  (rep e titio n  in  n a tu re , poe try , 
m usic; too ls  an d  in s tru m e n ts  as rep e titio n , 
sy m m etry , b in a ry  o p p ositions an d  v a ria 
tio n s  as re p e titio n ). I t  is a  loose sketch , a 
b ra in -s tro m in g , a s  if  its  sole a im  w ere to  
in tro d u ce  th e  m ore  sy s tem a tic  stud ies.

T he ti tle  “ L evels a n d  A spects o f th e  
S tu d y  of R e p e ti tio n ” , a  p ap e r b y  A ndrás 
V eres, p rom ises a  m ore  th o rough  elabo
ra t io n . A nd i t  succeds, p a rt ia l ly  a t  least. 
T he t e x t  falls in to  fo u r  p a r ts :  as an  in tro 
d u c tio n  a  su rv ey  of th e  fo rm ation  of th e  
ph ilosoph ical sign ificance of rep e titio n  is 
o u tlin ed , follow ed b y  an  exam in a tio n  of 
its  links w ith  e v e ry d a y  life, and  a f te r  an 
a t te m p t to  define th e  ae s th e tic  func tion  of 
re p e tit io n , a t te n tio n  is  p a id  to  its  role in 
poetics. I n  th e  conclud ing  passage a  
le n g th y  d iversion  d ea ls  w ith  th e  s tru c tu re  
o f p lo ts  in  l i te ra ry  w orks of a r t .  V eres 
gives an  in te re s tin g  acco u n t o f p lo t 
s tru c tu re s , a lth o u g h  i t  m a y  be n o ted  th a t  
h is concep tion  of a n  in trigue-figh t-c lim ax  
schem e an d  its  d ire c t re la tio n  to  p rim itive

r i tu a ls  w ould  deserve som e cau tio n . N e
v e rth e le ss , th e  p ap er p rovokes n o t  on ly  
co u n te r-a rg u m e n ts  b u t also b ra in -w av es 
a n d  p ro v id e s  th e  read e r w ith  s ta n d p o in ts  
easily  m issed  o therw ise.

A  b rie f s tu d y  b y  A n d rá s  G ergely , 
“ T he  P ro b lem  of R e p e titio n /R e p e a tin g  in  
th e  P h ilo so p h y  of H is to ry ” , m ak es  a  
d is tin c tio n  betw een  “ h is to ry ”  a n d  “ H is
to r y ” , “ h is to ry ”  being th e  s to ry  itself, 
th in g s  a s  th e y  h appen , w hile “ H is to ry ”  
re p re se n ts  th e  s tu d y  of “ h is to ry ” , o r 
r a th e r  i ts  en d -p ro d u c t, w rit te n  h is to ry . 
T he  m a in  p rob lem  concern ing  th e  a c tu a l 
s to ry  (“ h is to ry ” ) w hether th e re  is a n y th in g  
t h a t  is rep ea ted  in  its  course , a n d  if 
re p e t i t io n  occurs, w h a t is re p e a te d . T here  
is a n  in te re s tin g  a t te m p t to  ex p la in  th e  
n o tio n  “ e v e n t”  from  a h is to rica l p o in t  of 
v iew : i t  is a rgued  th a t  an  e v e n t is m e a n in g 
fu l (sign ifican t) only  in a sy s tem  o f re fe r
ence , ju s t  as ou r concep t o f tim e  is socially  
d e te rm in e d  an d  o u r p a s t is “ v iew ed 
th ro u g h  th e  d is to rtin g  glass o f o u r o w n  age, 
o f  o u r  ow n ju d g em en ts” . T he a u th o r  does 
n o t  m a k e  an y  reference to  th e  h e rm en eu tic  
t r a d i t io n  w hich s tan d s  in  th e  b ack g ro u n d  
o f  h is  s ta te m e n ts , b u t i t  is o b v io u s th a t  
H u iz in g a , Collingw ood or G ad am er w ould 
ag ree  w ith  th em . In  conclusion h e  deals 
w ith  re la tio n s  betw een  “ h is to ry ”  and  
“ H is to ry ”  and  describes th e  science of 
h is to ry  as a  rep e titio n , re p ro d u c tio n  or 
re c o n s tru c tio n  of “ h is to ry ” .

A  cau tio u s  rem ark  m ig h t be  risk e d  here 
su p p o s in g  th a t  i t  m ay  be ju s tly  c la im ed  
t h a t  u n d e rs ta n d in g  is eo ipso  u n d e rs ta n d - 
ing -som ehow , hence it  is in te rp re ta tio n . 
T h e  com prehended  s to ry  should  be  called 
“ H is to ry ”  since th e re  is no  “ in n o c e n t”
co m p reh en sio n . Then, --------------- “ u :"
to r y ”  e x is ts  on ly  in  
w h ich  m ean s  th a t  it  
N ev e rth e le ss , th e  p rob lem s p o sed  b y  
G erg e ly  a re  im p o rta n t an d  d iscussed  
ex ceed in g ly  well in  his c lo se-kn it, firm ly  
c o n s tru c te d  essay.

our p resu p p o sitio n s , 
ex is ts  a s  “ H is to ry ” .
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T h e  m o s t  en igm atic  te x t  in  th e  book  is 
a n  in te rp re ta t io n  g iven to  a  single sen tence  
b y  H a m a n n . The te x t ,  w r it te n  b y  É v a  
K o c z isz k y  a n d  Iv á n  H o rv á th  is  scarce ly  
five  p a g e s  long  an d  i t  m ig h t be a p p re c ia te d  
a s  a  b i t  obscure, em barassing  po em  in  
w h ich  i n te re s tin g  and  w ell w r it te n  passages 
o f te n  o c c u r . I n  view  of th e  m a in  th e m e  of 
th e  b o o k  th e  m o s t im p o rta n t s ta te m e n t of 
th e  e s s a y  is t h a t  “ th e  n a tu ra l  sc ie n tis t of 
l i t e r a tu r e ”  w ould deal exclusively  w ith  
re p e t i t io n . H e  w ould, b y  d e fin itio n , dea l 
w ith  th e  “ re p e a ta b le ”  of th e  poem , n o t its  
u n iq u e  u t te ra n c e , “ ju s t a s  th e  n a tu ra l  
s c ie n tis t ,  w hile  m aking  ex p e rim en ts , d is 
re g a rd s  w h a t  is un rep ea tab le  in th e  e v e n t” .

I n  a n  e ssay  on “R e p e ti tio n  a n d  th e  
A e s th e t ic  Q ualities”  I s tv á n  S zerdahely i 
a n d  L á sz ló  G ara i p o in t o u t th a t  re p e tit io n  
p la y s  a  c e r ta in  ro le in th e  re a lisa tio n  of 
d if f e re n t  “ ae s th e tic  q u a litie s” , i.e . re p e 
t i t io n  o c c u rs  in  w orks of a r t  describab le  
a s  “ b e a u t i f u l” , “ sublim e” , “ m e a n ” , “ o rd i
n a r y ” , “ co m ica l” , “ trag ica l”  a n d  th e  like. 
T h is  s t a te m e n t  could be tra c e d  b ack  to  
th e  m e th o d o lo g ica l confusion  o f c e rta in  
schoo ls  o f  M arx is t a e s th e tic s  in  w h ich  th e  
v a l id i ty  o f  th e  tra d it io n a l ca teg o ries  o f 
“ a e s th e t ic  q u a litie s”  is b eyond  q uestion . 
T he  te rm in o lo g y  of Szerdahely i a n d  G ara i 
is n o t  c le a r  a t  all, a lth o u g h  th e re  is a  
g re a t  th e o re tic a l  tra d it io n  in  th e  b a c k 
g ro u n d  o f  th e  use and  in te rp re ta tio n  of 
w o rd s  lik e  “ freed o m ” an d  “ re s tr ic tio n ” . 
(U lt im a te ly  th e se  te rm s  w a rra n t h e re  th e  
te rm in o lo g ic a l p laces of th e  ca tego ries  of 
a e s th e tic  q u a li ty ) . T erm s like “d e lig h tfu l”  
o r “ h o r r ib le ”  m ay  be o p e ra tio n a lized , 
b u t  i t  w o u ld  requ ire  th o ro u g h  socio- 
h is to r ic a l in q u iry  to  exp lo re  re a d e rs ’ 
sy s te m s  o f  conven tions. T he a u th o rs  
sh o u ld  h a v e  po in ted  to  th e i r  ow n  co n 
v e n tio n a lism  in s tead  of p re te n d in g  to  be 
fu lly  o b je c t iv e  a s  i t  is obvious t h a t  n o tio n s  
of o rd e r ,  p ro p o r tio n , sub lim e a n d  th e  
re s t  a re  c ry s ta lliz ed  in  defin ite  sy s tem s of 
c o n v e n tio n  a n d  n o t “g iv en ”  as  e te rn a l 
t r u th s .

T h e  lo n g e s t  an d  best tre a tise  of th e  book 
w as w r i t te n  b y  M ihály Szegedy-M aszák, 
“ A  F e w  V a rie tie s  of A rtis tic  R e p e ti tio n  
in  L i t e r a tu r e  an d  M usic” . T he m u lti
fa r io u s , a b u n d a n tly  rich  an d  en jo y ab le  
co rp u s  o f  l i te ra ry  and  m usica l re fe rence  
alone  m a k e s  i t  doub tless t h a t  w ith in  th e  
covers  o f th e  book  h is is  th e  m o s t serious 
e ffo r t t o  re f le c t upon  th e  p ro b lem s of 
a r t is t ic  r e p e t i t io n  and  to  sy s tem a tize  its  
ty p e s . H e  g ives an  “ a n n o ta te d  l i s t”  (his 
u n d e rs ta te m e n t)  in  a  la rge  p a r t  of w hich  he 
t r e a ts  r e p e t i t io n  as th e  fo rm  o rgan iz ing  
e lem en t o f  a  w o rk  of a r t . “ S im pler fo rm s”  
of r e p e t i t io n  include th e  in tru m e n ts  of

c o n tin u ity  an d  d isco n tin u ity ; to  th e  fo r
m er co n v en tio n , sy m m etry  a n d  p ro p o r tio n  
belong , to  th e  la t te r ,  ex te rn a l a n d  in te rn a l 
c ita tio n s . A n o th e r g roup  o f re p e t it io n  
ty p e s  i s  described  as “ m ore  com plex  
fo rm s” : h ere  v a ria tio n , s e r ia li ty  an d
rh y th m  a re  to  be found .

T h is  en d eav o u r of sy s te m a tiz a tio n  i s  of 
g re a t  va lue  fo r  th e  v e ry  rea so n  t h a t  th e  
m a te r ia l p resen ted  and  th e  ideas s c a tte re d  
en passan t encourage one to  e la b o ra te  an  
even  m ore  accu ra te  an d  effective ty p o logy . 
O ne m ay , fo r  in s tance , q u e ry  th e  m u tu a l 
in d ep en d en ce  of th e  ty p es . N am e ly , p ro 
p o r tio n  i s  h a rd ly  describable in d e p e n d e n t 
of c o n v e n tio n  (w hich is, again , a  co n tin u o u s  
sim ple fo rm  on  th e  sam e level a s  p ro 
p o rtio n ) . W ith o u t co n v en tio n s  n e ith e r  
e x te rn a l n o r  in te rn a l c ita tio n s  e x is t;  th e  
rece iv e r h a s  to  be aw are of th e  ru le s  by  
w hich  one te x t  can  be b ro u g h t in to  c o rre s 
p o n d en ce  w ith  an o th e r . T he e ssay  by  
Szegedy-M aszák  does n o t se t fo r th  th e  
d iffe ren ce  betw een  con tin u o u s a n d  d is 
co n tin u o u s  fo rm s of re p e tit io n  e ith e r . 
P e rh a p s  th is  difference can  be m a in ta in e d , 
b u t  i t s  e s tab lish m en t w ould  re q u ire  a 
se p e ra te  s tu d y .

L ász ló  В еке, an  a r t  h is to rian , w ro te  an  
ex c itin g  s h o r t  s tu d y  on  “R e p e ti t io n  an d  
R ecu rren ce  in  th e  F in e  A rts ”  w ith  an  
ap p e n d ix , “ T heses on  a  T h eo ry  of R e p e 
t i t io n ”  b y  a n  av an t-g a rd e  a r t is t ,  M iklós 
E rd é ly . F ro m  am ong th e  a u th o rs  o f th e  
bo o k  o n ly  В еке shouldered  th e  re sp o n s i
b il ity  of follow ing th e  p a th  o f W a lte r  
B en jam in  in  th e  jungle of c o n te m p o ra ry  
a v a n t-g a rd e . H e co n fro n ts  som e fre sh  
p h e n o m e n a  in  th e  fine a r t s  w ith  th e  
p ro b lem s of m u ltip licab ility  id e n tif ie d  
w ith  re p e tit io n : seriog raphs an d  p h ase  
p ic tu re s  b y  A n d y  W arho l, th e  c ita tio n s  of 
R au sch en b e rg  and  L ich ten ste in , h y p e r 
re a lis t w o rk s and  th e  re c o n s tru c tio n a l 
re p e tit io n s  of B o ltan sk y  an d  S poerri. 
I t  is  m ad e  ev id en t th a t  th e y  all e m b o d y  
v a rio u s  ty p e s  o f re p e tit io n : th e  t e x t
re p e a ts  itse lf, an o th e r te x t ,  a  se g m e n t of 
“ re a l i ty ”  a n d , in  B en jam in ’s sense, i t  is 
re p ea tab le .

L ász ló  Szörényi, a  lite ra ry  h is to r ia n , 
chose to  s tu d y  som e aspec ts  o f re p e t it io n  
in  f ilm  a n d  found  a  w itty  an d  con v in c in g  
w ay  to  d em o n s tra te  how  an d  to  w h a t 
degree  th e  film s of E isen s te in  r e p e a t  
“ a rc h e ty p ic a l n a rra tiv e s” , p lo ts  o f a n tiq u e  
and  C h ris tian  passion-plays. T he id e a  of 
th is  ty p e  of analysis goes b ack  to  N o r th ro p  
F ry e . T he  m e th o d  is  n o t to o  s t r ic t :  to  th e  
p lo t o f th e  film  or to  a  seg m en t o f th e  
w orld  re p re se n te d  in  i t  s im ilar o r  s im ila rly  
s tru c tu re d  e lem en ts of m y tho logem s a re  
associa ted  b y  th e  a u th o r  as f ixed  p o in ts
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of refe rence . T his m ay  ap p ea r a s  an  ad hoc 
p ro ced u re  b u t th e  assoc ia tions a lw ays 
seem  to  be app ro p ria te .

“ P o e try  and  V ersifica tion” , a  s tu d y  by  
F e re n c  M árton fi, a  linguist, is, in  fa c t , n o t 
c en tred  a ro u n d  rep e titio n . N ev erth e less  i t  
is  a  de ligh tfu lly  w rit te n  piece, c ram m ed  
w ith  tech n ica l de ta il. M árto n fi a rg u es  th a t  
a  “ phonolog ical a u to m a tio n ”  could  be 
b u il t  in  gen era tiv e  g ram m ar ex p la in in g  th e  
v erse-m ak ing  and  verse-recognizing  fa 
c u lty  of m an . “ M an” , in  th e  p re s e n t case, 
is  som eone w ho is  aw are of th e  co n v en tio n s  
o f H u n g a rian  an d  E u ro p ean  versifica tion . 
M árto n fi is n o t a fra id  of m ak in g  use of 
nonsense  te x ts  and  a  nonsense poem  b y  
I s tv á n  V as, b u t fina lly  he a d m its  t h a t  th e  
sem an tic s  of “ m ean ing fu l”  (non-nonsense) 
poem s d em an d s  a  d iffe ren t ap p ro ach . 
N o tw ith s ta n d in g , h is  ana ly s is seem s to  be 
re le v a n t to  a s tru c tu ra l and  phono logical 
ap p ro a c h  to  verse.

M ihály  H o p p á l (“The ‘f i r s t ’ ta le : R o le  of 
R e p e ti tio n  in  F o lk lo re” ) u tilizes ra th e r  
ru d im e n ta ry  m e th o d s in  th e  an a ly s is  of 
a  ta le  a n d  leaves us w ith  th e  im pression  
t h a t  th e re  w as no  need to  use g en era tiv e  
te rm in o lo g y  as  an y  (trad itio n a l) g ra m m a r 
w ould  h ave  done th e  job . T he ce n tra l 
c a te g o ry , “ n a rra tiv e  u n i t” , is le f t u n e x 
p la in ed , th e  d is tin c tio n  be tw een  to p ic  an d  
co m m en t ap p ea rs  and  th e n  q u ick ly  d is 
ap p ea rs . T he ta le  discussed is a  v ers ion  of 
th e  w ell-know n P esak h  H ag g ad ah  s to ry  
o n  g oa t-fire -w ater-e tc . d es tro y in g  one a n 
o th e r  (H oppál does n o t m e n tio n  th e  
source). I t s  surface s tru c tu re  is described  
c ircu m stan tia lly . T he s tru c tu re  is a lleged ly  
“ icon ic”  b u t i t  is  n o t c lear in  w h a t sense 
o f icon ic ity . N o  reference is m ade  to  th e  
tr ic h o to m y  in troduced  b y  P ie rce ; th e  
ic o n ic ity  of a  sign is  p e rh a p s  no  less a 
m a t te r  o f conven tion  th a n  th e  sim bo lic ity  
o f a  sym bol. T he p ro b lem  is even  m ore  
p ro n o u n ced  in  th e  c o n te x t o f te x tu a l 
in te rp re ta tio n  w here th e  o p e ra tio n  itse lf 
necessarily  p resupposes conven tions.

P é te r  Sim oncsics discusses “V arie ties  
of R e p e titio n  in  U ra lian  F o lk  P o e tr ie s” 
an d  d iscovers m o tiv ic  an d  lin g u is tic  p a ra l
lelism s in  Y u rak  and  V ogul songs. C orrec t 
a n d  convincing  so fa r , th o u g h  th e  asp ec ts  
o f th e  ex am in a tio n  a re  of a  m ixed  q u a lity . 
T hen  h e  analyses a  H u n g a rian  fo lksong  
an d  th e  a sp ec ts  a re  changed  ag a in . H is  
th eo rem  is th a t  som e m ark e rs  o f o rd in a ry  
speech  m ay  be b ro u g h t in to  opposition  
w ith  th o se  of poe tic  language  in  w hich 
re p e tit io n  is sign ifican t on  d iffe ren t (pho- 
n em a tic , m o rp h o sy n tac tic , e tc .).

A m ore  com plex p ic tu re  of th e  d ich o 
to m y  of o rd in a ry  and  poe tic  lan g u ag e  is 
d raw n  b y  T am ás Iv á n y i w ho acknow ledges

a  con tin u o u s scale be tw een  th e  tw o  uses of 
language . H is s tu d y , “ O n th e  Sem an tic  
B ackg round  of P a ra lle lism ” , is a  scholarly  
co m p ara tiv e  analysis o f p a ra lle lism , a  ty p e  
of re p e titio n  illu s tra te d  b y  sam p le s  from  
A rab ic  and  H u n g a rian  p o e try . Such a t 
te m p ts  a t  c ross-cu ltu ra l c o m p a riso n  deserve 
increased  a tte n tio n  as  th e y  th ro w  lig h t on 
d o m ain s still in  o b scu rity .

K á ro ly  C suri’s h y p o th e s is  in  h is stu d y  
“ O n th e  S ta tu s  of Tw o T y p e s  o f R ep e titio n  
in  th e  T heory  of L i t e r a tu r e ”  is  th a t  
re p e a te d  segm ents of a  l i te ra ry  te x t  often  
p la y  de te rm in a tiv e  ro le  in  th e  m eaning  
s tru c tu re . To a rriv e  a t  a  v e rif ic a tio n  of 
th is  supposition  i t  is  n e c e ssa ry  to  define 
th e  n o tio n s of “ t e x t ” , “ l i te ra ry  t e x t” , 
“ m ean ing  s tru c tu re ”  a n d  “ re p e a te d  seg
m e n t of a  te x t” . T h ro u g h o u t, i t  is the 
te x t  g enera ting  ( te x t o rig in a tin g ) a p p a ra tu s  
t h a t  h a s  a  cen tra l, d o m in a n t ro le  in  his 
ana ly s is ; th e  p ro d u c t ( th e  te x t )  is regarded 
a lw ays from  th e  p o in t  o f v iew  of its 
genesis. T hough th e  re c e iv e r’s asp ec t is 
in itia te d , th e  th e o re m  of th e  “ m odification  
o f o rig inal m eanings in  th e  p ro cess  of te x t

gen e ra tio n ”  has to  ex c lude  th i s  s tan d p o in t.
teuri’s com pact an d  sc ien tifica lly  s tr ic t 

th e o ry  is b u ilt upon  th e  c o n c e p t of L itera- 
tu re-A s-S pecia l-U se-o f-L anguage an d  his 
defin itio n  of li te ra tu re  ow es m uch to  
Ja k o b so n ’s “ poetic  fu n c t io n ” . T he p rincip 
les o f Jak o b so n ’s d is tin c tio n  o r  th e  p resu p 
posed  norm  of “ o rd in a ry  la n g u a g e ” are 
n o t beyond  critic ism  as  i t  h a s  been  proved 
b y  S. F ish . N o tw ith s ta n d in g , C suri’s 
concep tion  is n o t easly  d ism issib le  as it 
rep re sen ts  a  m arked , f irm  p o s itio n  charac
te r is t ic  o f th e  Szeged schoo l o f H ungarian  
th e o r is ts  of li te ra tu re .

G áb o r B o n y h ai’s p a p e r , “ V alu e  D evelop
m e n t and  R e p e titio n  in  T h o m as  M ann’s 
D o c to r F a u s tu s” is a n  a c c u ra te , fa ir and 
h igh  level analysis o f th e  novel. The 
prem isses are  n o t m ad e  e x p lic it , no r are 
th e  conclusions, y e t  th e  m a in  p rincip le  is 
c lear — th e  value s tru c tu re  is in te rp re tab le  
th ro u g h  m app ing  m o tiv ic  re p e tit io n s . This 
m ean s  th a t  a  p ru d en t an d  close exam ination  
of th e  segm ents of a  t e x t  re v e a ls  coheren t 
p a t te rn s  of value. B o n y h a i w orks w ith 
an  e labo ra te  an a ly tic a l m e th o d  b u t, due to  
th e  fa c t th a t  i t  is n o t  b ro u g h t in to  p ro 
m inence sufficiently , th e  s tu d y  seem s to  be 
an  illu s tra tion  of th e  p ro b le m  of repetition  
r a th e r  th a n  a  co m m en t on  it . C ertain  
ty p e s  of rep e titio n  a re  d e sc rib ed  as  m ean
ingfu l and  d iscussed ex ten s iv e ly , while 
o th e rs  are  ignored in  th is  o therw ise  bril
lia n t essay; i t  w ould  h av e  c e rta in ly  en 
hanced  its  value in  th e  c o n te x t o f  the 
book  if its  w ork ing  p rin c ip le s  h ad  been 
m ad e  exp lic it b y  th e  a u th o r .
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R e p e ti t io n  is o ften  em p lo y ed  a s  a  su b 
s id ia ry  n o tio n  in  b o th  p ra c t ic a l  c ritic ism  
a n d  th e  th e o ry  of li te ra tu re  b u t  th i s  col
le c tio n  o f  s tud ies ap p ea rs  to  b e  th e  f irs t 
v e n tu re  endeavouring  to  g iv e  concre te  
a n d  p ra c tic a l , scientific  a n d  th e o re tic a l 
d im e n s io n s  to  it. T here is  n o  w o rk  of a r t  
in  w h ic h  rep e titio n  does n o t  fu n c tio n  in  
one  w a y  o r  an o ther, even  a  o ne-w ord -poem  
(as  a n  ex trem e  case) o r  a  t e x t  o f  non- 
lin g u is tic  sings is a n a ly sab le  a s  som e 
sp ec ia l k in d  of re p e tit io n . M oreover,

p h en o m en a  a re  analy sab le  because th e y  
are  p a r t s  o f a  sy s te m  an d  th e  co n cep t of 
system , b y  itse lf, p resupposes som e k ind  
of re p e t it io n . I t  is a  g re a t m e rit of th e  
e d ito rs  o f th e  b o o k  a n d  th e  organ izers of 
th e  1973 sy m p o siu m  th a t  th e y  recognized  
th e  im p o rt o f re p e tit io n . Repetition in  A r t  
is a n  a m b itio u s  a n d , a s  a  whole, successful 
w ork as  a  f i r s t  a t te m p t  a t  a  general su rv ey  
of th e  d if fe re n t a sp ec ts  of its  th em e  in  a r t  
and  i ts  re la te d  areas .

György G. K á lm á n

A marxista irodalomelmélet története (A kezdetektől 1945-ig)
T anu lm ányok

(H isto ire de  la  c r i tiq u e  m arx iste  ju s q u ’e n  1945. É tu d es)

É d . p a r  L a jo s N yíró  és A n d rá s  V eres. K ossu th  K ö n y v k ia d ó . B u d ap es t 1981. 437 p p .

Ce v o lu m e  qu i com prend à  13 é tu d e s , est 
le p ro d u i t  d ’u n  long tra v a il . V ers la  fin  des 
a n n é e s  60, le besoin s ’e s t s e n t ir  d ’en tre 
p re n d re  d e s  recherches s y s té m a tiq u e s  con
c e rn a n t  l ’h is to ire  de la  c r i tiq u e  litté ra ire  
m a rx is te . I l  existe une p ro p re  t r a d i t io n  à  
la  th é o r ie  litté ra ire  m a rx is te , il nous 
fa l la i t ,  e n  p ren d re  conscience, te lle  est 
l ’o p in io n  de  L ajos N y író  e t  d e  A n d rás 
V eres, les réd ac teu rs  de  ce v o lu m e .

V ers  la  f in  d u  siècle passé , à  l ’ép o q u e  de 
la  I I e In te rn a tio n a le , on  a  com m en cé  à  
a p p liq u e r  l ’enseignem ent g é n é ra l de  la 
p h ilo so p h ie  m arx iste  à  l ’e s th é tiq u e , à  la 
th é o r ie  li tté ra ire , à  la  c r i tiq u e . D u ra n t 
c e tte  p é rio d e , on  n ’a  p a s  a t t r ib u é  d ’im 
p o r ta n c e  à  des rem arques f r a g m e n ta ire s  de 
M arx  e t  d ’E ngels re la tiv es à  l ’e s th é tiq u e  
d o n t u n e  g rande p a rtie  d ’a il le u rs  fu t  
en co re  in é d ite . Les m a itre sd u  te m p s  ô ta ien t 
F ra n z  M ehring  e t G eorges P lé k h a n o v , e t 
l ’u n  e n  A llem agne, l’a u tre  en  R u ss ie  fu t 
c o n s id é ré  com m e le fo n d a te u r  d e  l ’esthé
tiq u e  m a rx is te . Dès le d é b u t d e s  années 
t r e n te ,  a p rè s  la  pub lica tion  d es in é d its  de 
M arx  e t  d ’E ngels, on su p p o sa it q u e  leu r 
re m a rq u e s  possèdent une  c o h é ren ce  in té 
r ie u re . I l  y  a v a it des essa is e n  v u e  de 
re c o n s tru ire  leu r systèm e e n  se b a s a n t  sur 
d iv e rs  te x te s .  E n  p rincipe les rech e rch es 
s y s té m a tiq u e s  é ta ien t b ien  f ru c tu e u se s  e t 
d o n n a ie n t de  ré su lta ts  c a rd in a u x . E n  
p ra t iq u e , elles causaien t, en  m êm e  tem ps, 
d es p e r te s  considérables. A  l’é p o q u e , où 
L u k á c s  b lâ m a  la  concep tion  d e  M ehring  
e t  o ù  l ’h é rita g e  de P leh an o v  é ta i t  abolie, 
l a  d é c o u v e rte  de l’im p o rtan ce  d e s  te x te s  
de  M a rx  e t  d ’Engels a  a b o u ti à  u n e  nég

ligeance p re sq u e  to ta le  des effo rts  d u  dem i- 
siècle q u i a v a i t  p récédé .

D u ra n t le  d e rn ie r  q u a r t de siècle, o n  a  
com m encé à  réd éco u v rir l’h é ritag e  de 
l ’e s th é tiq u e  m a rx is te . O n a  repub lié  e t  
é tud ié  d e s  te x te s , e n  U nion  S oviétique e t  
ailleurs o n  a  co n sac ré  d es é tudes im p o rta n 
te s  e n tre  a u tr e s  à  P lék h an o v , à  M ehring ou  
à  R o sa  L u x e m b u rg . O n a  pub lié  des 
esquisses h is to r iq u e s . Mais, selon m a 
m eilleure co n a issan ce , ce volum e e s t la  
p rem ière  e n tre p r is e  e n  vue de fo u rn ir  u n e  
h is to ire  sy s té m a tiq u e  e t  détaillée  d e  la 
concep tion  m a rx is te  de  la  l i tté ra tu re  à  
p a r t ir  de  ses d é b u ts  ju s q u ’à  la  I I e g u e rre  
m ond ia le . I l  y  a , ce rta in em en t, des lacunes, 
d o n t p a r le n t m êm e les rédac teu rs , on  n ’a 
pas de  sp éc ia lis te  p o u r t r a i te r  les d iscus
sions en  U n io n  S ov ié tique  d an s  les an n ées  
1930. O n n e  p a rle  pas, non  p lu s de  D ob- 
rogh ean u -G h erea , l ’excellen t c ritique  ro u 
m ain  à  l ’é p o q u e  de  la  I l e  In te rn a tio n a le , 
on néglige le  d év e lo p p e m en t en B elgique, 
e tc. M algré ces la c u n e s , c e tte  h is to ire  q u i 
englobe, à  p e u  p rè s  c en t c inquen te  an s 
co nstitue  u n e  m a je u re  co n tr ib u tio n  n o n  
seu lem en t à  l ’h is to ire  de la  c ritiq u e  
m arx is te , m a is  à  celle de la  c ritiq u e  en 
général.

1. C ’est, d a n s  u n e  certa ine  m esure, u n  
rôle de d é c o u v e rt e t  de diffusion. L es 
au teu rs  p ré s e n te n t so u v en t des c ritiq u es 
oubliés, d e s  o u v rag es  oubliés, des d iscus
sion oub liées. O n m e t en  lu m iè res  u n e  
richesse v a rié e  d o n t  l ’existence m êm e a 
é té  ignorée.

2. D e ces fa c ts , o n  écrit les p rem ières 
ébauches d ’u n e  h is to ire  universelle d e  la
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c ritiq u e  m arx is te . J e  d it  « p rem ières 
ébauches », p a rce  que  ces é tu d es  bien 
docum entées e t  so u v e n t ré lév a trices  t r a i t 
e n t l’h is to ire  s u r to u t d a n s  un  co n tex te  
na tio n a l.

3. A près la  d éco u v erte  archéo log ique e t 
la  reco n s tru c tio n  h is to riq u e  d e  la  trad itio n , 
il s ’ag it de son a c c e p ta tio n  constructive  
e t  créa tive .

A  p a r t ir  d es  an n ées tr e n te ,  éc rit I s tv á n  
Szerdahely i d a n s  son  é tu d e  qu i s ’in titu le  
M arx , Engels et la théorie de la  littérature, 
u n e  g rande q u a n ti té  des t r a v a u x  se basen t 
su r  le s  frag m en ts  e t  les rem arq u es  e s th é ti
ques de M arx  e t  d ’E ngels. I l  fau d ra it une 
recherche collective p o u r co n fro n te r les 
d iverses in te rp ré ta tio n s , m êm e si on se 
b o rn e  au  dom aine  hongro is. C ’e s t pourquoi 
Szerdahely i c o n cen tra  son e ffo rt su r to u t 
su r  te x te  o rig inaux  de  M arx  e t  d ’E ngels. 
I l  analyse so igneusem en t leu r con tex te , 
en  les s i tu a n t d a n s  leu r époque, en  les 
c o m p a ran t au x  te x te s  d ’a u tre s  critiques. 
Szerdahelyi in te rp rè te  to u jo u rs  l’occasion 
qu i donne lieu à  l ’u n  ou  l ’a u tre  des re m a r
ques. A près la  p ré se n ta tio n  m inu tieuse  des 
c a rac té ris tiq u es  d es te x te s , il en  t i re  la 
conclusion. Quelle m é th o d e  se ra it plus 
fru c tu eu se  p o u r la  théo rie  de la  l i t té ta tu re  ? 
F a u t- il  u tiliser p o u r u n  essai de reco n stru c 
tio n  ce que M arx  e t  E n g e ls  d isa ien t des 
questio n s litté ra ire s  concrè tes ou des 
d ivers  éc riva in s co n cre ts . O u fau t-il tire r  
la  conséquence e s th é tiq u e  de  leurs pensées 
ph ilosophiques, e t  ce se ra it la  base de 
tra v a il de recherches. S zerdahely i choisit la  
deuxièm e m éth o d e  en  a ff irm a n t que ce tte  
recherche a b o u tira i t  à  une  m éta th éo rie  de 
la  li tté ra tu re . Selon M arx  e t  E ngels, la  
li t té ra tu re  fa it p a r t ie  d u  p ro d u c tio n  sp iri
tue lle , e t  c ’e s t ce qu i co n stitu e  le p o in t de 
d é p a rt. I l f a u t  u tilise r l’in te rp ré ta tio n  de 
M arx  c o n ce rn an t l’essance de  l ’hom m e, e t 
p ren d re  de  conscience que  de l ’oeuvre 
litté ra ire  e s t  une  n a tu re  d ’ob je t.

L a  p a ru tio n , en  1800, d u  livre de  M a
dam e  de S taë l, De la  littérature, fu t  un  
g ra n d  év én em en t d a n s  la  pensée sociale 
de  la  li t té ra tu re . A p a r t i r  de  ce t ouvrage 
I s tv á n  F o d o r d o n n e  un  ap e rçu  de la pensée 
sociologique d ’une  p a r t  e t  de  l ’au tre  des 
lignes de la  po litiq u e  g au ch is te , p o u r situ er 
les ten d an c es  m arx is te s  d a n s  la  critique  
e t  d an s la  l i t té ra tu re , ju s q u ’à  la  deuxièm e 
guerre  m ondiale . D an s  son é tude  ex trêm e
m e n t riche e t  concise in titu lée  Les p rin 
cipales tendances de la  conception littéraire 
socialiste en France, F o d o r parle , en tre  
au tre s , de  g ro u p es litté ra ire s , des revues, 
e t  de g rances d iscussions, C ’e s t ainsi q u ’il 
p arle  de l ’e s th é tiq u e  de  P ro u d h o n , de 
l ’influence de  la  C om m une de Paris , de 
l ’ap p a ra tio n  de la  c ritiq u e  m arx is te  p a r

L afo u rg u e , de  l’influence de K ro p o tk in e  
su r les an a rch is te s , des ten d an c es  d u  P a r t i  
O u v rie r d e  F ran ce . I l  m en tio n n e  les 
rev u es  C la rté  e t  E u ro p e , le p rob lèm e d u  
su rréa lism e  e t  la  rév o lu tio n , e t  les éd itions 
d es  fra g m e n ts  e s th é tiq u es  de  M arx  e t  
d ’E n g e ls  p a r  F rév ille .

C ’e s t H istoire et conception de m onde  (la 
co n cep tio n  litté ra ire  de  la  I I e I n te r 
n a tio n a le  en  A llem agne) que  s ’in titu le  
l ’é tu d e  de  E n d re  K iss. I l an a ly se  en  d é ta il 
la  D ie N eue  Zeit, rev u e  th éo riq u e  d u  p a r t i  
so c io -dém ocra te  en  A llem agne, e t  la  p en 
sée d e  M ehring, l ’un  de ses réd ac teu rs . 
I l p ré se n te  la c ritique  d u  positiv ism e à 
S ch erer fa ite  p a r  M ehring, les p rob lèm es 
d e  la tr a d it io n  cu ltu re lle  e t  la  classe 
o u v riè re , ceu x  d u  n a tu ra lism e  e t  de l ’a r t  
m o d ern e . K iss qu i u tilise  s u r to u t la 
m é th o d e  de  m icro-philologie, fa i t  quelques 
fois d e s  com paraisons b ien  u tile s  e t  de 
g ra n d e  perspec tive , p a r  exem ple  en tre  
M ehring  e t  N ietzsche.

D an s  son  é tu d e  qu i s ’in titu le  Lén ine  et 
la  littérature  G rán icz I s tv á n  affirm e to u t  
d ’a b o rd  que  l ’analyse sy s tém a tiq u e  des 
é c r i ts  d e  L én ine consacrés à  la  li tté ra tu re  
a  é té  com m encé seu lem en t a u  d é b u t des 
an n ées  t r e n te .  L ’a u te u r  en  p a r la n t de 
l ’a rtic le  L ’Organisation et la littérature du  
p a rti ex am in e  sa  genèse, sa  s i tu a tio n  
h is to riq u e , su r to u t les p rob lèm es de la 
ré d a c tio n  de  l’Isk ra . I l  fa i t , ju s te m e n t, une 
p lace  à  p a r t  a u x  essais su r  T o lsto i (1908 — 
1910), o ù  on  p e u t vo ir la  sy n th èse  léninienne 
d e l à  th éo rie  générale  d u  re f le t e t  l ’analyse 
co n c rè te  d ’un  écrivain  gén ial. D an s  la 
d e rn iè re  p a rtie  de son é tu d e , G rán icz  parle  
de l a  p o litiq u e  cu ltu re lle  de  L én ine ap rès  
la  ré v o lu tio n  e t  d u  p rob lèm e de la  p ro le t- 
k u lt .

Ce s o n t  des questions b ien  com plexes 
q u i s o n t  tr a ité s  p a r  L a jo s  N y irô  d a n s  son 
é tu d e  Tendences de sociologie littéraire dans  
la  critique soviétique. (1917 —1930) P o u r 
p ré s e n te r  les fo rm atio n s  d es écoles socio- 
log iques, N y irô  d e v a it exposer les questions 
su iv a n te s : L a  po litique  cu ltu re lle  e t la  
ph ilo so p h ie  de  la  cu ltu re  d e  B oukharine  
e t  d e  L o u n a tsa rsk i. L ’a p p a ra t io n  m êm e 
a v a n t  la  rév o lu tio n  d ’u n  n o u v eau  ty p e  des 
c r itiq u e s  m arx iste s  qu i é ta ie n t des é ru d its . 
P o lém iq u es  v io len tes su r  l ’in te rp ré ta tio n  
de  l ’h é ritag e  de P lék h an o v . L a  re la tio n  
e n tre  le  form alism e e t  les sociologues. 
N y irô  q u i a v a it a u p a ra v a n t consacré  des 
é tu d e s  im p o rta n te s  au x  fo rm alistes, en 
a n a ly s a n t le  cours de co n flit e n tre  les deux  
écoles, t i r e  une  conclusion b ien  im p o rta n te : 
au ssi le  fo rm alism e f i t  p a r t ie , de la  critique  
m a rx is te .

I l  ex p lique  les d ivergences de la  ten d an ce  
sociologique e t  dresse u n e  v é ritab le  ca ta -
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lo g u e  b ie n  annotée des œ u v re s  in co n n u es 
o u  p re sq u e . I l  analyse e n tr e  a u tr e s  la  
c o n c e p tio n  d ’A rvatov , c o lla b o ra te u r  de 
M a ia k o v sk i e t celui de  S ak o u lin e , de 
K e lto u ia la ,  de P ereverzev  e t  so n  école, 
de  P o sp e lo v e  e t de Y olosinie.

R éflec tions sur l ’histoire de la  psychologie 
littéra ire  m arxiste, c ’e s t le  t i t r e  d e  l ’é tu d e  
b ie n  co m p lex e  de A n d rás  V eres . D a n s  les 
re m a rq u e s  prélim inaires l ’a u te u r  évoque 
d e s  p ro b lè m e s  de n o tio n  d ’une  d iscip line, 
e x is te - t-e lle  p a r  exem ple u n e  psycho log ie  
l i t t é r a i r e  ou  une litté ra tu re  d u  p o in t  de  vue 
p sy ch o lo g iq u e . I l  esquisse les rech e rch es  
d e  G . T h . F ech n er e t sa  su ite , e n  m e n tio n 
n a n t ,  e n tr e  au tres, des en se ig n e m e n ts  de 
D a r  v in , d e  Spencer, de J .  M . G u y au , e t 
s u r to u t  d e  D ilthey  e t de F re u d . Ce dern ier, 
a v a i t  d ’a illeu rs, un  c e rta in  p re s tig e , au x  
a n n é e s  v in g t en  U nion  S o v ié tiq u e . M ais 
ch o se  cu rieuse , comm e V eres d i t ,  q u ’on 
ig n o ra it  la  n o tion  de “ su p er e g o ” . V eres 
p ré s e n te  e t  analyse en d é ta il  la  co n cep tio n  
de  la  Psychologie de l ’A r t  p a r  V ig o d sk h i 
(ach ev ée  en  1925) e t  sa  re la tio n  av ec  les 
f a c te u r s  cu ltu re l e t  a r t is t iq u e s  d u  tem p s. 
A ussi i l  d o n n e  un  aperçu  s u r  C audw ell e t  
A t t i la  Jó z se f.

S z e rd a h e ly i esquisse le d év e lo p p e m en t 
de  la  co n cep tio n  de théorie  d e  la  li t té ra tu re  
d e  L u k á c s  à  p a rtir  de 1919 ju s q u ’à  1945. 
I l  p ré s e n te  su r to u t le c h a n g e m e n t de la  
n o tio n  d u  réalism e d a n s  so n  c o n te x te  
h is to r iq u e  en  fou rn issan t u n e  q u a n ti té  de 
n o u v e lle  observation . C ’e s t  a in s i p a r  
ex em p le  q u ’il révéle le ra p p o r t  d e  L u k ács 
a v e c  l a  R A P P .

L e s  principa les tendences de la  critique  
littéra ire  m arxiste en A llem agne entre les 
d eux  guerres mondiales, é tu d e  d e  Z o ltá n  
K a n y ó , em brasse  éga lem en t u n  g ran d  
d o m a in . L ’a u te u r  analyse l ’exp ression ism e 
d a n s  so n  ra p p o r t  avec l ’u to p ie  ré v o lu tio n 
n a ire , p ré s e n te  des d iscussions c o n c e rn a n t 
l ’exp ressio n ism e , parle de  l ’h é r i ta g e  de 
M eh rin g , d u  rôle de G yörgy  L u k á c s , e t  
d i t  d e s  choses im p o rtan tes  de  la  lu t te  a n t i 
fa sc is te . A u ss i il foun it des in fo rm a tio n s  des 
p ro b lè m e s  de  la  li tté ra tu re  p ro lé ta r ie n n e .

E n d re  B o j tá r  qui p u b lia it d iv e rs  livres 
e t  é tu d e s  t a n t  sur les poésies q u e  su r  les 
c r i tiq u e s  litté ra ire s  d ’E u ro p e  d e  l ’E s t  
d o n n e  d e u x  artic les po u r ce v o lu m e . L ’u n  
t r a i t e  le  dom aine tch èq u e , l ’a u tr e  le 
d o m a in e  po lonais. Sa m é th o d e  e s t  la  
m èn e  d a n s  les deux co n tr ib u tio n s . D ’abo rd  
il ré s u m e  la  théorie  m a rx is te  d a n s  la  
l i t t é r a tu r e ,  ensu ite  il analyse  la  p o s itio n  
de  1 a  c r i tiq u e  socialiste en  face  de  la 
l i t t é r a tu r e  con tem poraine.

A  p a r t i r  de  la  deuxièm e g u erre  m o n d ia le , 
l ’h é r i ta g e  d e  G ram sci, y  co m p ris  sa  con 
c e p tio n  l i t té ra ire  est dev en u  u n  tré so r

universel. D a n s  la  fo rm a tio n  d e  la  con
cep tio n  li t té ra ire  m arx is te  en  I ta l ie  P é te r  
S árközy  co n cen tre  son a t te n t io n  s u r to u t 
su r l’œ v re  de  G ram sci, san s o u b lie r  le 
g ran d  nom  de  L abrio la , le fo n d a te u r  des 
é tu d es  m a rx is te s  en  I ta lie . P o u r  é luc ider 
la  n o u v e a u té  de  G ram sci, il t r a c e  d ’une 
p a r t  la  ligne q u i co n d u it de  L a b rio la  à 
Croce e t  de  C roce à  G ram sci e t  d ’a u tr e  p a r t  
la  ligne q u i se situe  en tre  D e S a n c tis  e t  
C roce e t  e n tr e  ce d e rn ie r e t  G ram sci. 
T a n d is  que S árközy  ex p liq u e  que  la 
d o c tr in e  e s th é tiq u e  de  C roce n ’e s t p a s  
im m u ab le  e t  q u ’elle a  b ien  c h an g é  d ep u is  
la  p u b lic a tio n  de  l ’Esthétique  (1903), il 
re je tte  les in te rp re ta tio n s  selon  lesquelles 
la  co n cep tio n  litté ra ire  de G ram sci é ta i t  
re s tée  d a n s  le cad re  croceien.

O n p e u t com m encer l ’é tu d e  de  la  c ritiq u e  
socialiste  en  A ng le te rre  p a r  le c h a rtism e , 
e t o n  p e u t m en tio n n e r p a rm i ceu x  qu i 
o n t su b i l ’in fluence  de M arx , le nom  de  
W illiam  M orris, n o te  József Szili d a n s  
é tu d e  de L a  conception m arxiste  en  A n g le 
terre et dans la  théorie poétique de Caudwell. 
I l  d o n n e  u n  aperçu  luc ide  d e s  an n ées  
tr e n te ,  en  p a r la n t  s u r to u t de R a lp h  F o x , 
p o u r é luc ider la  s itu a tio n  cu ltu re lle  des 
œ u v res  de  C audw ell. Szili q u i a  p u b lié , 
récem m en t, u n  livre ém in en t p o u r  co m p a 
re r e t  co n fro n te r  ce rta in es th è s e s  de 
C audw ell e t  d e  L ukács, con sid è re  le 
c ritiq u e  an g la is  com m e l’u n  d e s  p lu s  
c o n s tru c tif  th éo ric ien  de l ’e s th é tiq u e  m a r 
x is te . I l  s ’a tta c h e  a v a n t to u t ,  à  é tu d ie r  le 
systèm e de I l lu s io n  and reality. I l  ex am in e  
la  n o tio n  d u  re f le t chez C audw ell. I l  a n a 
lyse, e n tre  a u tre s , la  concep tion  caudw el- 
lienne de  l’o rig ine e t de la  fo n c tio n  de  la 
langue p o é tiq u e  e t l ’ex is tence  h is to riq u e  
de la  poésie.

L a  c ritiq u e  m arx is te  a  u n e  s i tu a tio n  
p a rticu liè re  a u x  E ta t s  U nis, d i t  S a ro lta  
K re tzo i. E n  th éo rie  elle a v a it  a p p o r té  
re la tiv e m e n t p eu , m ais son in flu en ce  
sociale su rpasse  celle des a u tre s  ten d an c es . 
E n tre  le s  d e u x  guerres elle d o m in a it 
p resque  la  v ie  cu ltu re lle  e t  l i t té ra ire . C ’est 
p o u rq u o i M adam e K re tzo i q u i d is tin g u e  
tro is  pério d es d an s  l ’év o lu tio n  d e  la 
c ritiq u e  m a rx is te  (1900 —1918, 1919 — 1928, 
1930 —1940) p a rle  d ’une q u a n ti té  d ’éc ri
vains , de  c ritiq u e s  e t  de  rev u es , com m e 
U p to n  S incla ir, M ax E a s tm a n , M ichel 
Gold, M asse, N ew  M asse, P a r t is a n  R ev ieuw , 
e tc . E lle  d o n n e  une large  p a n o ra m e , 
m en tio n n e  p a r  exem ple l’h is to rien , C. D . 
B eard  d o n t la  concep tion  a id a  la  fo rm a tio n  
de  l ’h is to rio g rap h ie  m arx iste . L ’é tu d e  in 
titu lée  “ L ’év o lu tio n  de la  c ritique  socia liste  
e t  m arx is te  a u x  É ta t s  U n is” fo u rn i t  une  
in fo rm a tio n  rich e  des ten d en c es , des 
lu t te s  e t  d es  v irag es de w ay  of life.
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I l  m ’a  fallu  e n tre r  d a n s  des d é ta ils  un peu 
longs p o u r in d iq u e r le b u t, les in ten tio n , 
e t  le c o n ten u  de ce volum e. D ’ap rès les 
résum es b ien b refs des é tu d es , on v o it 
n e tte m e n t, je  le cro is, q u ’il s ’ag it de deux  
ty p e s  d ’a rtic les . L es p rem ie rs  so n t des 
recherches de base, où p o u r la  p rem iere  
fois ou  p resque , des ouv rages in éd its  so n t 
co llec tés e t  élucidés e t  exp liqués. L es 
a u tre s  t r a i te n t  de thèm es d o n t on a  d é jà  
beau co u p  parlées. D ans ces cas, les au teu rs  
c o n fro n te n t d iverses in te rp re ta tio n s  pou r 
d o n n e r une  ex p lica tio n  valab le  de p o in t de 
vue h is to riq u e . M algré les su je ts  d ifféren ts, 
e t  d o n c , des m éth o d es d iffé ren tes , il y  a 
d es  p o in ts  com m uns au x  é tudes.

1° L es a u te u rs  tr a c e n t la  s itu a tio n  
h isto rico-sociale .

2° L es a u te u rs  a n a ly sen t le personnage 
ou  1 e m o u v em en t d onné  d an s leurs 
ra p p o r ts , avec les ten d an c es  p récéden
te s  les p récu rseu rs  ou les adversaires . 
L a  p lu p a r t  des é tu d es  com m encen t 
p a r  une esquisse h is to rique .

3° L es au teu rs  app réc ien t, s ’il e s t pos
sib le , la  réponse des th é o r ie n s  é tu d és  
à  l 'a c tu a li té  litté ra ire .

4° L es au teu rs  u tilisen t la rg e m e n t les 
so u rces de seconde m ain , s ’il en  ex iste .

5° L es a u te u rs  cherchent d e s  ren se ig n e
m e n ts  q u ’on p eu t ap p liq u e r a u jo u rd ’ 
h u i. P o u r les c o lla b o ra te u rs  de  ce 
v o lum e, l’histoire n ’e s t p a s  a rch éo 
logie, m ais une science v iv a n te  qui 
a id e  éc la irer le p résen te  e t  l ’aven ir .

6° D onc , ces 13 é tu d es  t r a c e n t  une 
h is to ire  de plus d ’un  siècle e t  t r a i te n t  
d e s  p rocessus dans d iv e rs  p a y s . R ien  
d ’é to n n a n t que, je  ne sa is  p a s  co m p é
t e n t  de  juger tous les m é r ite s  ou  les 
d é fa u ts  de  ce volum e. É t a n t  spécia liste  
d e  d iv e rs  problèm es, e t  a m a te u r  p o u r 
d ’a u tre s , m on ju g e m e n t, e s t, au 
m o in s en  partice , su b je c tif . J e  pense 
c e p a n d a n t que ce v o lu m e e s t  l’une 
d e s  p roduc tions les p lu s  p a ss io n a n te s  
d e  la  critique  hongroise, d e s  dern iè res  
décades, e t il m é r ite ra it l ’a t te n t io n  du  
p u b lie  in te rn a tio n a l.

L ászló  Ferenczi

József Szili: The Structure of Artistic Representation

N o w ad ay s we te n d  to  fo rg e t ab o u t o r 
else d isreg ard  th e  fac t th a t  ev e ry  serious 
w ork  o f li te ra ry  scho larsh ip  has w ider, 
c o n n o ta tiv e  im p lica tions. T h is  p lane of 
m ean in g  e x te n d s  beyond  th e  exp lic it o r 
d e n o ta tiv e  sem an tic  ran g e  o f th e  w ork in 
q u es tio n , w hich is, in  th e  s tr ic t  sense of 
th e  w ord , id en tica l w ith  o b jec tive  scientific  
s ta te m e n ts . Tf a  w ork  lite ra ry  scholarship  
a sp ire s  to  m ee t social req u irem en ts , such 
second , c o n n o ta tiv e  im p lica tions are , by  
no  m eans, of secondary  im p o rtan ce .

T h is  sem an tic  lay e r of th e  w ork w ritte n  
b y  Jó z se f Szili im p lies  a  s tr iv in g  to  give 
ad d ed  em phasis  to  th e  c rea tiv e  pow ers of 
th e  ae s th e tic  su b jec t. I n  o th e r  w ords, his 
w ork  is d iam etr ica lly  opposed to  those  
c u r re n t W este rn  tre n d s  in  th e  field of 
li te ra ry  co m m en ta ry  th a t  te n d  to  e lim inate  
th e  su b jec tiv e  a s  a  m otive  force in th e ir  
an a ly s is  o f li te ra ry  w orks. I t  is th is  
ap p ro ach  w hich lends a  h u m an  elem en t to  
Jó z se f  Szili’s  book.

A t th e  beg inn ing  of h is w ork , th e  a u th o r  
co m p ares  C h ris topher C audw ell’s I llu s io n  
an d  R eality  w ith  G yörgy  L u k ács’s D ie  
E igenart des Ästhetischen. In  these  f irs t 
ch a p te rs , he  is  on C audw ell’s side, and  it  is 
C audw ell w ith  w hom  he agrees. The m ain  
reason  fo r th is  is  th a t  C audw ell, in  h is 
b o ok , m ore ex p lic itly  suggests w h a t József

Szili s ta te s  as his self-con ta ined  th eo re tic a l 
a ch ie v e m e n t: the ob jec t o f a r t is t ic  re p re 
se n ta tio n  is th e  self-consciousness o f m an 
a s  th e  rep resen ta tiv e  of h u m a n  k in d , w h a t 
is  rea lized  in  the tru e  w orks of a r t  a s  th e  
a c t iv i ty  of aesthetical su b je c t  a n d  his 
c o n se q u e n t appearance  a s  a n  o b je c t , in 
o th e r  w ords, w hat p re se n ts  itse lf  a s  th e  
p rocess  a n d  resu lt of re -c re a tio n . T h is  idea 
d o es  n o t seem  especially o rig in a l in  itself, 
f o r —w h a t József Szili r e p a te d ly  refers 
t o — D ie Eigenart des Ä sthetischen  h a s  also 
su ggested  th a t  th e  o b jec t o f a r t is t ic  re p re 
s e n ta tio n  is  the  hum an  essence  of m an. 
Jó z se f  Szili’e th eo re tica l a c h ie v e m e n t lies 
in  h is  conclusions on th e  n a tu r e  a n d  signi
fican ce  of th e  aesthe tic  su b je c t  a s  re 
c re a t in g  th e  hum an essence o f m a n  in a 
w o rk  of a r t ,  th ereb y  also re -c re a tin g  h im 
self. A s soon as he a rrives a t  th i s  conclusion, 
th e  a u th o r  ten d s  to  a p p rec ia te  th e  ideas of 
G y ö rg y  L ukács m ore.

I t  i s  beyond question  t h a t  in  all th e  
w o rk s  o f aesthetics an d  th e  th e o ry  of 
l i te ra tu re , th e  a u th o r’s te rm in o lo g y  is of 
c ru c ia l im portance . The w o rld  o f these 
w o rk s  can  be dep ic ted , esp ec ia lly  w hen 
tr e a t in g  th e  fu ndam en ta l issu es o f a  field 
o f th e  th e o ry , and even th e  th e o ry  itself 
can  be sum m ed up  in th e  te rm s  w hich 
se rv e  a s  its  own key-notes. I n  o th e r  w ords,
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th e  n o te s  an d  p re d ic a m e n ts  of a  th e o ry  are 
n e v e r  o f secondary  im p o rta n c e , fo r th e  
th e o ry  g iven  will p iv o t u p o n  them . F o r 
t h a t  m a t te r ,  ou r e x p e c ta tio n  a n d  of József 
S zili’s  a lso , of a  w ork  o f a r t  to  app ly  a 
c le a r-c u t an d  a p p ro p r ia te  term ino logy , 
seem s q u ite  reasonab le . A lb e it th e  au th o r 
n e v e r  d ro p s  a  h in t  a b o u t h is  ow n p rin 
cip les, i t  is ex ac tly  th e s e  t h a t  guide h im  
w h en  an a ly s in g  th e  w o rk s  o f C hris topher 
C audw ell and  G yörgy  L u k ács . I n  bo th  
w orks, h e  h a s  to  n o tice  a  lack  o f precision 
in  th e  ap p lica tio n  of te rm in o lo g y . A t th is  
p o in t , h is  p red ilec tions fo r  C audw ell can  be 
w ell d e te c te d ; n o tw ith s ta n d in g  he  re p e a t
e d ly  p o in ts  o u t th e  “ f le x ib i li ty ”  of Caud- 
w ell’s te rm ino logy , especia lly  as regard s 
th e  te rm s  used as “g e n o ty p e ” , “ com m on 
ego” , e tc . y e t he  t r e a ts  a ll th is  w ith  a  
g re a te r  indu lgence th a n  th e  un d en iab ly  
o c c u rr in g  inaccu racies o f D ie  Eigenart 
des Ä sthetischen. W h en  an a ly s in g  C hris
to p h e r  C audw ell’s w o rk , he  is alw ays 
t r a c in g  b ack  th e  c o n n o ta tio n s  o f a  te rm  
ap p lied  v a ry in g  acco rd in g  to  th e  co n tex t; 
m o reo v e r he in fers th e m  fro m  th e  whole 
o f th e  th e o ry . H e  d o es n o t  fa il to  tr e a t  
L u k á c s  th e  sam e w ay , h o w ev er, while in 
th e  case  o f C audw ell, h e  show s a  consi
d e ra t io n  to w ard  h is “ fle x ib ili ty ” ; he does 
n o t overlook  L u k ács’s inaccu rac ies .

A cco rd in g  to  one of h is  crucia l and  
e x c it in g  s ta te m e n ts , in  D ie  E igenart qes 
Ä sthetischen , tw o  d if fe re n t — o r as he 
p u ts  i t ,  “ d iam etrica lly  o p p o sed ” — con
c e p tio n s  a re  im plied . T h e ir  difference 
can  be  sum m arised  as  fo llow s. O n th e  one 
h a n d , w h a t is  considered  b y  one o f th em  as 
th e  objectivity  o f th e  o b je c t o f a r t is t ic  
re p re se n ta t io n  (p. 79, m y  ita lic s , T . B .), 
an d  on  th e  o th e r h a n d , w h a t is ta k e n  fo r b y  
th e  o th e r  concep tion  th e  adequate character 
o f a e s th e tic a l re p re se n ta tio n  a n d  w h a t are  
c r i te r ia  o f  th e  o b jec t o f th i s  rep re sen ta tio n  
(p. 80, m y  ita lics, T . B .). A cco rd in g  to  th e  
form er  co n cep tion , th e  o b je c t iv i ty  of th e  
o b je c t o f a r t is t ic  re p re se n ta t io n  will be 
a ssu red  if th e  o b jec ts  to  be  rep resen ted , 
in  o th e r  w ords, th e  o b je c ts  “ in d ep en d e n t 
o f p e rc e p tio n ” , g e t in to  th e  w ork  of a r t  as 
b e ing -in -them selves, t h a t  is  to  say , in  th e ir  
o b je c tiv ity . As a  consequence , th e  fo rm er 
co n cep tio n  or te n d e n c y  —Jó zse f Szili 
re s o r ts  to  b o th  te r m — d o es  n o t  m ake a  
d is tin c tio n  betw een  sc ien tific  cognition  
a n d  a r t is t ic  rep re se n ta tio n . “ T h is  ten d en c y  
—th e  a u th o r  p o in ts  o u t— is  hallm arked by 
such  d iscussions in  w hich  th e  req u irem en t 
o f o b je c t iv i ty  com es to  th e  fo re ”  (p. 81, 
ita lic s  m in e , T . B .). T h u s  th is  ten d en cy  
re su lts  in  a  m ore o r less ‘co m prehensive’ 
a e s th e tic a l concep tion , focussed  on  th e  
re q u ire m e n t o f rea lism  (p . 81). A ccording

to  th e  la tter  ten d en cy  o r co n cep tio n , th e  
o b je c t a n d  even  th e  ad eq u a te  q u a li ty  of 
a r t is t ic  rep re sen ta tio n  can  be  id en tif ied  
w ith  th e  “ ‘a p p ro p r ia te ’ s u b je c tiv ity ” , o r 
r a th e r ,  w ith  “ th e  self-consciousness o f m an  
re f le c tin g  o n  th e  developm ent o f h u m a n 
k in d ”  (p . 80). T hus, in  th e  lig h t o f th e  
la t te r  co n cep tio n , L ukács’s v iew  im p lied  
in  th e  fo rm e r  one th a t  a r t  h a s  to  ach ieve  
“  ‘th e  po ss ib le  m axim um  in  th e  ad e q u a c y  
of re f le c tin g  th e  objective w o rld ’ ” , “ shou ld  
be  r e in te rp re te d .”  This no m ore  concerns 
th e  re f le c tio n  of th e  o b je c tiv ity  o f th e  
e x te rn a l w o rld  b u t th a t  o f th e  "h u m a n  
essence o f m a n  as ‘being-in-itself’ ”  (p . 81, 
ita lic s  m in e , T . B .). As a  consequence , th is  
co n cep tio n  g ives free v en t to  e s ta b lish  a n  
a e s th e tic s  o f  un iversal significance, w hich 
d isag ree s  w ith  th e  sole “ re q u ire m e n t of 
re a lism ” .

T he  q u e s tio n  to  be p u t h ere  is w h e th e r  
th e re  a re  re a lly  tw o se lf-con ta ined  t e n 
denc ies  o r  concep tions in L u k á c s ’s a e s th e 
tic s . T h e  an sw er to  be rep lied  ra ise s  a  
fu r th e r  is su e , th a t  is to  say , if th e  o b je c t of 
re f le c tio n  com prises th e  h u m a n  essence 
a n d  self-consciousness of m an , in  o th e r  
w ords, if  i t  is  co n stitu ted  b y  th e  in n e r 
w o rld , th e n  how  can it  be co n firm ed  in 
p rin c ip le  t h a t  w h a t is reflec ted  is re a lly  
n o th in g  else b u t  th is  inner s u b s ta n tia li ty  
a n d  n o t  m ere ly  an illusion o b ta in e d  
th ro u g h  e rro n eo u s  reflection . T he an sw er 
to  th is  q u e s tio n  m ay  be t h a t  it is th e  
o b jec tiv e  q u a li ty  of rea lity  th a t  te s tif ie s  
to  th e  a d e q u a c y  of reflection, as fo rm u la te d  
b y  th e  “ fo rm e r” conception of L u k á c s , o r 
a t  le a s t a s  Jó zse f Szili calls i t .  I n  o th e r  
w ords, th e  “ fo rm e r”  conception is  n o th in g  
else b u t  a  conglom erate of m e th o d s  
a n d /o r  f a c ts  t h a t  serve to  v e rify  th e  “ la t 
t e r ”  one . T h u s  th e  “ fo rm er”  co n cep tio n  
la ys  the founda tion  for th e  “ la t t e r ”  one , 
fro m  w h a t,  in  ou r opinion, c a n n o t be 
co n c luded  b y  a  direct logical re a so n in g  
th a t  i t  is  o n ly  “ a  m ore o r less ‘co m p re h e n 
sive’ a e s th e tic a l conception focussed on  th e  
re q u ire m e n t o f rea lism ”  th a t  can  be 
c o n s tru c te d  u p o n  th e  p red icam en ts  o f th e  
“ fo rm e r”  t r e n d .  I n  fac t, i t  poses a  fu r th e r  
q u e s tio n : w h e th e r  it  is possible o r n o t to  
e s tab lish  a n  aesthe tics of com prehensive  
n a tu re  on  th e  g ro u n d s of th e  “ fo rm e r”  c o n 
cep tio n  b y  w a y  o f a  direct logical reaso n in g . 
A cco rd ing  to  Jó zsef Szili, th e  an sw er is no . 
I n  o u r  p re v io u s  sentence, we h av e  u n d e r 
lined th e  a d je c tiv e  of the  ph rase  log ica l 
reaso n in g , n am e ly , th e  w ord d ire c t, fo r as 
is w ell k n o w n , a  num ber of a u th o rs  te n d  
to  d ra w  conclusions from  th e  s ta te m e n ts  
of L u k á c s  b y  a n  “ in d irec t”  logic, in  o th e r  
w ords, b y  a  reason ing  in  d isco rdance  w ith  
th e  log ica l lin e  of th e  w ork itse lf, a n d /o r
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d is regard ing  th e  a c tu a l m ean in f of L u k ács’« 
c e rta in  s ta te m e n ts  in  th e  g iv en  c o n te x t of 
h is  w orks. József Szili, w ho is  a  sup rem ely  
s tra ig h t o r “ d ire c t” th in k e r  h im self, keeps 
a loof fro m  these p rocedu res . F o r  th e  v e ry  
reaso n , he  m ay  even ac c e p t th e  “ fo rm er”  
co n cep tio n  as lay ing  g ro u n d s  fo r th e  la t te r  
one, y e t  in an  im p lic it m a n n e r , app ly ing  
th e  te rm  “ fo rm er” , he  th in k s  t h a t  th e re  is 
no  co rrespondence be tw een  th e  tw o  con
cep tio n s, a lb e it th e  “ la t t e r ”  be ing  tru e  in 
itse lf. H e  p o in ts  o u t th a t  in  th e  “ la t te r ”  
co n cep tio n  th e  ph rase  of “ th e  ob jec tive  
ex is tence  of th e  h u m an  essence of m an  and  
o f ‘th e  m a tte rs  of h u m a n k in d ’ (das men- 
schheilliche) as being-in-them selves” is used 
(p. 152, m y  italics, T . B .), ra th e r  th a n  
“ th e  re a lity  of o b jec ts  a s  b e in g -in -th em 
selves, applied  in  te rm s  o f sociology” , 
on  w h a t no  defin ite  ré fé ren cé  is m ade in  
th e  la t te r  tren d  of L u k á c s ’s aesthetics. 
T ak in g  all th is  in to  co n s id e ra tio n  offers a 
c o rrec t u n d ers tan d in g  of L u k á c s ’s “ la t te r” 
concep tion .

Jó zsef Szili asp ires to  d e te c t  in  th e  core 
of th e  above prob lem s — fo r exam ple , th e  
q u es tio n  w hether re a l ity  re flec ted  by  a r t  
an d  science can be ta k e n  fo r one an d  th e  
sam e one o r n o t —w h a t is  th e  essen tia l 
d ifference betw een sc ien tific  cogn ition  and  
a r t is t ic  rep resen ta tio n . A nd  i t  is ex ac tly  
th is  p o in t of view  t h a t  ad d s  special 
im portance  to  József S zili’s investiga tions, 
a p a r t  fro m  th e  fa c t w h e th e r  th e re  are  
a c tu a lly  tw o  se lf-con ta ined  conceptions 
im plied  in  Die Eigenart des Ästhetischen, o r 
th e ir  re la tion  is b u t  t h a t  o f g ro u n d in g  and  
b u ild in g  a  co n stru c tio n  on  th ese  g rounds. 
T he significance of Jó z se f Szili’s  w ork 
lies n o t on ly  in  th a t  he an a ly ses  L u k ács’s 
g re a t w ork  w ith  th e  u tm o s t ob jec tive  
accu racy  (and n o t p ro m te d  b y  em otional 
m o tiv e s  and  p re jud ices  like  som e critics 
o f L u k ács  do), w ith  a  special em phasis on 
th e  m o s t p rob lem atic  a n d  d e lica te  ques
tio n s , b u t  i t  can also be  d u e  to  th e  nove lty  
o f th e  a u th o r’s sc ien tific  ach ievem en t.

O w ing to  h is sup rem e m o d es ty , József 
Szili t r e a ts  h is ow n id eas a s  th e y  w ould be 
som e of C audw ell’s  o r  L u k á c s ’s th ro u g h ts . 
T he  g re a te s t nove lty  lies in  h is in s igh t th a t  
“ T he h u m an  essence of m a n  is itself a  
p ro d u c t of a  c rea tiv e  p rocess, realised in  
re-creation” (p. 113, th e  a u th o r ’s italics, 
b u t  m y  em phasis also T . B .). H ow ever, we 
m ay  add  th a t  if th e  h u m a n  essence of m an  
is n o th in g  b u t a  c re a tio n , th e n  th e  a p p ro 
p r ia te  reflection  of th e  w orld  in  th e  c rea tive  
p rocess can  be m a in ta in e d  o n ly  b y  p e r

ceiv ing th e  o b jec tiv ity  o f th e  w orld  as it  is 
and  b y  estab lish ing  a n  a p p ro p r ia te  re la
tio n sh ip  betw een  th is  o b je c t iv i ty  and  the 
c rea tiv e  self. T he o th e r  c ru c ia l achieve
m en t o f József Szili lies  in  t h a t  he, from  
an  ep istem ological s ta r t in g -p o in t th a t 
can  be  app lied  to  a r t  a s  w ell, traces back 
w ith  g re a t accu racy  th e  w a y  a s  th e  aesthe
tic  su b jec t can  m a in ta in  i t s  o b je c tiv ity  and 
becom e an  o b jec t itself.

T he d o u b le-roo ted  c h a ra c te r  of Die 
E igenart des Ä sthetischen, b ased  on tw o 
se lf-contained  c o n c e p tio n s—accord ing  to 
József Szili’s op in ion , w ich  ag a in  testifies 
to  th e  accu racy  re lia b ili ty  o f h is judge
m e n ts — can be due  in  th e  la s t analysis 
to  th e  fa c t th a t  G yörgy  L u k á c s  does make 
on ly  sligh t, if  a n y , d iffe ren ce  betw een the 
ep istem ological an d  o n to lo g ica l aspects of 
th e  p rob lem s. T h is  s ta te m e n t  ho lds true, 
even  if in  th e  ligh t o f Z u r  Ontologie des 
gesellschaftlichen S e in s , L u k á c s ’s Ästhetik, 
w rit te n  earlier, com prises  so  m an y  tra ins 
of th o u g h ts , p re v a le n t f ro m  a n  ontological 
asp ec t as well. Jó zsef Szili, in  som e parts  
of h is w ork, in te n d s  to  a p p ly  th e  po in ts of 
view  o f on to logy , to ,  nevertheless, it 
fu n d am en ta lly  re s ts  u p o n  epistem ology. 
T h u s th e  g re a t m e r it o f h is  w ork  lies in 
th a t  th e  a u th o r , w h en  discussing  the 
a rg u m en ts  of C h ris to p h e r C audw ell’s and 
of L u k ács’s, d e te c ts  fro m  p o in t to  po in t 
ap p ly in g  th e  te rm s  a n d  m e th o d s  of episte
m ology, the  c rea tiv e  p ro ce ss  w hich results 
in  th e  tru e  g re a t w o rk s o f  a r t ,  and  a t the 
sam e tim e  he en lis ts  th e  c r i te r ia  th a t  lend 
special g rea tn e ss  an d  fid e li ty  to  these 
w orks of a r t .  H e  u n d e n ia b ly  added his 
ow n ach ievem en ts  to  th e  epistem ological 
aes th e tic s  an a ly sed . T h u s  h is  m ost signi
fican t in sigh t is  th a t  in  th e  tru e  w orks of 
a r t ,  i t  is th e  su b s ta n tia li ty  an d  self-con
sciousness of m an  as  p a r t  o f hu m an  kind 
th a t  is  re -c rea ted . B y  th i s  insigh t, the 
a u th o r  co n tr ib u te s  c o n s id e ra b ly  to  laying 
th e  g ro u n d s fo r a  M a rx is t aesthetics of 
un iversa l im p o rtan ce . I n  th i s  process of 
re -c rea tion , th e  a e s th e tic  su b je c t p lays a  
fu n d am en ta l ro le  a s  som eone  who is 
re flec tin g  and  a t  th e  sam e  tim e  is being 
reflec ted  upon . I t  i s  th e  id e a  th a t  renders 
József Szili’s w ork  e ssen tia lly  h um an . W hen 
read in g  th is  book , a ll th e  issues m entioned 
above, w ill n o t rem a in  m e re  sta tem en ts, 
o u tlined  on ly  b y  in tu it io n . F ro m  th is tim e 
on , th e y  do  n o t lack  sc ien tif ic  clarification.

T am ás fíécsy
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2 D av is, M u rray : T he V irginian: social D a rw in is t p asto ra l. I n :  A c ta  L itte ra r ia , V ol.
23, 1980 (Nos 3 4) p p . 2 7 1 -2 7 9 .

3 Schorer, M ark : T echnique as d iscovery . In :  T w en tie th  C e n tu ry  L ite ra tu ry  C r i t i 
cism ; A R ead er. E d . b y  D av id  Lodge. L o n d o n , L o n g m an , 1972, p p . 387 400.
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Mihály Babits
( 1883- 1941)

KÁLMÁN PÁLMAI

Mihály Babits, one of the great figures of twentieth century Hungarian 
and universal literature, was born one hundred years ago. He was a  poet, 
a  w riter of prose, a literary historian and an outstandingly talen ted  translator 
of literary works, who bequeathed one of the richest and most m ature  œuvres 
of our literature to  his nation. However, the development and form ation of 
the great curve th a t may be drawn of his career cannot be described as having 
been free from obstacles. His colleagues and contemporaries were almost 
w ithout exception classicists and renewers of our literature, like himself. And, 
for the most part, they were fellow-workers of the famous periodical, the 
Nyugat. I t  was launched 75 years ago, in 1908. We find among his contempo
raries Endre Ady, the revolutionary innovator of our poetry — the  m an who 
opened a new era in our literary  history and paved the way for the  truly 
difficult journey th a t H ungarian literature of this century was abou t to  make. 
Dezső Kosztolányi and Árpád Tóth, are in many respects, fellow writers 
who are related in their artistic-aesthetic accomplishments, as is the  very 
talen ted  Gyula Juhász. He was a w riter who, in the socially and intellectually 
lim ited atmosphere of the years of the  tu rn  of the century, was still fairly 
a ttached  to  the as yet backward H ungarian countryside. His centenary  also 
falls in this year. And beginning simultaneously with B abits’ career were 
those of two im portant writers of prose in the period, who are still read  today 
and whose m astery has still not lost its effect. One is Gyula K rúdy who created 
prose of world literature standard  in portraying the disintegrating world 
of the gentry — whose historical role had ended — by merging together planes 
of tim e and with masterly depiction of the realms of consciousness. The other 
is Zsigmond Móricz who by depicting rem arkably the peasant world and the 
Dance of Death, Úri muri of an order of the gentry who had lost their pos
sessions, their status and their hum an credit created one of world litera tu re’s 
m ost characteristic works of prose in the spirit of realism.

Mihály Babits was born into a civilian family of noble origin. He was 
born in Transdanubia (on November 26th 1883, in Szekszárd) a region which, 
rich in its natural endowments also plays a large part in the form ation of
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H ungary’s literary, a rtis tic  and intellectual life. This town is also still the 
centre of the Babits cu lt today . He completed his university studies in B uda
pest, having read H ungarian  and Latin a t the  college for humanities. I t  was 
there  th a t he m et Dezső Kosztolányi and G yula Juhász — colleagues of 
his — who later becam e fam ous at the same tim e as him. He worked as a 
gram m ar school teacher in  several schools around  the  country. Throughout 
his life he never severed relations with the Nyugat periodical. The first world 
w ar intensified his sense of responsibility tow ards society — he wrote anti-w ar 
poetry  of great artistic  force and effect. (Before E aster — Húsvét előtt — 
Fortissimo).

On account of these poems he was forced to  resign his post as a teacher. 
In  1918-1919 he greeted the  bourgeois dem ocratic revolution and then  the 
H ungarian Soviet Republic with enthusiasm first. The latter secured him 
a  university chair. A fter the  defeat of the R epublic he was not spared by the 
counter-revolutionary order which had in stitu ted  itself for a quarter of a 
century. He was deprived n o t only of his position a t the university, b u t also 
of his pension. He was excluded from the lite ra ry  societies and was placed 
under police supervision for a while. As a result of these unwarranted harass- 
m ents he was overcome by  disillusionment and  turned  away from public 
life. He got married in  1921. His wife, Sophie Török, was also well-known 
as a  poetess. By the  end of the 1920s the road to  success once again lay open 
before him. Ever since the  first world war he was one of the leading lights of 
the  N yugat and from 1933 onwards he became its  chief editor and practically 
its  sole director. As editor-in-chief and as cu ra to r of the im portant literary  
— the  Baumgarten — prize, his activities had  a dual effect: artistic values 
were upheld but a t  the  same time the theory  of literature being a force of 
society was rejected. Dezső Kosztolányi says abou t him: “Both as editor 
in  chief and as curator he carefully guarded his position outside of the p a rty  
and  above political m ovem ents, but this d id  become increasingly difficult 
in  th a t  period when in  — fighting between political parties grew to  world 
dimensions and finally, was impossible to m ain ta in .” The same polarization 
which is present in his lyrical poetry also appeared in  his essays, in his literary  
and political views and  in  all of his activities. A t the  end of the 1930s there 
was in him a leaning tow ards the left of m oral origins. In  1938 he wrote the 
following: “W hat will happen  if we are covered by  th a t flood of ty ranny and 
barbarism  which in th is  sad  Europe will be on the  doorstep of every place 
where even the tin iest gap has been left open for hum an rights and public 
freedom ?” As regards his morality and artistic  testam ent, there was no 
deviation from his pure rig id ity  — even in his las t writings. In 1937 his fatal 
illness, cancer of the  th ro a t, was diagnosed. H e died, in 1941, in the m idst 
of devastating suffering. H is burial was a day  of mourning for Hungarian 
literature tha t was progressive and comm itted. Amongst those delivering
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speeches a t his grave, there were his poet successors (Gyula Illyés, Lőrinc 
Szabó and A ladár Schöpf lin) and the great critics of his generation.

Mihály Babits was one of the m ost original creators of our literature 
and the m ost significant figure of the  “N yugat’s” first generation besides 
Endre Ady and Zsigmond Móricz. He was, a t the same time, one of the  most 
expert philosophical thinkers and generally cultured men. There were few 
to m atch him in this. The stance of opposition with which he s ta rted  out did 
not develop into a radicalism of bellicose political content — he rem ained in 
his outlook a liberal reformer filled w ith a sense of commitment. In  this 
aesthetics of poetry he is one of the m ost organically cultured artists , as 
regards form, and he is an innovator of H ungarian poetry. His novels, essays 
and prose-works in general are significant milestones in our reborn literature. 
In  1927 his novel of “period value” , Halálfiai (The Sons of D eath) appeared. 
Its  them e — mirrored in the fate of three generations — is the decay of the 
world of the  Hungarian gentry, and cultural life a t the beginning of the 
century. The many autobiographical elements interwoven in the  novel, its 
richness of form, and the awe-inspiring colourfulness of its language make it 
an outstanding accomplishment among Hungarian novels. B abits is also of 
considerable importance as a “man of le tte rs” and as one who h ad  thoughts 
on literary  history. His work system atizing the history of the  literature, 
“The H istory of European L iteratu re” (Az európai irodalom története, 
published in 1934-1935) is, even today  an indispensable source for the  man 
researching the roots and connections of Hungarian and world literature. 
He pursued his critical, essay-writing and theoretical activities alm ost con
tinuously throughout the progression of his career and it was always of a high 
standard, rigorous and sometimes controversial in the spirit of its  aesthetic 
form. The thoughts he expressed on the  great figures of Hungarian literature 
of the past (on Mihály Vörösmarty, Sándor Petőfi and János Arany) and his 
opinions on them  make reading m atte r whose message is still relevant today. 
Babits’ outstanding achievements in literary  translation (only comparable 
to those of János Arany in our literature) have rendered num erous classics 
of world literature accessible to  the H ungarian public. He tran sla ted  into 
H ungarian masterfully — and with the  realism demanded of a lite ra ry  trans
lator — such works as D ante’s Divine Comedy (Isteni Színjáték) Shakespeare’s 
The Tempest, Goethe’s Iphigenie auf Tauris, and the marvellous medieval 
hymns of Holy Love (Amor sanctus). H is knowledge of philology, his excep
tional sense of form, his artistry  in handling it and his ability to  feel a poetical 
em pathy are all combined in these literary  translations. In them  he does 
approach the ideal of the perfect translation. Pál Réz wrote of him: “He 
managed to  tailor the poets he chose so successfully to himself and  to  the 
H ungarian language, as to  be able to  express his problems as a  m an and 
as a poet and often the problems of the  current times as well, through his
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lite ra ry  translations.” A t the  end of the 1930s the  leaning to the right of his 
coun try ’s home policy, the  growing fascism in E urope and the writer’s aw are
ness of the proxim ity of the  second world w ar, inspired him to make new 
declarations. This was how he came to write one of his main life works (Jónás 
könyve [The Book of Jonah], 1937). In the tragi-com edy of Jonah the p ro
tagon ist’s touching flight aw ay from what is prophesied and his brave discov
ery of himself is the portrayal of Babits’ “ro ad ” ; th a t of the individualist 
poet who goes his own way. Such a poet senses and  actually knows th a t  he 
cannot disappear onto his own island and in to  his own world, away from the 
world of humans and the reality  of society. I t  is for this reason th a t he m ust 
w ithhold from politics his behaviour of the artis t who locks himself away from 
the everyday affairs of the  world. Jónás könyve (The Book of Jonah) is a sum 
m ary  and  a poem a t the same time, which brings his life to a close; it  looks 
fascism straight into the  eyes and is a t the same tim e a self-confession and 
a self-criticism, too. I t  was in this particular g rea t work of his and in his last 
poems of farewell Ősz és tavasz között (Between autum n and spring); Csak 
posta voltál (You were only the go-between); Balázsolás (A celebration of 
St. B laze); Talán a vízözön (Maybe the flood) th a t  his rich spirit rose up 
against violence to Thomas Mann like heights of bourgeois humanist oppo
sition. The hundredth anniversary of Mihály B ab its’ birth is one of the great 
celebrations of writing in a  hum anist conception and of universal literature.
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On Hungarian Literature
(AN E SS A Y  F O R  F R E N C H  R E A D E R S ) 

M i h á l y  B a b i t s

Europe has hardly any conception of Hungarian culture, and to  tell 
the tru th , has not been much interested in  it. The small proportion of H un
garian literature which has reached foreign audiences — either by accident 
or by being directed towards international m arkets — cannot have represented 
it; and even if it could, i t  remained in isolation, unnoticed. H istory is not 
w ithout parallel examples of a situation in  which an enormous catastrophe 
casts light upon quite exceptional values: H ungary had to become the victim  
of an inconceivable political mistake in order to  make the world realize th a t  
this small, neglected nation had something to  contribute.

The Hungarian spirit had already been predestined to  add a distinctive 
and new voice to  the European concert, and th a t  by the kind of predestination 
which causes special compounds to  produce the  most unexpected crystalliza
tion. The Hungarian spirit is tru ly  a special compound constituted of the 
remotest elements. The basic forms of thought are certainly determ ined 
forever by language, and there is no other language in Europe which is struc
turally  so distinctive. Hungarian has no close relative in the languages here, 
and indeed hardly has any relative in the languages of the world. I t  possesses 
a  remote and strange Asiatic tone th a t makes even Russian seem kindred 
to  W estern idioms. This language of ours corresponds to a phlegmatic, yet 
ardent Asian spirit and to a realistic way of thinking th a t evolved in the vast 
areas between huge rivers and on endless steppes; it  corresponds to  soberly 
preserved folk-customs, to  an especially keen sense of rhythm , and to  a  highly 
distinctive kind of music.

However, this hardly proved more influential on European culture 
than  the prim itive or exotic culture of some faraway nation — though H un
garian literature deserves far more attention than  some mere ethnographical 
eccentricity. Hungarian culture is not foreign to  Europe; rather it  is a  specially 
related branch, or the reflection of Europe in the mirror of another spirit — 
since other languages correspond to  other spirits as language itself dictates. 
I t  is often said th a t a kind of unilaterality in Greek culture is due to  the use 
of a single language; bu t a t the same time i t  is true th a t a multilingual culture
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grows m ore plastic in the same way the various phenomena of the stereoscope 
are b u ilt ou t of twin-images. H ungarian culture became “a western one a 
thousand  years ago” ; the language, and the spirit, are oriental even to  this 
day. A nd yet does this wonderful amalgam no t possess a real in terest for 
Europe, offer a real illum ination? Eor i t  is more than just a decadent or 
exotic im port, bu t a particu lar flowering of Europe itself tha t, by being 
p lan ted  in  a restricted spot and in foreign soil, has developed new tones and 
odours.

Indeed, Saint Stephen the  King1 dedicated his country to  the Virgin 
M ary a  thousand years ago, and so she became the goddess of western culture, 
since H ungarians (who are not mystifiers) accepted the new religion as a new 
culture. T ha t is, they adjusted to ta lly  to  new circumstances th a t would not 
to le ra te  heathen and nomadic ways of life. Being late arrivals in the Great 
M igration from Asia they  were obliged by their European neighbours to  adopt 
C hristian civilization. Adoption of it, or annihilation by it, were the  only 
choices open to  them. And in this they were completely conscious of the 
s itua tion  they  found themselves in. They possessed a certain kind of culture: 
th ey  h ad  gods, they created m yths and songs, and even an alphabet through 
which to  praise their deities. All this had to  be forgotten, even those letters 
once carved  in wood. European parchm ent demanded a new alphabet. The 
oblivion of the old dispensation signalled the dawn of Euro-Hungarian culture: 
a b itte r  s ta r t  to  a difficult process which took centuries. The old deities proved 
obstina te  b u t in the end even they  had to  yield to  political judgment, to  the 
reasoning of a nation th a t w anted to  survive and was thus able to  survive. 
A nd so th ey  retreated and buried themselves in the depths of the language, 
in unconscious shelters of the mind, and under the trium phant new religion’s 
vestm ents also; so well did they  hide, these old deities, th a t later poets and 
inquirers could not even locate their names.

This process is typical of H ungarian culture’s history within Europe. 
I t  is th e  story  of a struggle between east and west; and each stage of develop
m ent, each new literary phase is a new defeat of the old gods who, nevertheless, 
do n o t entirely abandone the struggle. On the  contrary, in obstinate revenge 
they  assim ilate every foreign thing, transform  every new arrival, screen every 
new influence . . . Their first revenge was spiritual barrenness in mediaeval 
H ungary . After all, what kind of culture could have resulted from a foreign 
asceticism , even with the m ost resolute a ttem pts a t adjustm ent and the most 
sincere wish to  create such a  culture? “De strigis quae non sunt, nulla fiat 
m entio” , declared Kalman of the Books,2 king of Hungary. And common 
sense, which made Hungarians accept Christianity, protected the country 
from  th e  mysticism of the superstitious Middle Ages. And old gods had  been 
deities of Nature, and H ungarian attem pts to  live by an ideology th a t rejected 
N atu re  as contemptuous were futile. Euro-H ungarian culture could only bear
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fru it when western thought finally returned to the springs of Nature, a t the 
tim e of the Renaissance.

I  am not referring to the ephemeral Renaissance splendours of Hungarian 
princely courts with their teeming Italian artists and hum anists, a splendour 
th a t was to fade so rapidly in the  face of Turkish invasion. However no storm 
could extinguish the flame th a t had a t last flared up in the Hungarian spirit. 
And the tru ly  representative man of the H ungarian Renaissance, Bálint 
Balassi3 — who was also the first great H ungarian poet — lived in the period 
of the most b itter fighting and indeed was killed in the struggle against Turkish 
barbarity. Often called the Hungarian Villon, Balassi was a haughty and 
reckless exile though he was always more lord th an  vagabond. In  the intervals 
between battles and chivalrous love-affairs, he read Ita lian  and Latin Renais
sance poetry, lying beside his horse in the grass, and these voices from the 
west released his innate oriental fantasy, released emotions th a t had been 
suppressed and silenced by western religion for such a long time. Thus, he 
became the m aster of the “flower-songs” , th a t heathen nature-poetry of earlier 
Hungarians, and in doing so he became a poet of European standards in 
artistic terms. This lyric poetry is characterised by an oriental richness of 
imagery and a Biblical allusiveness which originated in the mind of the people. 
This represented an urge which could no longer be suppressed and which was 
able to create a “poetic school” among prosperous landlords and the courts 
of powerful magnates.

Meanwhile Hungarians were experiencing the crises of the W est’s 
intellectual ferm ent with an ever-increasing vehemence, while also living 
through the crisis of their own survival in a period of strife and destruction. 
In  addition, this was also the moment when the nation realized its historical 
mission and these phenomena were — in a curious way — interrelated. H un
garians regarded themselves as the guardians of western civilisation. However, 
they also had to  preserve their own orientalism and to  protect it  from western 
influence, as symbolized in their neighbour, the highly centralized Hapsburg 
monarchy. In  the west, Reform ation and Counter Reform ation came in alternate 
waves, and H ungary had her own desperate polemicists, had  her own Bossuet, 
a strange, vulgar, plebeian Bossuet however, bu t yet a figure who established 
the a rt of Hungarian prose through such polemics in these centuries. B ut these 
polemics were not simply disputes about religion or literature: the issue a t 
stake was the existence and the historic mission of the nation itself. Catholicism 
in part meant Austria, while Protestantism  was alm ost synonymous with the 
Turkish cause, since the Reform ation had been able to  find shelter only under 
the auspices of the O ttom an Empire. These rival empires represented east 
and west, and between them  our nation in its special destiny swung like 
a pendulum. Hungarians were well aware th a t they were not perm itted to  
choose their fate. The genius of mankind had placed them  on the frontier of
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two civilisations and they accepted their paradoxical fate quite consciously.
This a ttitude  is well represented by the great H ungarian epic poem 

of the seventeenth century4 by  Zrínyi. An aristocrat who was also one of the 
greatest leaders in the struggle against the Turks, Zrínyi also wrote in the 
areas of political and m ilitary science, and was one of the  m ost learned 
statesm en of his age. Following on from the earlier verse chronicles which 
often lacked in quahty, he adopted the  example of Virgil and Tasso to  write 
a sombre and  fatalistic Christian epic, the main hero of which was his ancestor, 
a m arty r who accepted his death  for the Christian world as the will of God. 
M artyrdom  was granted to  the  poet as well as the nation as a whole.

Hero, poet and nation were well aware of their loneliness, abandoned 
to  a m artyrdom  th a t was ignored and exploited by Vienna and Europe gener
ally. This tragic sense of fate adds its  sombre tone to  th is H ungarian heroic 
epic w ritten  in an ancient prosody far removed from Tasso’s playful artistry  
in rhythm s, and this despite its  oriental abundance of imagery and colour. 
And the  same adds its sombre tone to  Hungarian life itself, th a t stands torn 
between extrem es of barbarity  as the  despised guard and the despised lover 
of culture. The nation, even if m om entarily cast on the bosom of Turkey by 
an in stinct of self-preservation, is in intellectual term s closely connected with 
western civilization. The small principality of Transsylvania managed to 
develop itself into a French-style cultural “island” , despite its steep m ountains 
and its  violent conflicts. Here lived Hungarian Saint Simons and Hungarian 
Sévignés. A protestant minister became a follower of Descartes, while Prince 
Rákóczi5 was an ally of Louis Quatorze and a “French” writer. In  addition, 
however, highly original ideas were born in the minds of Transsylvanians and 
of “k u ruc” soldiers protesting against Austrian influence. Hungarian Saint 
Simons and  Sévignés remained H ungarian to  the backbone, and never before 
do we find  such an upsurge of folk-poetry as in the songs of Rákóczi’s “kuruc” 
soldiers, a t  first trium phant, then  despairing, and finally defeated and hunted.

Nevertheless, these “kuruc songs” were the swan songs of early H un
garian literature. After the final defeat, Hungarian culture was oppressed 
by every means the Austrians could attem pt, involving centralization, and 
virtual internationalization. E very  national effort seemed in contrast a 
Quixotic dream , while culture appeared to  flow exclusively from Vienna. 
The royal court of Austria resolutely Germanised all schools and adm inistra
tive offices, and Maria Theresa lured the young aristocrats to  Vienna th a t 
they m ight forget their m other tongue through an education in the levelling 
spirit of the  Gesamtmonarchie. Thus Hungarian became a neglected, plebeian 
speech. E ven  the lesser nobility communicated in Latin  rather than  H un
garian. L ike the ancient gods in the middle ages, the Hungarian spirit was in 
hiding am ong the poor, and by the  middle of the eighteenth century Hungarian 
literature was practically non-existent.
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But it was a mistake to believe th a t Hungarians could be so enchanted 
by western culture th a t they would forget their own. On the contrary, each 
encounter with western culture was an illumination and a reminder, just as 
the tree reminds us of the flower th a t used to bud on its branches and whose 
withering breaks our heart. The renaissance of Hungarian culture came from 
the most unexpected quarter, Vienna, and through the medium of young 
aristocrats nurtured a t the court on the internationalist ideas of the French 
Enlightenm ent. This awakening of thought required a revitalization of the 
language. Disgrace and recrimination revolted. And soon H ungarian Rousseaus 
began to stam mer: I  say “stam m er” , since their mother tongue had suffered 
retrogression and impoverishment during the century of silence. A fantastic 
number of new words were required, more flexible phrasing, more compactness 
and sophistication than  the old, awkward language. Devoted advocates 
of the neological tendency appeared on the scene, and fanatical opposition 
to  them sprang up a t  once. I t  was another battle between east and west, 
a chapter in the great cultural struggle th a t  has been characteristic of Hungary 
from the reign of Saint Stephen up to  the present day, a struggle th a t  has been 
woven into the internal affairs of the nation.

Anyone who is familiar with the atmosphere of literary dispute and the 
recent conflict surrounding Nyugat,6 or the controversies over A dy’s poetry 
— controversies which have not yet ended — will know th a t  these battles 
are far more vehement than  ordinary literary disputes. They have the intensity 
alm ost of political struggles for survival, as if the nation suspected th a t its 
cultural mission were indeed a cultural one. The result of these conflicts is the 
special amalgam I  have already mentioned: a constant progress and a stubborn 
faith  — interlocking cogwheels of east and west with which each advance is 
achieved by the fruitful connection of the two.

One such fruitful impetus was the neological tendency ,7 a heroic effort 
to render a poor, neglected Asiatic language capable of expressing the  treasures 
accumulated by the great Hungarian nations, and in a refined style appro
priate to the task. The effort produced an unexpected result: there is hardly 
any language in Europe th a t places a t the disposal of the hum an mind the 
same degree of flexibility and versatility. Any speaker of H ungarian who 
has studied western poems with the finest Hungarian translations will agree 
th a t  in H ungarian one can express almost any theme with the  compactness 
of English, the clarity of French, and with a perfect ability to  reproduce all 
the lyric forms of classical and modern literature.

This unexpected richness tem pted the first generation of writers to 
eclecticism. The Hungarian spirit was indeed intoxicated w ith its attem pts 
to  render each literary form, to  conquer each area of culture. E very  success 
added a new flavour, produced new, successful hybrids. Hungarians came to 
realize th a t nothing was foreign to  their language and they  craved to  experience
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all th e  ancient and modern achievements of the hum an mind. Everything 
gained new meaning with th is recognition. I t  was a t th is point th a t the H un
garian poets8 discovered the  b eau ty  of mystic moods and  a kind of philosophical 
m elancholy for which the  melancholy of Hungarian history provided a new 
background. Another poet a ttem p ted  to express the  element of sobriety in 
the  H ungarian  make-up by using Horatian rhythm s. Hungarian sobriety is, 
however, different from th a t  of Horace. This is a fierce sobriety, even if a 
paradoxical one. Thus th e  classical poems were given a new flavour when 
w ritten  by  a Hungarian poet, resulting in no less flavour and perhaps more 
nobility  and fire than in the  L a tin  poems. In  addition, a poor, profligate, 
young p o e t9 returns to the freshest and most distinctively H ungarian rhythm s 
in lyric poetry by studying Italo-G erm an Baroque poetry. Original freshness 
grew richer through this experience of the Baroque fullness of mannerism. 
I t  is a  symbolic detour: th a t  is th e  way in which the H ungarian spirit returns 
to  itself saturated  by the riches of the west, and returns indeed to  a new self. 
And b y  being the most distinctive instrum ent of the  huge orchestra, it  takes 
upon itself all the burdens and responsibilities of the  entire European concert.

The Romantic period is also the era of national revival all over Europe. 
The p rophet of Hungarian revival, Count Széchenyi10 who — by being educated 
abroad  h ad  followed the same detour — defined the  aim of his immensely 
influential agitation in th is w ay: “To save a nation for M ankind.” To save 
a special colour tha t is no t to  fade, a special voice which is not to  be silenced. 
Is n o t th e  deliberation of th is statem ent striking? Is no t th is European-ness 
unusual in  nationalism, especially unusual internationalism  ? I t  was a tragic 
European-ness, to be sure, for Austria, the nearest European neighbour did 
not welcome at all this gift to  Europe. Each m odern a ttem p t a t national 
revival led merely to ill-fated revolution resulting in  the  almost to ta l eradi
cation of the  Hungarian nation  and, indeed, to  its p rophet’s insanity. The life 
of th is  nation  was neither unified nor continuous: the  nation dies again and 
again b u t by some obstinacy of its  spirit it always rises again. I ts  history is 
full of “Mohácses” , an expression deriving from the  battle  th a t  resulted in 
Turkish invasion and partition  and used to  denote national catastrophe 
generally. A station on the  via dolorosa or Calvary from  Mohács to  Trianon 
is defeat in the War of Independence th a t started  in 1848. The resulting sur
render led to  the oppression of a  first-rate literature by Austrian censorship, 
for by  th a t  time Hungarians h a d  no reason to  be asham ed of their literature.

There were, a t least, some high points and peaks, isolated pinnacles of 
the larger European cultural chain, peaks which seemed less than  the very 
highest merely due to a certain  perspective. The great H ungarian rom antic 
poet differs so much from the  standard  poet/patriot th a t  the difference m ight 
be said to  make him European rather than H ungarian, or European as well 
as H ungarian . Vörösmarty11 experiences patriotism  as an issue concerning
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Mankind as a whole, as Széchenyi did, and his experience is coloured by a 
special zeal because he is aware of his nation’s tragic position in the “homeland 
of nations” to  which it cries in vain, unheard, its grave coldly noted with 
indifference.

This tragic sense of fate, this distinctive and extreme condition, leads 
the Hungarian poet to  confront problems of European nationalism which are 
still very real, even more real today than in the past. The poet remains oriental, 
although with new W estern ambitions: he begins with Virgil and intends to 
write a H ungarian Aeneid, which, however, bears more resemblance to  The 
Arabian Nights, despite its use of a classical hexam eter unrivalled since the 
Augustan Age. This rich imagery permeates the  language and fills Hungarian 
poetic style with an enamelling fire — th a t  is, with a simultaneous under
standing of the world’s treasures and the sensation of a measureless infinity 
which gives even to  poems based on folk tales a special, philosophical tone. 
This process also contributes to  the tragic zeal of the poet who is bound to 
the problems of his nation. The national spirit is, after all, unable to  accept 
the discipline of epic poetry and manifests itself instead in lyric verse, in a 
kind of lyric verse th a t  is not homogeneous and is often clumsy. In  a few 
poems, however, especially where the poet abandons the easy balancing 
of grandiose images and intense emotions, i t  is fully comparable to  the finest 
achievements of European lyric poetry. And as a sense of the approaching 
national catastrophe leads to  the continuous poetic exploitation of this aban
donment of easy balance, so the airborne lyric flies higher and higher. The 
broken poet is neurotic like Széchenyi, and alcoholic because — as Ady12 
says — every H ungarian genius who identifies with his fate needs ecstasy in 
order to live. And th is half-dead half-living poet sets the fear of fate to  music 
by playing on the nerve-ends of man, on such crazy dross, and w ith an inten
sity  th a t cannot be reproduced by citizens of more favoured nations.

By th a t point, however, the Hungarians were drunk on the words of 
a different and younger poet who had nothing of this tragic sense of fate. 
Being young and of Slav origins, he rejected it, and by this rejection made 
himself the ideal revolutionary poet who is able to  express the momentary 
passions of his age w ithout staggering under the burden of the past or concern 
for the future. And indeed there is hardly in world literature a poet who is 
simpler than Petőfi,13 who was able to set to  verse the uninhibited enthusiasm 
of youth which unm atched passion and spontaneous ease. Perhaps it  is this 
simplicity which accounts for the fact th a t he is the most frequently translated 
and best known poet outside Hungary. The simple forms of folk-songs provide 
the models for his youthfully easy and simple poetry, and no wonder, for he 
was a child-hero of democracy. And the revolution for which he fought and 
in which he died a m arty r’s death might be said to  be democracy’s child-hero 
also. And yet Petőfi cannot be considered only as a narrow-minded, cultivated,
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plebeian poet, or a political poet only through the revolution itself. Folk- 
poetry  was the source of much true  poetry in  the contemporary Zeitgeist, and 
its cu lt d id  not lead to  lim itation to  the nation or the region bu t ra ther to 
an expansive richness in line w ith the simultaneous expansion and enrichm ent 
of w estern culture. This popular-national era in Hungarian literature could 
never m eant detachment from  European civilisation, nor was Petőfi the 
Naturbursch he is sometimes described as. I t  is characteristic th a t  in 1848, 
in th e  exciting time leading up  to  the revolution, the three greatest poets 
of th e ir age combined their powers to  translate Shakespeare into H ungarian. 
For one m ust not forget th a t  in  the memorable year the Hungarian national 
cause was closely intertw ined w ith the cause of liberty and progress in  Europe. 
Petőfi, th e  laureate of the national revolution, was an idealist socialist and 
an anarch ist as well. Y et there is no other poet in world literature whose eyes 
beheld th e  column of fire, n o t covered by R eality’s mist or O pportunity’s 
lim itations, and beheld it  so brightly  and simply. This is a seer’s concrete 
idealism, in a naive yet divine youth who makes Shelley look like an incon
siderable dreamer, Heine an incredible cynic, and Hugo a mere posing actor. 
Pető fi’s idealism possesses both  the unique sobriety of the modern H ungarians 
and a  prehistoric freshness. He is a poet of ideas, ideas for which he sacrificed 
his life, b u t he is also the au thor of robust love-poems and descriptive passages 
of an intensely pure realism. Those scenes of the old Hungarian steppes in  his 
verse prove him to be a m aster of poetic description, an a rt which is all the 
more rem arkable in its m onum entality when one considers how unconscious 
i t  is.

This poetic realism was fully adequate to  expressing the spirit of th a t 
dem ocratic era and the older Hungarian psyche. Petőfi was succeeded by 
another great Hungarian realist whose works show elements of naturalism  
long before the formation of European nationalism. In  his first long poem, 
János A rany ,14 a giant of epic achievement, had followed Petőfi’s example 
in creating the eternal rustic figure who typified the emerging democratic 
nation, a  figure personified in  a semi-historical Magyar Hercules depicted 
with m onum ental actuality. This Hungarian Hercules was, however, the 
creation of a modest and hypersensitive poet, who, while seeking the  most 
scrupulous realism and the sim plest indigenous literary  forms, achieved an 
a rt of unrivalled poetic plasticity . I t  was Arany also who created from a form 
of ancient Hungarian epic verse related to  the French alexandrine a modern 
poetic instrum ent with rich and distinctive tones. Austrian oppression resulted 
in a positive development of his lyric poetry. If zeal is the proper domain 
of Vörösm arty, and passion th a t  of Petőfi, then Arany is the m aster of melan
choly. H is poetic vigour prom pts him to plum m et the darkest and most 
inconsolable regions of H ungarian peasantlife, while also enabling him to  reach 
the highest levels of prosody and literary technique. He is a genuine -poéta
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doctus with the modern bard’s raffinement. A foreigner can have little  or no 
idea of the complex music of his words, words which never lose the  touch of 
rustic wisdom. A t time, his art is akin to  Tennyson’s; like Tennyson he is 
a dedicated moderniser of national epic, having composed an enormous trilogy 
based on ancient myths. This m aterial is centred on the figure of A ttila, king 
of the Huns in the pre-Christian era, and  on occasion it is significantly related 
to  Germane mythology. Hungarians having accepted Attila as their progenitor, 
who had pitched his ten t in the same p a rt of Europe, the poet cast him as 
a Hungarian K ing  Arthur. Unlike Tennyson, however, Arany possesses enor
mous powers of construction which employ rocks rather than  pavilions, powers 
which are quite distinct from the syrupy ease of his English colleague. As a 
naturalist, he is never lost in pre-Raphaelite sophistication, and while his 
poems are no less elegant than Tennyson’s the chords of his a r t  are remote 
from playful artistry . His celebrated ballads culminate in the elucidation of 
guilt like Shakespearean tragedies, while A ttila ’s fratricide im parts a grave 
lesson to  the nation and simultaneously is the centre of a masterpiece of 
ruthless psychoanalysis. In tending tow ards the analytical-psychological novel, 
A rany’s later epic poems recall Browning rather than Tennyson. His lyric 
poems depict the sufferings of age w ith an almost physiological precision and 
reflect the first pressures of modern m etropolitan life.

Arany was older than the great B ritish poets I have compared him to, 
and he was contem porary with the first Hungarian novelists and their flow
ering. The heroic unfolding of superb characters in an outmoded, primitive 
society always creates a lyric culture, and it is really the lyric form which 
Hungarians raised to  an unequalled level, in which they trium phed over the 
nations of the world. To a large ex ten t, this resulted from the  fact th a t 
H ungarian literature, despite its uniqueness, lacked an audience. For the novel 
is as much the product of an audience as of the writer, the public being, so to 
speak, the subject and the addressed consumer of the novel. Thus the H un
garian ability to  know man and reflect his life had been restricted to  verse 
before the advance of democracy led to  a more modern way of life. W ith  that, 
the novel was awakened also and soon after it  reached positively to  its  zenith : 
in the hands of a  highly intellectual statesm an, it was com m itted to  the 
promotion of democratic change and social aspiration, for K em ény15 saw 
the  reality behind the wheels of H istory, history which thus became magistra 
vitae indeed. Often referred to  as the  H ungarian Balzac, ho more closely 
resembles Scott in th a t he exploits the adventurous history of a small, moun
tainous country, Transsylvania. B ut K em ény’s Transsylvanian history is 
not simply a m atter of settings and costumes. He is concerned w ith the  dessous 
of events, the fatal game of motives, the secret impulse in politics, veritable 
avalanches which can be started by a single step of Fate, th a t terrible moral 
fate which spins life’s dark and tragic gossamer from petty  foibles and scarcely
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detectable faults of character ra the r than  from our venial sins. The threads of 
this gossam er are psychic cords, and there are chapters in Kemény set in the 
depth of our psyche and employing an advanced psycho-analytical form of 
monologue intérieur — or rather dialogue intérieur. Kem ény, by his strict sense 
of rea lity  and  his insight into underlying motive, becomes one of the greatest 
publicists in  political life. His politics are not those of K ossuth16 but of D eák ,17 
or, if you wish, of the defeated nation’s wisdom in compromising, a decision 
which led  to  the Austro-Hungarian Monarchy. This compromise found little  
sym pathy  among the H ungarian people but i t  d id  m aintain peace and m ade 
possible social and cultural development. In  th is period of intellectual exhaus
tion an d  em ergent commerce, solemn lyric verse was silenced, and the novel 
became a  dom inant literary form. And soon i t  tu rned  from Kemény’s ideal 
of a novel reveaUng deep secrets and bitter tru th s , to  produce a new style 
designed to  entertain  readers, to  help them  escape to  the  imagination, to  soothe 
and m anipulate  them with the magic of a rt and of hum our. The leading authors 
of th is period were Jókai18 and M ikszáth ,19 both  well known abroad as well 
as in H ungary . They introduced a magical ease in to  Hungarian narrative 
which m akes foreign authors appear clumsy in their work. Jókai is the direct 
descendant of the oriental story-tellers; he throw s all gravity out of the boat 
and heads for the most bountiful and fantastic dream-coasts th a t appear 
and vanish . In  translation his work may sound like the  usual kind of adventure 
story because the translation lacks the impulsive magic flow of the H ungarian 
language. These novels are apparently  set in unreality  where the lim itations 
of rea lity  are surpassed and th e  hero, like the prince in  the fairy-tales, escapes 
into th e  Impossible with to ta l ease. This unreality, however, has a deeper, 
innate reality , th a t of the oriental spirit which would not bow under the 
yoke of m odern, dull, compromising life. I t  also possesses some ancient roots 
among folk-tales, roots which are revitalized by  the  characteristic hum our 
of H ungarian  folk-tradition. Jó k a i is an overproductive writer, often uneven, 
who tru s ts  to  the grace of an inspired moment: and when this inspiration is 
present he becomes a genuine m aster, a t ease equally with rustic reality and 
the U top ias of space and tim e. H e is more th an  a  Hungarian Dumas-père and, 
especially in  his shorter stories, fantastic or humourous, he shows signs of 
a unique ta len t even when compared to the best European authors.

I f  Jó k a i tells stories, M ikszáth is the m aster of anecdote, another escape 
from rea lity . Humour which was a refraction of reality  in Jókai’s dreamworld 
provided Mikszáth with an opportunity  to trea t reality  as a game. Stylistically, 
the realistic  a rt of Mikszáth can be compared w ith the greatest European 
w riters, especially the English writers. B ut w hat he lacks is the responsibility 
and seriousness of a great writer. He is the poet of the pre-war decades, like 
his age he was apathetic and opportunistic to  a degree. Never failing to  see 
the hum ourous side of things, he answers the im m orality and bleakness of
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his age with a smile. While the objective and  the phlegmatic a ttitu d e  of the 
H ungarian peasantry turns into cynicism in his art, Mikszáth’s good spirits 
and love of life protect him from becoming excessively cynical.

Mikszáth is typical of a period in which literature stepped down the 
pedestal of high lyricism and set out in search of everyday life. Those who 
stayed on the pedestal — mainly survivors from the older generation — saw 
little cause for laughter. Strangely enough, these years constituted unexpected 
economic and social development and her m ost sensitive men of le tte rs  lived 
through the most intense pessimism. Pessimism is the natural correlative of 
an age lacking in ideals, even if life seemed rosy for the practical m an. For 
this reason, the last lyric contemporary20 of Petőfi and Arany brooded on the 
darkest problems of an aimless life and aimless death; and the younger poets 
of the  period, enchanted by Schopenhauer, found life’s only meaning in mood, 
introducing th a t word and concept from German into Hungarian. The unique 
synthesising genius of the age is Imre M adách ,21 author of The Tragedy of 
M an  22 a play translated  into most of the  languages of Europe. The Tragedy 
of M an  is a universal tex t expressing not only the aimlessness of Hungarian 
life b u t of human existence itself. Its superb construction charts the  course 
of hum an history with its vain upheavals and  diappointments in a  m anner 
no more comforting, no less biting than th a t  of Voltaire or Anatole France. 
The play has a greater seriousness, however, by virtue of its puritan  gravity 
and an even more puritan  poetic style. M adách’s play is often com pared to 
Goethe’s Faust, and the general conclusion is th a t  Goethe is more the  poet, 
Madách more the philosopher. In  my opinion both are poets though of entirely 
different kinds, related only through external features in their work. Madách 
is the true  taciturn poet who identifies himself with the disquieting problems 
of m odern society; and as these existed in H ungary only a t an in itia l stage, 
his work should be recognized as truly prophetic. Madách is m onum entally 
objective, he flinches from consequence. His work is one of the noblest a ttem pts 
of the  hum an mind to  confront emotionally and morally the fate  of m an
kind.

The Tragedy of M an, which has proved successful on stage also, is one 
of the  masterpieces of Hungarian drama. I  have not previously referred to 
dram a, and this is due simply to  the fact th a t , in the chaotic periods of H un
garian history, theatre and stage were forced to  the background. There were 
indeed no outstanding dram atic achievements, apart from one historical 
play23 in the Shakespearean mode dating from  the time of the neological 
movement and dealing with the characteristic Hungarian conflict between 
loyalty and patriotism . Later dram atists, like some novelists before them , 
also, m astered dram atic technique; and so H ungarian plays did reach foreign 
audiences, bu t only in the period of the commercial theatre, with its  inevitable 
declension from pure literature. Nonetheless, the well-known name of Ferenc
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M olnár24 should be m entioned here, not only because he was a  successful 
d ram a tis t b u t also because he was a fine writer.

How ever good these writers were, H ungarian literature had descended 
from its  throne and given its  crown away in the  dull decades. Publishing 
prospered, the general level of public culture rose, writers had more readers 
th an  ever, and they served the  reader with unexpected ease and elegance of 
style. Y e t this literature am ounted to no more th an  sophisticated content, 
th ird -hand  popular elements, sentimental flirta tion  with perhaps a  tinc tu re  
of F rench  piquancy or artificially grave and  bombastic love of country. 
In  th e  firs t years of the tw entie th  century, as happened so often before, change 
came suddenly. A whole group of talented individuals, working for th a t change, 
inaugura ted  a real struggle for culture under a new but ever old flag, and  a 
sudden anxious revival began. Being faithful to  its  exogamous nature, H u n 
garian literature was once again fertilized by  foreign impulses — like an 
inverted  Antheus. The magazine of this new literary  revolution was Nyugat 
(W est). Renewed contacts w ith western trends involved a renewed involve
m ent w ith  the most ancient and profound problem  of the nation. The old 
struggle, the  struggle of Saint Stephen, began once more, re-emerging on the 
eve of qu ite  outstanding achievements, after years in the dullest silence. I t  was 
a rev ival of language, of language and the spirit, a th irst for everything new, 
the desire of the soul th a t  has never been sa ted  in the course of a  thousand 
years. I t  produced, nevertheless, self contem pt and self-satisfaction a t  the 
same tim e: for though desire is a sign of restlessness, it  is also a sign of dis
con ten t and discontent is nothing other th an  the  awareness of suppressed 
creative powers. The m ovem ent gathered itself around Nyugat and assailed 
the H ungarian  conscience — which is why i t  provoked such a strong resistance. 
The nam e “W est” was n o t intended to prom ote any imitation of western 
genres, b u t to urge H ungarians to note their existence and to  realise their 
own situation  in modern European culture. This was in no way a rejection 
of H u n g ary ’s traditions b u t rather an identification with the nation’s special 
cu ltu ral role in Europe by which the treasures of th a t older mine, so w orthy 
of E u rope’s attention, m ight be rediscovered also. Indeed, this m ovem ent 
which is so fiercely rejected as antinational in  its homeland can contribute 
to  th e  w est a new im petus, a  new energy through the spiritual tonalities of 
th is strange nation.

The distinguished leader and supreme classicist of the new m ovem ent 
is E n d re  Ady who experienced his first a rtistic  awakening in Paris — just 
as in  an  earlier period the  young aristocrats h ad  rediscovered H ungary while 
stand ing  in Maria Theresa’s circle a t Vienna. B u t Ady has much more to 
offer to  Paris in return. In  Hungary a French decadent influence has been 
de tec ted  in him, though th is influence was m erely like th a t of a stone dropped 
in to  a  liquid as a catalyst. The resulting crystallization bears little resemblance
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to  the stone itself. In  no way is Ady a  decadent poet. He is the eager and 
approving lover of Life, and this not merely in the  fashionable sense of artistic 
identification with life, b u t in the sense of a  to ta lity  of human experience. 
We can trace his development as we read his poetry, the way he was awakened 
to full awareness, the fact th a t he — who felt himself the “kinsman of d ea th” — 
directed his attention to  ever more profound and philosophical appreciations 
of Life, Life to  which Death is mere servant. This is the view of life he urges 
upon his ever-dying, ever-rising nation. A nd he seems an innovator in this 
respect though these innovations of his are b u t a  recourse to the basic issues 
of the  H ungarian past, passing back over the preceding lazy and  forgetful 
generation. Kuruc songs are echoed in his poems: as for prophetic mission 
he is the logical successor of Petőfi and Széchenyi, and a whole series of similar 
prophets, since — like all Hungarian poets — he is a prophet. A dy’s poetry 
as a  whole is the symbolic utterance of a  prophet, not as in the French sym
bolist œuvres, bu t as in the work of the oriental mystics and Dante, for example. 
This “ sea-gull masked as a  lark” — he refers to  himself — concealed the  sym
bolic system of his unified world-vision, and i t  is indeed a more rigorous 
and complex system than  th a t of any seer or philosopher. This abundance of 
symbols is tru ly  an oriental feature in him , b u t his prophetic voice is entirely 
western. This prophetic element, however, is th a t  of the true lyric poet who 
does no t preach Life in the abstract b u t ou t of the language and term s of his 
own life. Everything becomes a symbol of th a t  individual life of his, and his 
life in tu rn  symbolizes everything. And indeed, this life appears symbolic 
and predestined, like the life of Dante: A dy plays his part with full deliberation, 
while the setting and stage lighting are provided by the menacing shadow 
of a  nation and an entire commitment. A dy’s mission is to  show forth  life amid 
the destruction of a  whole world, and it is the  eternal trium ph of the Hungarian 
spirit th a t, while the best minds in Europe were preaching chauvinism and 
hatred, this small nation led by Ady could view individual tragedy in the 
perspective of Mankind, and could identify  itself with m ankind’s Calvary 
no m atter how hard  th a t  lot had been. This could be achieved only by a nation 
for whom Europe and Mankind are not mere abstractions but the  perm anent 
objects of its endeavour and aspiration — th a t  is, by Hungary. I t  is certain 
th a t the representative intellectual figures in Hungary have always been 
far from over-prejudiced towards nationalism  since, unlike fellow intellectuals 
of other nations, they saw the common fate of Mankind, the fate of small 
nations in the world generally. Or to  express i t  in the words of Ady himself 
“since Magyar, Vlach and Slav sorrows are always the same” . This is why the 
poets of this nation have felt and now feel themselves strangers among their 
own kind — and yet they are Hungarians, like Ady, whatever their suffering 
may be. Ady’s poetic distinction is already beyond dispute, bu t there are still 
disputes about the poetry itself. I t  is a common view th a t he was a revolution
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ary, a lthough his revolution is the internal and sovereign revolution of the  
H ungarian  spirit uniting its gravest contradictions. Ady is a socialist and 
a noblem an a t the same tim e: moreover, as a  H ungarian nobleman, he m ight 
even be prouder than the first baron-poet of the  sixteenth century. Even his 
socialism is proud and gentlemanly. And the same paradox lies behind th is 
visionary poet of life and his strong attachm ent to  the puritan Bible. B oth  
his socialism and his credo of life have their roots in a special and incor
ruptib le fa ith  in the dignity and  value of Man and Life, a faith so charac
teristic of Hungarian peasants and having in i t  a  biblical element. This sense 
of value helps Ady in his confrontation with God and Fate, helps to  create 
of th is  “ unbelievingly believing” mind one of the  greatest religious poets. 
And th e  same sense of value renders heroic and tragic his stance before the 
full trag ic  force was unleashed, and gives significance to  his hatred  of w ar 
as the  annihilation of life. Both in his thought and in his political action, A dy 
is the perfect counterpoint to  Count Tisza ,25 the o ther leader of pre-war H u n 
gary. In  his uniquely H ungarian and biblical sense of life, the life-preaching 
poet is closely related to the disciplined, puritanistic politician.

A dy is not the sole contributor to the evolution of a new H ungarian 
literature . He is only the first m arty r in the phalanx of new poets and w riters 
who seek to  advance the message of the H ungarian spirit to Mankind. W hat 
is th is message ? Such a question can hardly be answered here. I believe th a t  
sooner or la te r it will find its way to  the world, and then Europe will a t last 
hear th e  words of this small nation, a nation th a t  bore its message for a 
thousand years, formed it, m atured  it, preserved i t  closely, filtering it through 
the pa in  and  waste of new hearts, new organs. This message is no program m e 
or a b s tra c t piece of wisdom to  be read like a  slogan or printed in a few pages. 
If i t  was capable of such sum m ary there would be no meaning to  the lives 
and sufferings of the distinguished and talented individuals who have coined 
from th e ir  own lives and sufferings missing words for this message. As the  
present inheritors of this complex message, H ungarian writers differ so widely 
one from  another: some support ruthless realism, others are almost m athe
m atical m inds attem pting to  penetrate the fan tastic  aspects of w hat is pos
sible. Some are conservative a rtists  supporting radical tradition and lim itation 
of genre, others are revolutionaries fighting all limitations, even w ithin the 
nation. B u t to  the eye of a foreigner — even after due attention to  in te r
p reta tion  — even the m ost conservative m ay seem revolutionary, the m ost 
in ternationalist seem distinctively Hungarian. Nonetheless, this specifically 
H ungarian attitude, like a m irror, reflects the face of Europe and of Man.
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N O T E S

1 S a in t S tep h en  th e  K ing , th e  f i rs t  k in g  o f  H u n g a ry  w ho con v erted  th e  n a tio n  to  
C h ris tian ity , b . 970 o r  976 A D , crow ned in  1000 d . 1038.

2 K á lm á n  o f  th e  B ooks, K ing  o f  H u n g a ry , th e  f i rs t H u n g arian  ru le r  w ho  w as also 
a  L a tin  scho lar, b . 1068. crow ned 1095 d . 1116.

3 B á lin t B a lass i b . 1654 d. 1694.
4 T he t i t le  o f  th e  referred  epic is Szigeti veszedelem  (Sziget E n d an g ered ) w rit te n  in 

1646 b y  C o u n t M iklós Z ríny i b . 1620 d . 1664.
5 P rin ce  F e re n c  R ákócz i I I ,  leader o f  th e  W a r  o f  Independence from  1704 to  1711. b . 

1676 d . 1734 in  ex ile  in  T urkey .
8 N yu g a t (W est) th e  m agazin  o f  th e  l i te r a ry  revo lu tion  in  th e  f i r s t  h a l f  o f  th is  

c e n tu ry . F o u n d ed  in  1904 i t  cu rren tly  a p p e a re d  u n ti l  1941.
7 T he neological movement to o k  p lace  in  th e  la s t decade o f  th e  18 th  a n d  th e  firs t 

decades o f th e  19 th  cen tu rie s  and  w as led b y  F e re n c  K azinczy , one o f  th e  m o s t p ro m in en t 
o rgan izers in  H u n g a ry ’s lite ra ry  life a n d  also  a  p o e t a n d  tra n s la to r  su p p o r tin g  C lassicism , 
b . 1769 d . 1831.

8 Som e o f  th e  g re a t poets o f  th e  H u n g a r ia n  E n lig h ten m en t: J á n o s  B a ts á n y i b. 
1763 d . 1845; D án ie l B erzsenyi b . 1776 d . 1836. a n d

9 M ihály  C sokonai V itéz 1773 d . 1806.
10 C oun t I s tv á n  Széchenyi, th e  lead e r o f  th e  R efo rm  M ovem ent p reced in g  th e  W ar 

o f  In d ep en d en ce  in  1848-49, b . 1791 d . 1860.
11 M ihály  V ö rö sm arty  b. 1880 d . 1856. T h e  ep ic  referred  to  a s  th e  H u n g a ria n  A eneid 

is Z a lá n  fu tása  (T he D efea t o f  Zalán) re la tin g  th e  tr iu m p h  o f  Á rp ád , th e  ch ie f ta in  o f  th e  
seven  H u n g a ria n  tr ib e s  en tering  th e  C a rp a th ia n  B asin  over Z alán , ru le r  o f  th e  Slavs 
in h ab itin g  th e  n o r th e rn  p a r t  o f th e  reg ion  b e tw een  th e  R ivers D an u b e  a n d  T isza.

12 E n d re  A d y , sym bo lis t p o e t an d  le a d e r o f  th e  lite ra ry  rev o lu tio n  a t  th e  tu r n  of 
th is  c e n tu ry  b. 1877 d . 1919.

13 S án d o r P e tő f i b . 1823 d. 1849.
14 J á n o s  A ra n y  b. 1817 d. 1882.
15 Z sigm ond K em én y  b. 1814 d . 1876.
16 L ajo s K o ssu th , rad ica l po litica l lead e r o f  H u n g a ry  in  th e  W a r  o f  In d ep en d en ce  

in  1848-49, b . 1802 d. 1894 in  exile in  I ta ly .
17 F e ren c  D eák , a  su p p o rte r o f  K o ssu th  in  th e  W ar o f In d ep en d en ce  in  1848-49, 

la te r  leade r o f  th e  so-called “passive  re s is ta n c e ” am ong  th e  lesser n o b ility , excellen t 
p u b lic is t, w ho p ro m o te d  th e  Compromise  in  1867 w hich  po litically  m e a n t th e  fo u nda tion  
o f  th e  A u s tro -H u n g a r ia n  M onarchy. B . 1803. d . 1876.

18 M ór J ó k a i  b . 1826. d . 1904.
18 K á lm á n  M ikszáth  b. 1847 d . 1910.
20 R eferen ce  to  Já n o s V ajda  b . 1827 d . 1897.
21 Im re  M ad ách  b . 1823 d . 1864.
ггТ ке  Tragedy of M a n  w ritte n  in  1869-60  consists o f  fifteen  scenes fro m  w hich 

th e  f i rs t  th re e  a n d  th e  la s t p rov ide  a  fra m e w o rk  se t in  th e  H eavens, in  P a ra d ise  and  
ou ts ide  P a rad ise  fo r th e  h is to rica l scenes (from  th e  fo u r th  to  th e  tw e lf th  scene) a n d  tw o 
scenes se t in  th e  fu tu re .

23 R eferen ce  to  B á n k  bán  w rit te n  b y  J ó z s e f  K a to n a  (b. 1791 d . 1830) a n d  se t in 
13th c e n tu ry  H u n g a ry  w hen B án k , th e  m ig h tie s t vassal o f th e  k ing  (A ndrew  I I )  w as 
com pelled to  k ill Q ueen G ertrude  in  o rd e r to  cease  th e  m enacingly  increasing  G erm an 
influence. T he p la y  w rit te n  in  1814-16 w as th e  b a s is  fo r th e  f irs t n a tio n a l o p e ra  b y  F erenc  
E rkel.

24 F e ren c  M olnár b . 1878. d . 1962 in  th e  U n ite d  S tates.
25 C oun t I s tv á n  Tisza, re ac tio n a ry  p o litic a l leade r o f H u n g a ry  w ho, b y  h is  dem a- 

goguous a g ita tio n , m anaged  to  th ru s t  th e  c o u n try  in to  W orld  W ar I ,  b . 1861 d . 1918.
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Analyse des Gedichts ,Abendfrage4 
von Mihály Babits*

Á g n e s  N e m e s  N ag y

W enn schon der A bend, diese lin d  u n d  sanft 
deckende Decke — schwärzlich, glatt aus S a m t — 
von einer R iesenam m e ausgeweitet 
sich über die umsorgte Erde breitet 
als sanfte H ü lle  m it Vorsicht, so weit, 
da ß  drunten  jeder Orashalm  aufrecht bleibt, 
der B lu m en  B lä tter werden so n ich t faltig  
u n d  des B un tfa lters zarte F lügel flattern  
em ailliert beide, regenbogenartig 
u n d  werden ru h ’n  danach in  ihrem  Schatten, 
der H ülle  F ü lle  n ich t fühlend, a ls wäre 
die leicht-glatt-samtne H ülle  ohne Schwere : 
dann  — m agst du  sein  in  fernen W eltenteilen, 
oder im  braun-betrübten H e im  verweilen,

oder im  K a ffee  stur begaffend das
Lichtm achen m it dem sonnenhellen Oas ;
oder beschaust m it deinem  H u n d e  träge
den fau len  M ond  am  H ang durchs L aub  am  A bend  ;
oder w enn dich a u f staubbedecktem Wege
fährt dein  verträum ter F u h rm a n n  gleichsam schlafend ;
w enn ’s d ir  schwindelt a u f dem  schwankenden Deck
des Sch iffs , oder in  des B ahnabteils E ck  ;
oder w enn  d u  die fremde S ta d t begehend
bewunderst m üß ig , an  K reuzungen  stehend,
der fernen Gassen F adenzug entlang
der S traßen flam m en  zw eifältigen Gang ;
w illst längs der R iva  der W asserstadt eben,
wo der opalne Spiegel F lam m en  streut,
was längst vorüber w einend neu  erleben,
sein  A nd en ken  bringt süße Plage heut’ :
dein Ich  dereinst — das B ild  ähnelt der alten
W underla tem e : ist auch wahr, auch nichtig,
sein  A n denken  ka n n  niem alen erkalten,

es is t zugleich auch L ast, auch Schatz, gewichtig : 
dort, wo dein  H a u p t der A ngedenken L ast 
gegen den M armorboden hängenlaßt, 
w irst dich  in  lauter Pracht u n d  W onne senken  
un d  dennoch m em m enhaft n u r  daran  denken : 
zu  w as da all das viele Schöne reicht ? 
un d  dennoch verwaiset nur daran  denken : 
wozu das seid’ge Wasser, M arm or sprenkeln? 
wozu des A bends Decke, flügelleicht?

* D eu tsche  V erse u n d  au to ris ie rte  T ex tü b e r trag u n g : G ásp ár Soltész .
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warum  die O ip jel u n d  w arum  die W ip  jel ?
und auch die See, m a n  sät ja  nicht darein ?
wozu Gezeiten d en n , w ozu  die T iden,
die W olken  — trübe Töchter, D unáidén ?
die Sonne  — g lu tend  sisyphischer S te in  ?
warum D ereinstiges, A ndenken , ferne?
warum die M onde, w arum  die Laterne?
warum  die Z e it, d ie  sucht u n d  findet kein
Ende ? u n d  n im m  d a s  K leinchen G rashalm  dorten :
warum  wächst G ras, w enn  es dann eindorrt fo rtan  ?
es wächst ja  w ieder  — w arum  dorrt es e in  ?

W as schön ist schwer — meinten die Alten. E s liegt selbst heute kein 
G rund vor, diesen Spruch zu widerlegen, insbesondere dann nicht, wenn man 
das Schöne eines Gedichts philosophischen Gehalts herauszulösen suchte. Es ist 
näm lich schwer, den sogenannten äußersten Fragen entgegenzuschauen, die 
G rundlagen unseres Seins zu klären, aber hundertm al schwieriger ist das 
M editieren in Versen. M ihály B abits berührt nachgerade die heiklen Zusam
m enhänge von Vers und Philosophie über die D ichtkunst, das «geheimnisvolle 
H andw erk» sinnend. »Das wunderlichste ist« — sagt Babits —, »daß allzu 
tiefer oder weiser Inhalt dem Vers sogar schadet. Das weiß jedermann. Es g ibt 
hervorragende und hochhinauswollende Dichter, die dadurch getötet wurden. 
Man verm ag mit Last beschw ert nicht zu fliegen; und  es kom mt hier aufs 
eins heraus, wenn auch die L a s t aus lauter Gold und  Edelsteinen b e s te h t. . .« 
Zum  Glück ist Mihály B abits selbst ein Dichter, der auch m it Last beschwert 
zu fliegen vermag, und diesem F ak t haben wir un ter anderen auch die Abend
frage, eines der schönsten, klassischen Stücke der ungarischen philosophischen 
D ich tung  zu verdanken. D er zweite Versband von Mihály Babits — Prinz, 
mag sein, daß auch der W inter kommt — ist eine Sammlung seiner von 1909 
bis 1911 geschriebenen Verse. Darunter befindet sich auch die Abendfrage. 
E s is t  also ein Vers des jungen Babits, des Babits vor dem Weltkrieg, der aber 
is t in  bezug auf die Form  soweit unersättlich, in bezug auf das Erlebnis soweit 
nach  geistigem Erlebnis w itternd , daß man aus seinen ersten Bänden die 
kom plette  Landkarte vom geistigen Interesse der wundersam reichen ungari
schen Jahrhundertw ende aufzureißen vermöchte. Es könnte sich sogar ergeben, 
daß die Landkarte geräum iger ausfiele als die Landschaft selbst. Wie sollte 
sie auch nicht geräumiger werden, ist ja der Vers zuwenigst ebensosehr die 
K unstgattung  des Verlangens wie die des Faktes.

D er Dichter des Sich-nie-zufriedengebens h a t viele tausend Kilometer 
u n d  dreitausend Jahre  der europäischen L iteratu r durchweg ausgebeutet; 
die Poesie seiner jungen Ja h re  ist überfüllt und stilisiert, wie das Studierzimmer 
eines großen Reisenden. Aus seinem Reichtum langt zu allem, vor allen Dingen 
zum  Spiel. Es ist die Zeit der berühmten Alliterationen, der Wortspiele, der 
A nhäufung, des Parallelism us — um bloß die äußerlichsten Elemente zu 
nennen —, aber dieses Spiel kann nie wirklich leger werden. Als ob er gar
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keine Wörter, sondern Steine wälzte, oder aber — m it seinen eigenen Wor
ten  — als würde man »dem schwermütigen Tanz to ter Säulen« zuschauen: 
es verbleibt darin jedesmal etwas Gewicht. Es ist das meist Gewichtig-Spieler- 
hafte in der literarischen Sezession Ungarns: hagerer Gedanke und  m it aneinan
dergepreßten Lippen Gehegtes sind die Träger des Prunks der W örter. Aus 
den Zieraten blickt uns ein straffes und sinnendes A sketenantlitz an; dieser 
junge Mann von siebenundzwanzig Jahren, mager und schwarz, ähnelt einem 
Johannes, dem Täufer in Hermelinmantel. Allerdings könnte man sagen, 
daß um die Jahrhundertw ende alle Dichter einen eigenen neumodischen 
Hermelinmantel besessen haben, das war schon ein R equisit des Zeitalters, 
es dürfte jedoch nie einer gegensinnigeren Gestalt so eng angewachsen gewesen 
sein wie im Palle Babits.

Der Pomp und die Schlichtheit, die Lust zum Rankenw erk und das 
Bestreben nach Substantialität verknüpfen sich just in der Abendfrage in 
einer unvergeßlichen Weise.

Nehmen wir zuerst die äußere Erscheinung des Verses in  Augenschein. 
Dieses aus dreiundfünfzig Verszeilen bestehende Werk ist ein einziger Satz. 
Auch die sich am Ende des Verses anreihenden Fragesätze folgen — gemäß 
der Babits-Orthographie m it kleinen Anfangsbuchstaben — eingehängt auf
einander, sind sie ja  bloß die Varianten einer einzigen Kernfrage. Dieser lange 
Verssatz ist an sich eine Bravour, entspricht dem Ehrgeiz des jungen Babits, 
und  verrät bereits an sich etwas über das Gedicht. N am entlich, daß es eines 
einzigen Gedankens halber entstanden ist, der Frage zuliebe: «warum leben 
wir?», daß es ein alleiniges Ziel hat, einen alleinigen M ittelpunkt, und das 
demonstriert der Vers bereits m it seiner grammatikalischen Erscheinungsform. 
Man braucht den Vers bloß anzublicken, oder aber versucht m an ihn durch 
die Stimme von B abits intoniert zu hören, in jener eigenartigen, an Psalmo
die ren, Beschwören erinnernden Tongebung, und schon reißt einen die ununter
brochene Welle der Zeilen m it sich fort. R eißt fort? Es dürfte ein allzu ungestü
mer Ausdruck sein; bloß zu schunkeln beginnt uns eher der Vers, wälzt uns 
in die Kehren der Beisätze, scheint in den Buchten der Bilder m it uns anzuhal
ten, dann aber setzt er seinen Weg weiter fort, just deshalb recht behäbig, 
weil er ja unaufhaltsam  ist.

W enn  schon der A bend , diese lind  und  sanft
deckende Decke  — schwärzlich, glatt aus Sam t —

so beginnt der Vers und es kom mt danach in einer langen Folge von Reihen 
nichts anderes, wie die Beschreibung des Abends, eine Anhäufung zierer und 
zierlicher Details, das Bild von der Amme, die aufrecht stehenden Grashalme 
und das unversehrte Falter-Em ail, und allein das an der Spitze des Verses 
stehende Wenn erm ahnt darauf, daß man sich in einem Beisatz befindet. 
Die Gliederung des aus dreiundfünfzig Zeilen bestehenden Verssatzes überläßt
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der D ich ter drei winzigen A dverbien dieser Art: wenn, dann, dort. Diese drei 
gleichsam  unbemerkten Führer instruieren uns inm itten des Verses und machen 
das D ickicht überblickbar.

D ann  (also abends) m agst du sein in fernen W eltenteilen — so knüpft 
sich der zweite Teil an den e rsten  an. Und von nun  an erweitert sich das 
G edicht, als fotografierte es die Landschaft von einem emporsteigenden Flug
zeug: w ir sehen die Bilder de r W elt in sich mehr und  m ehr erweiternden 
K reisen. W ir brechen aus dem  H eim  des Dichters auf:

. . . oder im  braun-betrübten  H eim  verweilen,
oder im  K affee s tu r  begaffend das
Lichtmachen m it dem  sonnenhellen Gas ;
oder beschaust m it d e in em  H unde träge
den faulen M o n d  a m  H a n g  durchs Laub am  A b e n d  ;
oder wenn dich a u f  staubbedecktem Wege
fährt dein verträum ter F u h rm a n n  gleichsam schla fend  ;
wenn ’s d ir schw indelt a u f  dem  schwankenden D eck
des Schiffs, oder in  des B ahnabteils E ck  ;
oder wenn du  die frem d e  S ta d t begehend
bewunderst m ü ß ig , a n  K reuzungen  stehend,
der fernen Gassen F a d en zu g  entlang
1er S traß  en fla m m en  zw eifältigen Gang —

hier b le ib t die Aufnahmekamera plötzlich stehen. Sie fäng t nicht mehr neue 
und  aberneue Landschaften in  ihren Sehkreis auf, zeigt vielmehr unerwartet 
eine Szenerie aus nächster N ähe:

. . . längs der R iv a  der W asserstadt eben, 
wo der opalne S p ieg e l F la m m en  streut —

wir lang ten  in Venedig an. D er folgende Teil des Verses spielt in Venedig 
— könn ten  wir sagen. Auch könn ten  wir sagen: es is t  reiner Zufall, daß es 
sich h ier abspielt, aus der Allgemeinheit des Raum s, der geographischen 
Fernen gingen wir vor Anker an  einer schönen Stelle der W elt. In  einem großen 
poetischen Oeuvre kommen ab e r selten Zufälligkeiten vor. Um jene Zeit 
w ar B ab its  in Venedig, und er w ar nicht nur dort, schrieb auch einen Vers 
darüber, wie etwa jenen Z rínyi in  Venedig betitelten:

S a n  Marcos hehren P la tz  — den tat ich s tu m m  durchstreichen  — 
betrat in  alter Z e it e in  andrer Ungar trist,
— Poet, werter a ls ich , u n d  H eld, jetzt sondergleichen  — 
ganz wuchtig, w as er w ill ,  das hat er wohl gew ußt!

F ür B ab its  h a t Venedig nicht allein  die venezianische Vergangenheit bedeutet, 
sondern zugleich auch die ungarische Vergangenheit, das heimische Zrinyi- 
Andenken. U nd es ist nicht n u r  das Vergangene der Menschheit, der Einzel
person, sondern auch das der N ation, wovon er sagt, »sein Andenken kann 
niem alen erkalten, es ist zugleich auch Last auch Schatz«. Dieses mannig
faltige Erlebnis der Vergangenheit erreichte den D ichter in der italienischen
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»Wasserstadt«, und sein Vers erweitert sich nunm ehr auch in der Zeit, so, wie 
er sich vorhin räumlich bereits erweitert hat:

. . . w as längst vorüber w einend n eu  erleben, 
se in  A n d en ken  bringt sü ß e  P lage heut’ : 
d e in  Ic h  dereinst — das B ild  ähnelt der alten 
W underlaterne : is t auch w ahr, auch  nichtig, 
se in  A n d en ken  kann  niem alen erkalten, 
es is t zugleich auch Last, auch Schatz, gewichtig —

W ir gelangten zum abschließenden Teil des Verses. Dort, in Venedig stellt 
der Dichter die Abendfrage:

dort, wo dein  H a u p t der A ngedenken  L a st 
gegen den M armorboden hängenlaßt, 
w irst d ich in  lauter P racht u n d  W onne senken  
u n d  dennoch m em m enhaft n u r  daran  denken : 
zu  w as da all das viele Schöne reicht ?

Der abschließende Teil des Verses besteht aus eingehender Darlegung dieser 
Frage, aus ihrem  wiederholten Vorzeigen von neuen und aberneuen Seiten. 
D er Rhythm us holt sich auf: durch die vielen kleinen Fragesätze wird der 
Ausgang mehr und  mehr dramatisch, es behält jedoch der Vers gleichzeitig 
auch das Dahinwälzen der Details bei, die Bilder der Welt üppig und  pompös 
herzählend. Dieser Schlußteil ist das W underwerk der Binnenbewegung des 
Verses, als sagten wir von einem: E r beeilt sich m it Weile.

. . . w arum  die G ipfel u n d  w arum  d ie  W ipfel ? 
u n d  auch die See, m an sät ja  n ich t darein ? 
w ozu Gezeiten denn, wozu die T id e n , 
d ie  W olken  — trübe Töchter, D a ná idén?  
d ie  Sonne, glutend-sisyphischer S te in  ?

W ir treffen hier die bündigsten Beiwörter der ungarischen D ichtkunst an. 
Der Dichter faß t das Bild, die Mythologie zur Hilfe heraufbeschwörend, 
gleichsam in den winzigen Kreis des Fernrohrs ein; die Perspektive der Gleich
nisse erschließt sich bloß vor jenem, der gründliche Einsicht nim m t. Der sich 
m it Weile beeilende Dichter hat keine Zeit für die Entwickelung seines Traum 
gesichts, er überläßt es dem Leser, er möge m it eigenen Augen erblicken die 
sich unausgesetzt auffüllenden und entleerenden Schläuche der W olken, die 
trüben Danaiden-Töchter; den auf den Berg des Himmels jeden Tag hinauf
gewälzten und  niederrollenden feurigen Stein, die Sonne. E r, der Dichter, 
schleudert nu r in das sich fortwälzende Satzsystem seine Gleichnisblöcke, 
deren jeder einzelne einen besonderen Vers verdienen würde, und  schreitet 
selbst weiter. Das nennt man unter anderen eine moderne Gleichnistechnik. 
Denn der junge Babits ist ebensosehr bündig wie auch verschwenderisch. Auch 
ist er in seiner Verwickeltheit schlicht. Ginge es denn schlichter, klarer, die 
Sprache uralter Sprüche entlehnend die abschließende Frage herauszusagen ?
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. . . und  n im m  das K le inchen  Grashalm  dorten :
warum  wächst Gras, w enn  es dann  eindorrt fortan  ?

U nd d a m it wäre das Gedicht eigentlich schon beendet. Was ist der Sinn des 
sich m it dem  Tode abschließenden Lebens ? W ozu das Sein, wenn es zunichte 
wird — frag t der Dichter m it lauter Stimme, das, was sich dann und wann 
jederm ann in seinem Inneren zu fragen pflegt.

A ber Babits bleibt dabei nicht stehen. E r  schreitet in einer tiefsinnig
bezeichnenden Weise weiter; er denkt sich noch was. Das gesamte W erk seiner 
Jugend  is t  voll m it W eiterschreiten, Abschwung dieser Art. Der junge B abits 
fü h rt n ich t nur den Leser, oder drängt ihn m anchm al faktisch in seine eigene 
W elt hinein, er frappiert ihn auch unausgesetzt. Solcherweise frappiert die 
Schlußzeile. Denn der D ichter fragt noch etwas über den Grashalm:

es wächst ja  w ieder — w arum  dorrt es e in  ?

Den Sinn dieser Schlußzeile könnte man m it philosophischen Fachwörtern 
um legen. H ier handelt es sich jedenfalls nicht m ehr um  den einzelnen G ras
halm , um  die Person: die Frage wandte sich ins Entgegengesetzte, dieses 
tiefsinnige logische W ortspiel n im m t die Gattung, A rt, Familie der Grashalme 
aufs K orn , die Ganzheit der Zucht. Jene absurd lässige Zucht, welche in 
einer m it gesundem V erstand so schwer erfaßbaren Weise das Sein und das 
№ cht-Sein vergeudet. Diese beiden Zeilen: W arum  wächst Gras, wenn es 
dann e indorrt fortan; es w ächst ja  wieder — warum  dorrt es ein? — nehmen 
die A bsu rd itä t des Seins von zwei Seiten un ter Feuer.

A ber was gibt denn B abits zur Antwort auf die Frage? Man könnte 
auch sagen: gar nichts. E r h a t ja  eine Frage versprochen, und eine richtig 
gestellte Frage ist mehr w ert als eine voreilige Antw ort. Man könnte auch 
sagen: er t a t  nichts sonst, als daß er unsere Augen auf einen obgenannten 
G edanken des Seins gerichtet h a t. Das aber stim m t dennoch nicht. Denn die 
philosophische D ichtkunst is t ein schwieriges Unternehm en, sie ist eine der 
besttunlichen Kräfteanspannungen; der Lyriker jedoch, der nicht im stande 
ist, seine Ideen in Lebensm aterial einzukleiden, der nicht imstande ist, seinen 
G edankengang auch zu einem Affektengang zu verstärken, der sollte lieber 
die F eder gar nicht in die H and  nehmen. Freilich ist auch der Vers von B abits 
ein Gemeingefühl-Vers, nu r daß er demjenigen Sektor vom Gemeingefühl 
hingehört, welcher sich zur Philosophie zu verstärken vermag. Gewiß, B abits 
bean tw ortet schon die Frage, er beantw ortet sie m it Gefühlsspannung und 
M aterialfülle. Das seidige W asser, der gesprenkelte Marmor, der Abend als 
Riesenam m e, die transdanubischen Hänge, die italienische See, die Gaslaternen, 
die L andstraßen, die Städte, dieses unversiegbare, nostalgische Fortwälzen ist 
form al bloße Vorzählung; aber gefühlsmäßig ist es ein uferloses Ergötzen an 
den B ildern  des Lebens. D er Dichter fragt gram m atikalisch und antw ortet 
m it seinem  Bilderreichtum. Des Verses Körper an tw ortet dem Sinn des Verses.
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Es ist freilich überaus bezeichnend, m ittels welchen Lebensmaterials der 
Dichter seine Antwort illustriert, rechtfertigt. Es sollte eigentlich jeder Dichter 
die Abendfrage stellen und sie mit dem eigenen Lebensmaterial beantw orten. 
Das Material von Babits ist vor allen Dingen ein Träger der Bilder des Schönen. 
Das Schöne ist ein Schlüsselwort dieses Verses, in derjenigen A btönung des 
W ortes, wie man es um  die Jahrhundertw ende zu erfassen pflegte. Die euro
päische Dichtkunst der Jahrhundertw ende gießt die Beziehung des Todes 
und des Schönen in unzähligen Varianten vor uns hin. Insoweit ist dieser 
große, denkende Vers zeitgebunden, w ährend er dadurch, daß er auf die 
spukenden Ängste des Todes m it der Fülle des Lebens antwortet, seine Gültig
keit immerdar beibehält.
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Image of the World and Conception 
of Literature in Babits’ European 

Literary History
G. B éla  N é m e t h

The subject of m y paper is the borderland between the history of litera
ture and the history of thinking; more exactly  one of the most significant 
and profound personalities of 20 th  century  Hungarian literature: Mihály 
Babits. From the plentiful harvest his activities have yielded his ideological 
and interpretative presentation by the so-called exclusive perusal in his famous 
literary history seemed the most suitable for m y research.

1

Reading and re-reading his non-literary prose the impression th a t  it 
would be more fruitful to  concentrate upon the lectures on literary theory 
held in 1919 a t the university — the lectures th a t established his princi
ples on the subject — waxed stronger. By th a t  tim e the essays th a t  elabo
rated  his ideology had for the most m ost p a rt  been written; he had done 
the reading th a t  influenced his in terpretation of life and literature. Works 
of art, events, processes could modify and naturally  did modify th a t  which 
was thus created; above all the traum a of Trianon, the narrow-mindedness 
of the restauration, and the brutality  of fascism: but fundam entally they 
changed or altered little, and even these modifications were carried into effect 
in a  m anner th a t suited him.

Y et when m y analysis was complete I  had  to  adm it th a t I  would per
force impoverish perhaps the richest bu t surely the most mature 2 0 th  century 
Hungarian spheres of thought by choosing a  genre th a t was not tru ly  suited 
to  his character, a work th a t was not tru ly  characteristic of his talen t. His 
genre is the classical essay which he steered back from the torpid  lowlands, 
the insipid marshes, the tangled web of cajolery of the Nyugat-generations to 
the objective individualism, the assertive intellectuality, the logical coherence 
of the great Hungarian liberal thinkers. B u t w hat can above all be brought 
up in favour of his literary history is the fac t th a t  this work comprises all the 
essential elements of all the pieces th a t constitu te his didactic prose œuvre, 
the suggestions and results of the experience of European cultural, literary,
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psychological and dialectic history. Which naturally  does not mean th a t  the 
image of the  world and conception of literatu re  manifest in earlier works 
exactly  corresponds to  th a t  of this one; th a t  would be a particularly absurd  
supposition in relation to  the m entality  of this restless percipient of the dynam i
cally changing and creative tim e.

2

The books th a t deal w ith Babits are num erous but primarily of a  com
m unicative, philological nature. I  am indebted to  these books bu t especially 
to  those th a t  courageously and expeditiously elaborate as well as disclose 
facts: to  the  works of János B arta, Pál Kardos, Dezső Keresztury, Is tv án  
K irály , János Reisinger, György Rónay, Is tv án  Sőtér, Tamás U ngvári and 
others, b u t  above all to  the superb book of György Rába. If I  do no t refer 
to  these books again and again i t  is only for the  sake of saving tim e — as is 
m y reluctance to quote the author himself, all the  more as B abits’s texts, 
like those of all true speculative writers, form for the most part logical links 
or sequences, and are detachable from these sequences only with great diffi
culty; a re  rarely aphoristic, thesis- or maxim-like, and even more rarely, 
if ever, proclamative.

Compulsory thrift and respect for the  composition of tex ts are  my 
reasons for confining myself strictly  to  my au tho r’s didactic prose. The direct 
in troduction  of poetry and fiction — w ithout the  mediation of poetics and 
s tudy  of genres and the analysis of the in ten tion  of creation — seems to  me 
inadm issible, even if i t  is an accepted custom of our literary histories — 
though m ost of the Babits studies, especially the  afore-mentioned book, does 
not fall in to  this error.

3

In  relation to this work it is, we feel, especially im portant to  elaborate 
and em phasize three of those elements proper to  B abits’ conservative liberal 
image of th e  w orld -and  to  his conception of literature which originates in 
and is constructed upon it.

3/a

The first of these is his Catholicism, originating in his heritage, schoohng, 
and environm ent. In  his first periods this ran  deep beneath the surface and 
was rarely , if ever, directly externalized, only to  burst forth and come into 
prom inence in later years. This late Catholicism — especially the Catholicism 
m anifest in  this work — is naturally  not identical with the Catholicism th a t 
was his heritage. I t  had become richer and had  been altered by all the cultural 
and a rtis tic  experience and contem plation th a t  a  constant reader could collect 
into th is  volume as a result of a m editative way of life.
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At first sight this Catholicism m ay seem primarily artistic and historio- 
cultural, liturgie and moral, tradition-bound and tradition-regulating. Y et it 
is above all philosophical; cognitive and ontological, metaphysical and trans
cendence-principled. And to the philosophical elements are coupled two theolog
ical elements in the strictest sense of the word: th a t  of beatitude and salvation, 
which we may, of course, conceive as historiophilosophical. B u t none of the 
elements form p a rt of the dogmatic tenets of the established church. The 
passionate declaration concerning the Church open a t all tim es and to  all 
peoples which he makes in the introduction of this book may seem to  contradict 
this. B ut while one of the most glowing chapters is consacrated to  Saint 
Augustine there is nothing but the cursory nod of a sentence to  commemorate 
the great Saint of Aquinas, great m aster of hymnody th a t he m ay be. And if 
we take into consideration all th a t he has said about the church from the point 
of view of the whole book it is clear th a t  his Ecclesia is the Old Christian 
church in which every soul seeking, desiring salvation and enlightenm ent, 
purification and improvement, irrespective of rank and station, language 
or nationality shall find realization of th a t  desire and of his hum anity  in th a t 
desire. Therefore we should not be speaking of Catholicism bu t of catholicity, 
of oecumenity, of the greatest and truest universality of those desiring more 
than  a biological, nay, we may even say more than a merely rational exis
tence.

But here we m ust stop to consider a contradiction th a t m ay justly  be 
raised. Catholicism and liberalism were irreconcilable adversaries in the 18th 
and 19th centuries. This contradiction is no t only resolved with Babits: 
a t a decisive point of his conception the tw o ideologies blend into one. Catholi
cism — or let us in this case say C hristianity — besides and in spite of its 
doctrine of fraternal love, charity and responsability for one another — is an 
individual ideology. I t  is not due to  one’s nationality, race, class, language 
or turn  of mind b u t in consequence of one’s personal life, beliefs, deserts and 
actions th a t one is integrated into the church to find salvation w ithin and 
through religion. One of the greatest historical feats of Christianity is the 
realization, in European history and thought, of the concept of the potential 
equality of every individual — a t least before the tribunal of God — a concept 
th a t acted upon the consciousness of the largest masses. B abits was fond of 
- and varied with pleasure — the obsolete expression from the  Hungarian 

Credo “the accord of the Saints” : th a t is, the  union and universality of the 
blessed and those in search of salvation. There is no pursuit or tenet more 
grotesque or repulsive to him, to the m an brought up on European Christian 
culture and liberal ideology than th a t of a racial, national, class religion, culture, 
tru th . Like one of the last past-masters of the  theory of liberalism, J . S. Mill, 
he too saw in the collectivity of individuals striving to a tta in  tru th , salvation, 
prosperity and perfection the greatest and truest realisation of fellowship
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and  universality, though unlike Mill he was more wont to cite Goethe as the 
m ost em inent representative, archetype and dom inant example of th is collec
tiv ity  and  universality.

And here we m ust add  a  parenthetical observation to our tem porary 
digression. No onslaught as brutal as th a t  of B angha-N yistor’s Magyar 
K ultúra  had  ever been launched against Babits. The trusted  followers of the 
au tho rita rian  Church recognized in him the true  jeopardizer of religion hier
archized to  secure acceptance of their power. They were justly concerned 
for th e ir  own privileged m aste r’s dominion. For like the famous Prussian king 
who though t suspect and dangerous any person able and daring enough to  
th in k  w ithout the licence and  guide-marks of power, so they felt menaced by 
the  homo liber and the anthropos catholicos, the  m an who was free and strived 
for perfection, who dared to  invade the territory  they  considered their pa ten ted  
m etier w ith his individual thinking.

After this parenthetical bu t necessary comment let us continue our 
discussion. The content of B ab its’ Catholicism was decisively influenced by 
tw o ancient philosophers, th e  Greek Plato and the Old Christian Saint 
A ugustine.

The first impressed him  w ith his ideology and his teachings of the Eros. 
The idea of things is more complete and more real th an  the things themselves. 
The divination and desire of these ideas lives in our hearts. We are forever 
approaching them but can never a tta in  them . B abits never propounds bu t 
suggests th a t  it is the idea of ideas representing value and energy th a t operates 
in all things, holds everything together, makes everything worth-while. I t  is 
a fte r th is  th a t individual and  universal m an strives. And it is this aspiration 
th a t  prom pts, urges, operates deep within the Eros, i t  is this th a t lies a t the 
d ep th  of its thirst. B abits in terprets the Eros in the  widest platonic sense. 
Ideas are concealed everywhere, therefore the idea of ideas is present in 
everything. The longing for th is  and these penetrates all things and prepares 
them  for the irruption of th e  Eros. Babits himself acknowledged how deeply 
th is conception of ideas and  the  Eros was perm eated with the ideology of 
Spinoza.

B u t this and later concepts gained their world image-forming and organ
izing character through the  au th o r’s experience, revelation and in terpretation 
of th e  works of Saint Augustine. If we took into account every reference to  
th e  B ishop of Hippo, and n o t only those in which he appears by name, he 
would head the index, commanding Dante, Shakespeare, even the  m ost 
revered m aster of W eimar. Speaking of him B abits’s voice becomes fervent 
and if he wishes to enhance a  favourite speculative author a com parative 
reference to  Saint Augustine appears on every occasion — even K ant, trea ted  
a t firs t w ith unvarnished an tipa thy , gains adm ittance to his heart and m ind 
because of his fundamental ideas and concepts.
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Which are then those main elements of Augustine’s work th a t  he con
siders im portant and uses or recognizes as structural elements of his world 
image ?

W hen we constrain these into four m ain points it  is only for the sake 
of an analytical approach th a t we may dissociate the elements pertaining to  
his image of the world and those pertaining to  his conception of literature. 
For tim e and again i t  is in the self same sentence th a t he declares th a t  this 
is the first modern intellect and the first m odern style; th a t this is the first 
new concept of the world and the first new presentation of the inner life; 
th a t  th is is the first real portrayal of inner experience and the first real self- 
analysis, in comparison to  which even Rousseau adds but exhibitionism and 
affectedness and nothing essentially new.

The first element may be said to be ontological and epistemological. 
Augustine, according to  Babits, sees life in its  entirety, but knows th a t  the 
true essence as regards the individual and m ankind is inner life, interior devel
opment. And this inner life and development is more than the intellect can 
grasp — but it  can be divined intuitively, can be grasped through inner 
observation, and a lot of it  — an ever-increasing amount of it — may be 
recorded through the resolution to confess. This is not only and not prim arily 
a flash-like, heuristic intuition but is experiential, sensorial, or to  use our 
au thor’s favourite word, sensual. This apprehension is subjective and personal, 
bu t its reality is objective as regards the spiritual world and the environm ent 
of m an alike.

The second augustinian feature of B ab its’ image of the world m ay be 
defined as being m etaphysical and moral. The individual senses, is familiar 
with the  reality and attraction  of ideas, especially with the reality and a ttrac 
tion of the idea of ideas, the essence, the tru th , the  divinity. In the awareness 
of th is reality and in the field of this a ttrac tion  every manifestation of the 
Eros may be transform ed into the worship of God; may be projected upon all 
living things as piety, and may embrace all living things with devotion. B ut 
not necessarily, no t obviously. Because the  Eros may impel towards evil, 
since hum an nature, im pregnated by the Eros, is dual from the outset, and 
therefore the issues of the Eros it encompasses, the Eros th a t fills it, m ay also 
be of a dual character. The specific recognition, acceptance and adm ittance 
of th is duality and the  nature of the struggle to  com bat it represents the  th ird  
and fourth characteristically augustinian features of Babits’ composition.

Citing Charles Lam b, according to whom Augustine is the sain t th a t 
m others may hate more than most but whom Schopenhauer may extol with 
elation gives Babits great pleasure — an alm ost sensual delight. I t  is the 
presupposition of the  evil inherent in the spirit of man, of the fact of the 
original sin th a t makes, in his opinion, the one and the other ta lk  thus. Yet 
Augustine, thinks Babits, achieves escape through and a t the cost of a great
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em otional shock. Through and  a t the cost of an enormous shock because this 
sceptical mind cannot be satisfied with cheap utopistic monism and  teleology 
— for w hat kind of Idea, w hat kind of T ruth , w hat kind of God is th a t  in 
whose emanation, in whose essential effusion evil, and in its wake damnation, 
is contained? But the th irs t for tru th , for the essence, for the Idea th a t  is 
p resen t in  every soul, and the attraction th a t  emanates from the Idea — or, 
as B ab its  makes Augustine say in a Spinoza-like fashion — from the  Universal 
Sp irit upon every soul, the  illuminatio veritatis renders capable every soul 
of com batting evil. The love, advice and experience of one’s companions may 
be of service in this struggle but the final decision m ust be a  personal one. 
No one can be redeemed in spite of themselves bu t each may work out his 
own salvation.

The doctors of religion and faith may with good and just reason accuse 
B ab its’ Augustine of upholding an anthropomorphically teleological, hum an
istically  principled image of God and of dialectics th a t resolve the discrepancy 
betw een good and evil and thus verge on psychology — as Augustine himself 
was charged with these and no t w ithout reason, though the accusation coming 
from  others, especially from those approaching the Hegelian view, became 
cred it an d  praise.

All this however lies far from our province. Let us be content with 
the  inference tha t hum an nature, the inherent duality  of the Eros it  contains 
and th e  resolution of th a t duality  in the aforementioned m anner — or, to 
com ply w ith many philosophical authors, let us say, his augustinian dialec
tics — m ay have been one of the most decisive points or the m ost decisive 
poin t th a t  bound Babits to  this conception. A t all events it  is a statistically 
dem onstrable fact th a t one of the main concepts, one of the key-words of 
his im age of man and his conception of literature is th a t thirst, th a t craving 
which exists in the spirit and which illum inates the spirit, in the strength  of 
which i t  becomes capable of overcoming the  evil th a t exists w ithin man. 
In  th e  case of almost every great poet he admires the notion of thirst, of 
craving forms the focal point of his discussion.

3/b

To this deliberation on the faculties and possibilities of hum an nature 
can be coupled the second element of his world image, dating back to  his early 
years — the philosophically understood positivistic character of his scholastic 
erudition  and self-education. B ut while around this former, the individually 
conceived Christian heritage were assembled the contemplative and a ttitud inal 
values he esteemed, this positivistic heritage brought out and made crystalline 
the qualities th a t he contem plated with growing doubt and aversion, despite
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the fact th a t he kept many fractional elem ents from the components of this 
trend as well.

In  his early years, as we know, he w anted to  take up philosophy, and 
as an older student, later as an undergraduate, accepted as a m atter of course 
this governing trend  of the age: the positivism  which by then and until then 
harmonized in the  consciousness of the m ajority  with the tendencies th a t 
later became its apparent or veritable opponents and which in part overthrew 
it. The more so since it  was elsewhere b u t prim arily in this country present 
no t so much as a philosophical trend or system  as a scientific approach and 
method, from which it was easy to  select certain elements, adapt and im plant 
these into other trends; as did the young Babits, with naive eclecticism, 
in his earliest compositions.

Let us emphasize two striking and very im portant elements here. 
The doctrine and tenet of the struggle for existence and the doctrine of biological 
and environm ental determinism which professes, acknowledges, approves 
with true social-darwinist faith and impatience the inevitable destruction of 
the weak and unfit for life. And concurs w ith the concept of biological and 
environmental determinism. Babits quotes Spencer as his authority  in this 
early period and proudly professes himself a  sensualist (in the positivistic 
sense of the word). Later, as his historical reading became more extensive, his 
ideological m editation more profound all th is was reverted and the concept 
came to  characterize his world image as the prim ary source of aversion.

B ut — as we have already mentioned — he retained two principles of 
this conception, th a t  of the influence of the environm ent and th a t of sensual 
perception — principles th a t were of decisive influence on him from the start. 
True, he enthusiastically spiritualized both, m aking the one the effect of the 
intellectual atm osphere, the other the inductive energy of psychological 
perception and process, and subordinating both to  the said augustinian 
dialectics, to the merging of our spiritual th irs t or craving for the Idea and the 
a ttraction  em anating from the Idea upon our souls. These and other remaining 
positivistic tra its  belong primarily to the realm  of psychology, describing and 
determining the perceptive and recollective mechanism and role of the con
sciousness. They are for the most part coupled with the name of those psychol
ogists who have broken away from the w undtian psychological statistical 
experimental school; had turned against it  or had formed an opposing front 
mostly in favour of introspection and the m editative (slightly praehusserl- 
type) elaboration of the results of introspection, as for example Jean  Philip, 
Carl Stumpf, O tto Weininger or, the most influential as far as Babits is con
cerned, William Jam es.

A t all events during the period his literary  history was being w ritten, 
from the point of view of his image of the world and his conception of literature 
it  was the awareness of danger, originating in the intim ate knowledge of the
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positivistic trend — which he often identified with materialism — th a t proved 
the  m ost decisive in his consciousness. No study  of Babits — no s tu d y  of 
the age — may leave incited his words concerning Spencer, whom he greatly  
respected: “ In  the meanwhile the greatest intellects of the W est (i.e. the 
W estern world) were com batting Nothingness, the  demon of infidelity; seeking 
tem porary  solace for the heart or a t least a  task  for the mind in the struggle 
itself, in  the  fortitude of facing danger. A lbeit a philosopher, H erbert Spencer 
by nam e, had by then resolved the problem of faith  and infidelity by pro
nouncing i t  “unfathomable”. I t  is easy for the  philosopher, bu t w hat is there 
left for the  poet who m ust necessarily deal w ith life, with life as it is perceived 
and endured, and to  which death  unquestionably appertains?”

A nd if some of his illustrious contemporaries were m arxists a t the  tim e, 
it  was on the basis of his irrational m yth of reason of the period th a t he evolved 
the so-called Brown Death philosophy. In  the  authentication of these philo
sophies B abits attached a t least as much im portance to these positivistic 
national- and  social-darwinist concepts, affecting to  be scientifically rational 
and p ra ttlin g  about the laws of natural selection — and not unjustifiably. 
He believed th a t these conceptions deprived m an the individual of his moral, 
psychological, ontological autochthoneity, of his emotional-intellectual rights 
and dignity , as did certain hegelian or socialistic doctrines. They accomplished 
this, according to Babits, through the divinization by the individual of a  people, 
a nation , a race, a class — therefore, in his opinion, through the degradation 
of task s and aims determ ined by a fraction into component, service parts; 
and  added  to  this they wished the thus debased individual to jub ilate  his 
inclusion and not to  question its exclusive redeeming character. “ Ours is 
the m echanical world of organized powers” , he says bitterly.

3/c

Closely connected to  th is are the form ative and perpetually changing 
third group of components th a t  make up his world image and date back to  his 
early  years — the vitalistic philosophies and  the influence of their precedent 
representatives, prim arily th a t  of Schopenhauer, Nietzsche and Bergson.

Popular belief in p a rt holds Bergson’s influence the most decisive in 
B ab its’ case; another fraction condemns him  for the supposed overestim ation 
of the  French philosopher. N aturally it  would be useless to  object th a t  his 
nam e appears in this great work on two pages all told, not even a  ten th  as 
frequently  as th a t of the au thor of Zarathustra. Albeit this latter, like Augus
tine, appears in almost every chapter, if no t by name, then by reference, 
sym bolically or through a variation of the te x t — in spite of the fact th a t  he 
classed Bergson among the gifted, “artistic philosophers” , just like Nietzsche
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and Augustine. B ut the second, late study of Bergson clearly states the depth 
of his disappointm ent, a t the same tim e acknowledging the importance of 
his liberating role in his career.

The essence of this may be concentrated into two points: the demand 
for metaphysics did not die out a t the tim e of the positivistic-materialistic 
scientific a ttitude  to  life, and will not die ou t until the human intellect needs 
a rt and philosophy. This is one point. The other is th a t this dem and and the 
results of science are easily harmonized, m ay even strengthen and cannot 
exist singly after a certain intellectual level. In  point of fact the reading of 
Bergson did not change the train of B abits’s thoughts, bu t strengthened him 
in their direction and gave their realization full scope. And a t the core of his 
disappointm ent lies the fact th a t his philosopher simply pronounced the right 
to, the demand for and the possibility of metaphysics without realizing them 
in comparison with the great predecessors and according to  the claims of the 
age as perceived by Babits. From his essay and from this volume it is apparent 
th a t  the questions of philosophy, and w ithin these the questions of m eta
physics, have been relegated to and transposed into psychology — a fact 
th a t in many respects may be pronounced of Babits himself. The touch of 
irony in the repeated mention of “Professor F reud” and his “psychologists” 
shows th a t the determined, excessive enforcement of this tendency did not 
give him much pleasure.

And yet it  is possible th a t the overwhelming impact of Nietzsche, whom 
he plainly considered one of the greatest and most influential thinkers, was 
due to  the growing awareness of the inevitable approach of philosophy and 
psychology or ra ther of anthropology. We know th a t his youthful enthusiasm 
for his philosopher became quite early and to  a great extent subdued and th a t 
he meticulously graded the supposed values of Nietzsche’s works in the famous 
essays entitled The dangerous ideology and The betrayal of the literates ; but 
a t the same tim e he elucidated and acknowledged the inspiring and thought- 
provoking elements th a t had become integral, necessary and valuable com
ponents of his own world image.

From  the alm ost uncountable quan tity  of references, variations and 
interpretations let us choose four elements — again somewhat under duress. 
The first of these is the idea of eternal return. I t  is well known th a t  philosophical 
literature has given m any interpretations to  this idea of Nietzsche’s — not 
exactly contrary to  Nietzsche’s intentions and not really against the grain 
as far as Babits is concerned. For he was always a partisan of precise formula
tion, bu t also believed in the possibilities of multifarious interpretations. By 
this Babits apparently m eant for one the Heracleitusian motion of the eternally 
similar, bu t never identical universal hum an stream of consciousness and 
existence, for the other and primarily the reappearance, always in  a different 
form, of the great existential questions, the questions of the apprehension
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and selection of the essence in the course of every true  life, true process of 
reasoning and work of art.

The second tra it is N ietzsche’s definition of one of the principal hum an 
and  objective values, which, ju s t like the former element, can be linked with 
the  p latonic  and augustinian th irs t or craving in B abits’ conception. W hat is 
m an? asks Nietzsche and B abits. He is th a t which m ust be surpassed, they 
both  reply, each meaning som ething different by those words; the one following 
the course of the Wille zur M acht and remaining within man, the other following 
th e  direction of the transcendency of the urging of the  Eros and the attraction  
of th e  Idea . The third is th e  emphasis and defense of the self-forming will 
of th e  individual against th e  doctrine of determinism and organicism. The 
fou rth  an d  last but not least is Nietzsche’s opposition to  the average, the 
fashionable, the m ultitudinous. There is perhaps no other famous Nietzsche 
title  th a t  Babits varies as often as th a t of the Anachronistic Meditations. 
A nd if a t  one time he did th is  self-complacently, in th is work he does it  with 
b itterness. In  relation to  th is we m ust make m ention of B abits’ m uch-talked 
aristocraticism  but also of the  tw o famous essays in question, The dangerous 
ideology and  The betrayal of the literates, and of his a ttitu d e  to  the enlightenm ent 
m anifest in these.

A lm ost from the beginning this author-philosopher was on an opposi
tional-defensive footing w ith the  educated people, w ith the so-called in tel
lectual public life and public sp irit of his day. Especially a t the time this work 
was being written. In  his opinion the particular had  overcome the universal, 
everyday  interests ruled over interests of universal validity, commonly 
devised theory  over the v ivid  reality  of life and worst of all, in the spirit of 
the  la tte r , instinct and corporeality ruled over the intellectual and the  spir
itual. Only by a superficial reading of his works can one arrive a t the  con
clusion th a t  Babits was not in  favour of the gradual hum anization of the 
stru c tu re  of society or its facilitating  civilization. B u t he did profess th a t  the 
perfection of the structure and  the  development of civilization were no t the 
aims b u t the  means of the self-assertion of individual man in his individuality  
and th u s  in his human universality. All partiality , whether it  ousts reason 
th rough  th e  mythicization an d  totalization of irrational qualities or whether 
the  reverse happens, leads to  th e  denial of the hum anity  of man and to  his 
oppression — to the invalidation of the delicate balance between good and 
evil according to Augustinian dialectics, and thus to  the  annihilation of hum an 
self-realization in the spirit of good. He considered th a t  most representatives 
of th e  enlightenment reduced m an to  a purely mechanical cerebral function, 
degrading him into an expendable component of an implicitly held, simply 
conceived process of developm ent, disregarding the  always non-recurrent 
intellectual-spiritual personality. And did this w ith a self-complacent, naive 
self-assurance inadmissible in the intellectual world. His attachm ent to
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Schopenhauer — to  whose “instruction” he bid farewell with the title of 
the famous essay on Nietzsche — can be first and foremost explained by the 
autom atic and necessary requisite of scepticism and the defense of individual 
man he recognized in his work.

During the period of the genesis of th is work however he believed it 
was reason th a t was being degraded, th a t was being robbed of its comparative, 
controlling, universalizing, judicial function in favour of the more unscrupulous 
enforcement of obtuse, selfish, impulse-governed fractional interests, senti
m ents and ideas. And seeing this he repeatedly and unfailingly stood up for 
rational enlightenment even if he was thus opposed to  his favourite, most 
cherished authors. And in point of fact the reversal of his feelings towards 
K ant, the substitution of admiration for the original antipathy may be linked 
with this. In  the beginning he believed to  recognize in K an t’s ruthlessly 
executed criticism the  manifestation of the  self-assured, self-complacent 
intellect which denies everything it cannot grasp. During the time of the 
atrocities of the war a thorough study of his works had to  convince him th a t 
this great intellect was not self-complacent b u t knew and assigned its own 
lim its and what it  could encompass, and it is due to  this ability, according to  
Babits, th a t K ant recognizes th a t it is the aesthetic power of judgement origi
nating in the Eros and beyond reason but no t opposing it, as well as the ethic 
comprehension arising from the th irst of the spirit and impelled by the attraction 
of the idea th a t can conduct man to hope, to  overcome the factors th a t are as 
yet or will always be beyond the sphere of reason; to  turn  these to  his best 
advantage using reason to combat biological, animal instincts. B ut it  is 
surely not accidental, and not simply according to  the custom of the age th a t 
he favours the more all-encompassing notion of intellect to th a t of reason, as if 
believing to  avoid thus the confrontation of th a t  which, in his opinion, exists 
within and without the sphere of reason, permeating, bu t not opposing each 
other.

3/d

Our time, however, flies: we must proceed to  our second sphere of ques
tions, though it will hardly be necessary to  enlarge upon these in detail as we 
have taken into account many circumstances relating to  them, and not partic
ularly indirectly or covertly a t that. Yet surely the question arises and needs 
be answered — and such incidental questions are wont to  acquire major impor
tance in this country — which Hungarian authors did Babits consider the 
progenitors of his world image and conception of literature?

Four names m ust undoubtedly be m entioned: those of Arany and Péterfy 
above all, but also those of Kemény and Kölcsey.

Some paragraphs of his Greek passages bu t especially his approach 
practically coincides with th a t of Péterfy, the opposer of positivism and
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N ietzsche and partisan of the rights and prerogatives of the individual. There 
is one elem ent of his conception th a t  m ust be brought to  notice: if the historical 
developm ent of human consciousness, of hum an intellect, has raised a  question, 
th a t  question can never again be avoided. Since the essence of h istory — as 
th a t  of th e  development of literature, declares Babits, like Péterfy, w ithout 
contesting the advantages and necessity of the continual perfection of social 
struc tu re  and  the perpetual progress of civilisation — is the evolution of ideolog
ical th inking , of its variety and  perfection. “Every hum an life and work is 
a world image in itself, a possible standpoint in the face of the world, of the 
universe . . . Robinson’s tak ing  stock of his island again and again. This 
s tandpoin t, this attitude becomes conscious and deliberate through expres
sion.”

H e disputes with Dilthey though in many respects there is some affinity 
between them  — and even more perhaps (as can be said of Péterfy) w ith the 
conservative-liberal Ranke whose famous thesis may in his in terpretation read: 
the g rea t intellects of every age could and should be equally close to  God. 
Like Carlyle — whom Babits greatly  admired — he believed th a t  the  great 
intellects of an age characterize th a t  age, and concurred with the  opinion 
he a ttr ib u te d  to him, namely th a t  the fortunate periods of history were those 
th a t could boast of such intellects and paid heed to  those intellects; yet 
Carlyle’s autocratic principle of coercion which propounded th a t  the  masses 
m ust forcibly be made to  take heed of these was alien to  him, did not agree 
with his liberalism, with his respect of the individual. In  this respect he fol
lowed M acaulay’s democratic principle of persuasion by intellectual radiance.

A nd th is is the point where we m ay grasp the ostensible or genuine 
contrast between the collective development of culture and literature and  the 
restriction of his works to  the individual spirit, the particular thirst for truth. 
And we m ay  grasp his conception of the eternal continuity and renascence 
of culture. This idea was never as forcibly prominent as in the case of the 
m eeting an d  changing points of the  ancient and Christian cultures. I t  seemed 
then — he says — that all th a t the  spirit, the intellect had created in culture 
would fall prey to the new and elem entary desire for tru th . B ut this d id  not 
come to  happen. With a trem endous effort the new th irst for tru th  engulfed 
the true  values of the old culture. N ot only its devices, bu t also its revelations. 
And i t  could do so because, as i t  became differentiated in its individuals, 
so it  was revealed tha t it was the  urging of the Eros and the a ttraction  of the 
Idea tow ards tru th  tha t lay behind those too. I t  is in this th a t his b itte r  and 
decisive d ispute with Osváth abou t the  possibility of the objectivity of truth 
or its  necessary subjectivity and relativity originates. Osváth took the la tte r  to 
the po in t of absurdity, limiting the  th irst of literature entirely to  the search 
itself. Conversely Babits considered it bound to defend, enlarge and transm it 
the resu lts of the quest, the th irst, the endeavours of man.
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And here the  oft-repeated question of the  handling of the Old Testam ent 
may be discussed. According to Babits the  Old Testament became p a rt of 
European literature when it joined in the  a ttem p t to answer the universal 
questions concerning man through Christianity, when the Eros impelling 
towards universal tru th  and the energy of the  Idea attracting towards uni
versal tru th  was projected into its objects, histories and symbols. U ntil then 
it had been the affair of a race, a people, of their proper fate. I t  is unnecessary 
to  say th a t the soundness of this view has been extensively and justly  disputed 
by literary historians. Ju s t as it is unnecessary to say th a t the students of 
religion who do not consider the Old Testam ent a racial affair, bu t a revelation, 
would do the same. B u t the discussion of th is would lead us far astray  and it 
is after all not our task.

W hat is more pertinent to our discussion is th a t B abits’ historical 
pessimism regarding the culture of his age seems to be resolved a t this point. 
Not through a definite, confident, regulative theory prescribing a system of 
norms. Time and again in this book and elsewhere he has wondered whether 
socialist doctrines, marxism among them , m ay not one day play the role th a t 
Christianity once played in the life and culture of man. B ut — understand
ably — he soon dismissed this possibility. Understandably because he considered 
marxism in essence here, as in other phases of his thinking, a variety of m ate
rialistic positivism.

Yet there exists a deeply confessive passage in his writing about Nietsche, 
in an em phatically stressed place: in the  summ ary of the historical part. 
“ Man, — he says — the  man of today has not attained his last phase of devel
opment . . . Nietzsche . . . the philologist and  philosopher has proved to  be 
one of the greatest poets. His book is full of treasures, but also full of dangers 
for the future. B u t th a t  future for the m ost p a rt is my  future — mine who is 
writing this . . . He deserves to have th is history  end with his nam e.”

W hat is th is supposed to  mean ?
A few pages back he paid his favourite poet and philosopher a double- 

edged compliment for recognizing th a t m etaphysical thinking was necessary 
and making a great effort to a tta in  it  — b u t through the Wille zur Macht. 
And this, as we have emphatically sta ted  earlier, did not comply w ith B abits’ 
desire of transcendency. Nietzsche rem ained within man while Babits strived 
for a more universal force, a more pure Idea, a more eternal existent. B ut 
because this struggle had not come to  an end and would never reach an end, he 
concurred with his author in his efforts and  his attitude of desiring the future.

This belongs to  the realm of his conception of literature. N aturally we 
cannot speak of his poetics, rhetorics and stylistics — only of his approach, 
his attitude in the  widest sense of the word.

In the sum m ary of his literary theory  he disclaimed the m ethod of clas
sification according to  genres. He adopted i t  here and adopted it prohfically
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bu t m ade i t  clear th a t it  was in reality a delicate, undependable device. He 
speaks of light literature, elevated literature, and criticism according to  func
tion, m eaning light and elevated literature metaphorically rather than  deter- 
m inatively. I t  would not be advantageous to  accept the relative categories 
of th is theoretical study, which are the least successful and convincing even 
here. He uses the m etaphor — new become famous (and existing in Nietzsche’s 
work) — of the chain of peaks. Every work th a t  can be classed as elevated 
literatu re  — as we have m entioned in the case of the idea of eternal return — is 
a  new confrontation of the eternal problems of m ankind within the  scope 
of a new age, within the compass of a new individual. These works of a r t  are 
rare and  their readers are not numerous. B ut no age is identical with another 
in either respect.

B ab its does not regard stylistic trends irreversible categories. Or a t 
least in th is  book he considers them  more im portant than  those of the genres, 
b u t by  no means in the fundam ental fashion of Dilthey. The history of lite ra 
ture is th e  history of changes in ideology, and the  style of every age, of every 
a rtist is a  m ethod and means of expressing, of objectivizing the ideology of 
th a t age and  th a t artist. In  his literary theory he uses the words expression 
according to  the custom of the French literary  theory of the age and believes 
th a t  i t  loses its capacity of conveying individual ideologies, its power of 
expressing attitudes only if individual expression becomes a common, col
lective formula.

Ideology, of course, in relation to  literature, is m eant in a wider sense 
in the case of Babits than  in the  scientifically considered rational system s of 
thought. A nd naturally individual, particular ideologies are not of equal w orth 
or depth  ju s t as individual styles are not equal in worth. He can accept th a t  
an image of the world, an ideology may be expressed through the objective 
facts of the  registered exterior world. He therefore appreciates no t only 
Balzac b u t also the best of the  naturalists. N aturally  by no means to  the  
ex ten t th a t  he appreciates, say, Proust. And when he speaks of A ugustine’s 
style his quiet, gentle pathos becomes heated (“like my mother used to  do, 
because th a t  is what her heart had taugh t her. ‘In  schola pectoris’: there 
was no one to  say it before Augustine” , he states). He is mostly a ttrac ted  to  
the English-German rom antic-type style and no t to  th a t of the rom antic 
period, especially not to  th a t  of the French rom antic period. He considers 
the English-German rom antic-type style the result of the formation and 
developm ent of the most complete, courageous and individual ideologies.

From  this it  becomes clear th a t  the territo ry  — or let us say the genre — 
closest to  his heart is lyrical poetry. Not only and not primarily the lyricism 
manifest in  poems, not only and not prim arily the poetry of direct subjec
tiv ity  and  emotionalism, not only and not prim arily directly self-expressive 
and autobiographical poetry. I t  is perhaps the descriptive-evocative-expressive

Acta Litter aria Academiae Scientiarum Hungaricae 25,1983



Babits’ European literary history 231

subjectively inspired and individualistic-type presentation of the  exteriorly 
and interiorly induced objective stream of consciousness th a t is m ost to  his 
liking. The true objects of a ttraction from the representatives of lyrical poetry 
are Goethe and Shelley, Baudelaire and Browning, the late works of Vörös
m arty and Arany. And the Augustine-type, Zarathustra-like, Proust-like 
strongly confessional bu t deeply reflective speculative-emotional lyrical prose. 
The kind th a t  strives for a world image and creates in effect a  world image 
— for every great work — as we repeatedly make him say — is a stand-point, 
an a ttitude  towards the world, towards existence. He did not exclude politics 
and public life as the means and possibility of objectivizing th is struggle but 
he deemed politics and public life casual, passing subjects of litera tu re  — the 
domain of another sphere of life which is related to  literature, to  the  sphere 
of the struggle for a world image only indirectly.

4/a

Many theoretical and practical questions could be, and probably  should 
be raised. B ut our tim e is running short. There remain two problem s which 
m ust nevertheless be discussed. The first is the question of the restriction of 
his field to  Europe.

Babits considered European culture and literature the m ost highly 
developed of his age, its distaff side included. He did not believe in European 
superiority — far from it. Potentially he was prepared to recognize and 
accept th a t any other culture and literature in another period of history 
may reach this level of development. B u t in his day no other literature or 
culture, m entality  or world-image form ation could compete w ith the state 
of development, the mobile structure, the dynamics of European culture and 
literature. Some Eastern  cultures may have compared with it  once b u t have 
a long tim e since become static, tradition-bound, their hierarchy restricted. 
He believed th a t the dynamic historical structure of European culture was 
due to  its capacity of making the universal problems of hum an existence, the 
questions of its basic aims the continual centre of interest for every man, 
instilling into them  the compulsion and the pain, the majesty and  the dignity 
of dealing with them . This culture does not recognize the categories of a caste 
chosen and entitled to  th ink and th a t of the masses bound to  follow these. 
He considered th a t it  was in this culture th a t the compulsion of self-creation, 
the consciousness of the necessity of the creation of a world image was realised 
to the utmost.

The second problem is th a t of the relation between national culture and 
universal culture, national literature and universal literature. H e considered 
these inseparable. B ut he placed the common essence over the dividing dif
ferences. The two are not opposed but it  is not possible to  disregard the order
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of im portance. Disregarding i t  would mean th a t  neither category would lead 
anywhere. We may only speak of the nature of Hungarian, English, German, 
French m an if we have simultaneously and previously spoken of the nature  
of M an. Babits felt th a t  his century had forcefully separated the two and 
had  placed the dividing, secondary element n o t only opposite, bu t above 
the  p rim ary  element, th e  common essence, the  unifying force — and did this 
alm ost exclusively. This is w hat he experienced in  the case of the French 
nationalists of the beginning of the century, the  H ungarian and non-H un
garian  chauvinists of the  D anube basin, and especially in the case of the pro
pagators of Nazism and th e ir  conscious or unw itting  Hungarian followers. 
“ Global Em pire” , he often w rote longingly, m eaning by the symbolic expres
sion th e  unimpeded fra terna l unity and vo lun tary  collectivity of nations 
th a t  so m any had yearned for before, during and  after the two great wars, 
especially the best of the  much-suffered and often deceived Central European 
peoples.

To this sphere belongs the question to  which the listener certainly 
expects an answer: in w hat m anner did B abits fit our national literature 
in to  th e  history of European literature? S trictly  speaking this is a question 
of proportion rather th an  of m ethod or conception, since he considered H un
garian  literature and culture from the beginning, continually and completely 
a lite ra tu re  and culture nu rtu red  on the soil of W estern Christianity and 
liberalism  — one th a t d id  n o t lose contact w ith th a t  soil even under the 
influence of the secularizing ideological tendencies, b u t the desire to  belong 
to  th e  soil was henceforth amalgamated w ith the  consciousness and desire 
of d isparity  as happened in  th e  case of many others. In  this book (and during 
th is period) there is hard ly  any  mention of the  m ystical position and quality 
betw een E ast and W est indicative of a fateful, tragic, mythicized eternal 
solitariness, of which it was so very much in fashion to  hold forth on by his 
foregoers and contemporaries (and of which he himself speaks a t length in 
the  first of his aforementioned unsuccessful essays, by  no means uninfluenced 
by Beöthy).

W hat are these proportions like? The answer is clear-cut: they are 
precise and just. Longer passages are given up  to  those who may tru ly  be 
ranked  with the representatives, as he would say, of European elevated 
litera tu re : Balassi, Pázm ány, Zrínyi, Mikes, Csokonai, Berzsenyi, Kölcsey, 
V örösm arty, Eötvös, Petőfi, Arany, Kemény, Péterfy , Ady runs the list. 
A nd a  few more names m erited  a mention. From  those listed the names of 
Zrínyi and Berzsenyi, V örösm arty and Petőfi, A rany  and Ady are strongly 
emphasized. The fact th a t  th e  extent of their trea tm en t generally does not 
equal th a t  of their foreign companions of the same rank  is no contradiction. 
B abits wished to present the  evolution of a characteristic intellectual-spiritual 
sphere, the  historical evolution of European literature. In  this evolution
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H ungarian works of a rt had as small parts to play as inducers as many works 
of other minor nationalities of European stature. Therefore his task  was that 
of insertion, the indication of position and proportion. A nd he accomplished 
th is objectively, w ith a validity and relevance th a t holds good even today. 
H e knew th a t the European character or stature of the  au thors of minor 
nationalities did not depend on whether their names were often repeated but 
upon whether their works could tru ly  be measured against the  European 
intellectual-spiritual-artistic standards of an age.

Historio-philosophical and ontological interest played a  great role in 
B abits’ philosophical disposition. He believed th a t the hum an essence, which 
is always most apparent in a dynamic great culture, is always structure-like 
and structurally variable. In  each of these structure-like elem ents the variation 
of the characteristics of the parts is always much faster th an  the  variation of 
the more general, more constant and more quintessential common essence. 
The changing of the parts always has an effect on the whole of the  structure, 
b u t the truly essential changes in the parts are always accom panied by essential 
changes in the whole of the structure. The detachment of p a rts  for the purpose 
of separation entails the  m utilation of the whole and implies an emptying of 
the parts th a t threatens their existence. The tragedy — the  tragicomedy — 
of nationalisms is th a t  they believe to  recognize the essence of their repre
sented culture in ephemeral, incidental, secondary m anifestations, losing or 
discarding in the meanwhile the consciousness of the common, tru ly  human 
essence th a t is the true  basis of every peculiarity. Because he d id not believe 
th a t it was possible to  say anything definitive of the characteristics of any 
p a rt without drawing a parallel between it and the common essence, just as 
i t  is impossible to  confront it with the other parts w ithout tak ing  into account 
the common essence.

From all the products of his m ature didactic activities i t  is certainly not 
by chance th a t the least congruent, the least argumented, the  most artificial 
as far as a starting-point, logics and conclusion is concerned are those two 
essays in which, as if doing violence to  his own conception, he attempts to 
examine the p a rt independently, detached, in itself, as d id  many of his 
contemporaries. The first is the essay upon the character of H ungarian litera
ture, the second is a didactic prose piece upon the H ungarian  character in 
a volume entitled What is Hungarian? The first is undeniably haunted by 
the Beöthy-type pretentious national characterology — in certain  statements 
it  is manifestly felt. In  the second he was so far conscious of the absurdity 
of the undertaking th a t  it  is full of revocations, faltering apologies and excuses. 
“When a question like this arises, — he says, — the w riter can only send out 
exploratory feelers in the direction of a faculté maîtresse, of a basic tra it” — in 
which he does not believe himself. Understandably. For perhaps i t  is not hopeless 
to  determine the Hungarianness of the Hungarian nobility  in the 18th and
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19th centuries or that of the H ungarian  peasantry in  either half of the 19th 
century. B ut, by making a p a rticu la r element an e ternal essence, the question 
becomes absurd and can only be answered by those able to  tell you not only 
w hat is Hungarian but also w h a t is more Hungarian and  even what is most 
H ungarian  — and immediately lay  down the duties of the  individual in contra
d istinction  against the individual in  the name of the  essence under penalty 
of letting the nation perish. Or one can answer with trifles like the high dignitary 
of th e  W hat is Hungarian ? volum e, according to whom being Hungarian means 
being a  good Hungarian and th e  foremost aim for all H ungarians is to  be the 
best possible Hungarians.

B u t Babits did more th a n  write, speak and harangue — he thought.

5

W e have said that B ab its’s liberalism was conservative. We would not 
th ink  to  speak of sophistically revolutionary conservativism, of conservative 
revolutionarism  in the name of Chateaubriand, L a Garde, Gobineau, E rnst 
Jünger o r even Mannheim. This liberalism was conservative because it  adhered 
to  th a t  nineteenth century v a rie ty  of classical liberalism which saw the right 
and lib e rty  (in the widest sense of th e  word) of every individual as the most 
im p o rtan t means of helping every  individual to assert himself within and 
through  his own image of the  world. At the same tim e th is conservatively 
liberal a ttitu d e  was defensively oppositional because i t  m ade use of the ele
m ents contained by the ideal an d  those resulting from the  ideal for the purpose 
of defending the ideal — bu t n o t only of these — alm ost exclusively of these. 
T hat interfusion of liberalism a n d  social democraticism which characterized 
the left-w ing intellectuals of th e  second third of the  century  remained alien 
to  him , an d  he believed he could best defend the rights of man, the rights of 
the ind iv idual with the moral resistance of primarily cu ltu ral and intellectual 
means. This on the continent of the  collective-national or national-social 
d icta torsh ips of Hitler and Mussolini, Laval and Franco, M etaxas and Horthy, 
Salazar a n d  Gömbös — not to  m ention  other tyrants and  o ther dictatorships — 
was certa in ly  not enough, bu t i t  was certainly not un im portan t. And from an 
artistic  po in t of view this conservative liberalism was more open than any 
radicalism s of other tendencies w hether opposing the  p a r t or opposing other 
trends th a t  differed from their own. Babits did not accept works of art accord
ing to  th e  trend or schools to  which th ey  belonged bu t according to  the direction 
of their meaning. The works w hich were capable of directing attention in a 
convincing manner to a world im age worthy of a tten tio n  by force of the 
direction of their meaning he estim ated  and accepted — regardless of the trend 
or school to  which they belonged. B abits’s book is a historical continuation 
of th a t  peculiar Hungarian liberal tra in  of thought which m ay be marked
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with the names of Kölcsey, Széchenyi, Eötvös, Arany, Péterfy and Jászi. 
This work is a t once a narrowing down and a broadening out of th a t  train 
of thought: the declining of a direct social-public role being the former, the 
prevention of limiting thinking to  a purely political-philosophical level being 
the later. And this book of B abits’s fits into the line of the European literature 
and the intellectual culture of the age which runs from Rilke to  Eliot, Plank 
to  Einstein, Bohr to Heisenberg. This la tte r  in his superb essay on Plato 
expresses ideas th a t are almost identical w ith Babits’ views: every life and 
every work of a rt is an attem pt to  create a world image. An a ttem p t which 
is the right and duty  of every man. And like Babits — the experim ents of those 
listed all pointed towards transcendency.

I t  would not commend m arxist thinking, it would not be worthy of 
m arxist thought to attem pt to  explain the reasons behind those common 
and characteristic features with lexical stereotypes, with solely sociological 
explanations or even pathopsychological formulas instead of a  true philo
sophical in terpretation th a t embraces sociology, psychology and politics, even 
if this means subm itting our own opinion to  revision — since ontology of 
historical dialectics, historical dialectics of ontological aspirations are a t the 
centre of marxism — as György Lukács clearly saw in his final m aturity 
and courage.
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Structure et sens poétiques dans les anciennes 
chansons d’amour occitanes

I m r e  S z a b ic s

Depuis la parution des études fondamentales de R. Jakobson et de
J . M. Lotm an sur les rapports inhérents de la poésie e t de la grammaire, 
la corrélation interne des textes poétiques e t de leur structure gram m aticale 
(Poésie de la grammaire et grammaire de la poésie; Le parallélisme gram
m atical,,-1 Linguistique et Poétique2 — The Structure of the Artistic Text3)  on 
ne saurait faire l’analyse exhaustive d ’un poème sans tenir compte de la 
fonction poétique des éléments phonématiques, lexicaux, syntaxiques et 
sémantiques, to u t comme du rôle indispensable des figures de rhétorique 
dans la composition des œuvres littéraires. Comme le fait rem arquer très 
justem ent R . Jakobson: « .. .c’est dans la DICTION, telle qu’elle se développe 
dans l’a rt du langage, que les FICTIONS LINGUISTIQUES se réalisent dans 
tou te  leur plénitude. Il est parfaitem ent évident que les concepts gram m a
ticaux, — ou, dans la terminologie de Fortunatov, les “sens formels” — trou 
ven t leurs possibilités d ’application les plus étendues en poésie, dans la mesure 
où il s’ag it là de la manifestation la plus formalisée du langage. Dès lors qu’en 
ce domaine la fonction poétique l’em porte sur la fonction strictem ent cogni
tive, celle-ci y est plus ou moins occultée, . . . »4 E t  un peu plus loin, il définit 
ainsi la cohérence interne de la récurrence de certains éléments gram m aticaux 
e t du parallélisme grammatical: » L a récurrence d ’une même “figure gram m a
ticale” , qui est, (. . .) avec le retour d ’une même figure phonique, le principe 
constitutif de l’œuvre poétique (c’est moi qui souligne — I. Sz.), est particu
lièrement évidente dans ces formes poétiques où, plus ou moins régulièrement, 
des unités métriques contiguës sont combinées, en fonction d ’un parallélisme 
gram m atical, en paires ou, occasionnellement, en triplets. »5

Dans la présente étude nous nous proposons d ’analyser e t de dém ontrer 
l ’unité de la composition poétique e t de la structure gram m aticale dans 
deux pièces célèbres et de première importance de la lyrique occitane du 
moyen âge.

4* Acta Litteraria Academiae Scientiarum Hungaricae 25,198S



238 Szabics, I .

Guiraud de Bornèlh: Alba 

I

L ’opinion des critiques a été longtemps partagée sur ce troubadour 
périgourdin alors que l ’abondance et la variété de son œuvre (77 pièces) ainsi 
que la perfection de sa technique poétique lui valurent la réputation de 
« m aestre dels Trobadors », e t que D ante même « le considéra comme le 
poète de la rectitudo, avan t de lui préférer A rnaud Daniel ». Bien que ses 
nom breux cansós, sirventés et tensons ne présentent pas une philosophie 
originale e t très profonde de la f in ’amor, te l n ’é tan t pas son but, il excelle 
avan t to u t dans la perfection de l’actualisation formelle des thèmes communs 
de la poésie troubadouresque, dans la richesse e t la  virtuosité de son langage 
poétique, de ses procédés expressifs et de sa versification.

Pour notre p a rt, nous partageons entièrem ent le jugement pertinent 
e t juste de R. Lafont: « Poète peu personnel, Guiraud de Bornèlh excelle 
cependant à provoquer une émotion de haute qualité chez le lecteur. Em otion 
esthétique liée à la beauté des images, à l’extraordinaire variété des rythm es 
e t des rimes, à la rigueur de l’expression, et, au ta n t qu’il nous soit permis 
d ’en juger, à la splendeur de la mélodie. Em otion plus qu’esthétique, car il 
réussit à prendre au filet de son style le sentim ent amoureux, le sentim ent 
de l’amitié, le sentim ent de la nature. »6

« Oscillant entre le trobar rie e t le trobar leu, il conquit sa réputation 
su rtou t grâce à ses poésies hermétiques » (P. Bec),7 e t en particulier à son 
Aube, considérée comme le poème le plus célèbre du genre, et le plus tro u 
blant.

R eis  g lorios, verais lum s e c la r ta tz ,
D èu s  poderós, Sônher, si a  vos p la tz ,
A l m e u  com panh  sïa tz  fizèls a ju d a ,
Q u ’e u  n o n  lo v i pôs la  n ô ch s  fo v en g u d a , 

5 E  ad ès  s e rà  l’a lba .

B él com panhô , si d o rm ètz  o v e lh a tz ,
N o n  d o rm a tz  p lus, su au  vos re s s id a tz , 
Q u ’e n  o rie n t vei P este la  e reg u d a  
Q u ’a m e n a ’l jo rn , q u ’eu l ’a i b en  ooneguda, 

10 E  a d è s  se ra  l ’alba.

B èl co m p an h ô , en c h a n ta n  vos apè l,
N o n  d o rm a tz  p lus, q u ’eu  a u g  c h a n ta r  l’auzèl 
Q ue v a i qu eren  lo jo rn  p e r  lo  bo sca tg e ,
E t  a i  p a o r  q u e ’l gilôs vos a ssa tg e ,

15 E  ad ès  se rà  l’a lba .

B è l co m p an h ô , eissètz a l fenes trè l,
E t  e sg a rd a tz  las ensenhas d e l cèl; 
C ono issere tz  s i’us su i fizèls m essa tg e :
Si n o n  o fa itz , vôstres n ’è r  lo  d a m n a tg e , 
E  a d è s  se rà  l’alba.
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B él com panhô , pôs m i p a r t i  d e  vos,
E u  n o n  d o rm i n i ’m  m ôc de ginolhós,
A ns p reguè i D èu  lo  f ilh  S a n ta  M aria,
Q ue’us m i ren d és  p e r  le ja l com panh ia ,

26 E  adès se rà  l’a lba .

B èl co m p an h ô , la  fô ra s  als peirós 
Me p re ja v a tz  q u ’eu  n o  fos dorm ilhós,
E n a n s  velhès to t a  n ô ch  tro  a l d ia;
A ras n o ’us p la tz  m os ch an s  n i m a  p a ria ,

30 E  adès se rà  l’a lb a .

— B èl dous c o m p an h , ta n  su i en  rie  so jo m  
Q u’eu  no n  v ô lg ra  m a is  fos a lb a  n i jo rn ,
C ar la  gensor que  a n c  nasqués de m aire  
T enc e t  ab ras , p e r que  no n  p rèz i gaire 

33 L o fol gilós n i  l ’a lb a .
(T ex te  d ’A. K o lsen )8

R o i g lorieux, lum ière  e t  c la r té  v é ritab le s , D ieu  p u issan t, a p p o rte z , s ’il vous p la ît, 
S e igneur, v o tre  a ide fidèle à  m on  com pagnon . C ar je  ne  l’ai p o in t re v u  d ep u is  que  la  n u it 
e s t  to m b ée , e t  b ie n tô t p o in d ra  l ’a u b e  !

B eau  com pagnon , que  vous do rm iez  o u  veilliez, ne do rm ez p lu s , éveillez-vous 
d o u cem e n t; c a r je  vois g ra n d ir  à  l’o r ie n t l ’é to ile  qu i am ène le jo u r; je  l ’a i  b ien  reconnue, 
e t  b ie n tô t p o in d ra  l ’au b e  !

B eau  com pagnon , m o n  c h a n t vo u s appelle , ne dorm ez p lu s ; j ’e n te n d s  ch an te r 
l ’o iseau  q u i v a  c h e rc h a n t le jo u r  d an s  le bocage; e t  j ’a i bien p e u r  que  le ja lo u x  ne  vous 
su rp ren n e , c a r  b ie n tô t p o in d ra  l ’au b e  !

B eau  com pagnon , m o n trez -v o u s à  la  fen ê tre  e t  regardez les é to ile s  d u  ciel; vous 
sa u re z  a insi si je  vous suis fidèle m essager. S i vous ne  le fa ites po in t, v ô tre  se ra  le dom m age, 
c a r  b ie n tô t p o in d ra  l ’au b e  !

B eau  com pagnon , dep u is  que  je  v ous a i q u it té , je  n ’a i p o in t d o rm i e t  n ’a i cessé 
d e  p r ie r  à  genoux  D ieu , le fils de  sa in te  M arie, a fin  q u ’il m e ren d e  m o n  lo y a l am i; car 
b ie n tô t  p o in d ra  l ’au b e  !

B eau  com pagnon , vous m ’avez  p rié , là -bas, su r le perron , de  n e  p o in t  m ’endorm ir 
e t  d e  veiller to u te  la  n u i t  ju s q u ’a u  jo u r ; e t  m a in te n a n t ne vous p la ise n t n i m o n  c h a n t ni 
m a  com pagnie; m a is  b ie n tô t p o in d ra  l’au b e  !

— M on d o u x  am i, je  su is en  s i n o b le  sé jo u r, que  jam ais je  ne  v o u d ra is  v o ir ven ir ni 
a u b e  n i jo u r, c a r  je  tien s d an s  m es b ra s  la  p lu s  belle qu i n a q u ît de  m ère . V o ilà  pourquo i 
je  n e  prise  guère n i le s tu p id e  ja lo u x  n i l ’aube.

(T rad u c tio n  d e  P ie rre  B ec)9

P o u r ce qui concerne les caractéristiques de ce genre lyrique, nous en citons 
la définition succincte de P. Bec: « D ’une manière générale, on peut définir 
l’aube comme une pièce lyrique composée sur le thème de la  séparation de 
deux am ants qui, après une furtive e t souvent illicite entrevue nocturne, sont 
réveillés à l’aube par le chant des oiseaux ou le cri du veilleur de nu it e t déplo
ren t le jour qui vient trop  tô t. Le m ot alba, du moins dans les pièces occitanes, 
revient régulièrement à la fin de chaque couplet où il forme refrain: d ’où le 
nom  du genre. »10

II
A la différence de la p lupart des aubes, notre poème commence par une 

invocation, une prière dans laquelle l’ami fidèle, le guetteur sollicite la protec
tion de Dieu pour les am ants menacés par le gilós ou l’arrivée prom pte du jour:

R eis  gloriós, v e ra is  lum s e c la r ta tz ,
D èus poderôs , S énher, si a  vos p latz ,
A l m eu  co m p an h  s ïa tz  fizèls a ju d a , (1-3)
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Le protecteur suprême, le « veilleur céleste » est invoqué par quatre 
syntagm es nominaux (dont tro is sont épithétiques) qui, en form ant une série 
de répétition synonymique, complètent et intensifient les uns les autres. Les 
deux syntagmes les plus im portan ts aux points de vue sémantique e t rhéto
rique ( Reis glorios, . . .Dèus poderós)  constituent un  parallélisme grammatical 
parfait, é tan t dans une position initiale identique, e t comprenant les mêmes 
élém ents gram m aticaux (nom +  adj. épithète) e t aussi le même nombre de 
syllabes. L ’apposition du prem ier syntagme (verais lums e clartatz) est une 
périphrase métaphorique don t l’épithète-clé verais a pour rôle distinctif, avec 
la m étabole lums e clartatz d ’opposer Dieu, « fizèls ajuda » des amoureux, 
aux autres « lumières » de la  nature (aube, jour) qui sont, de par le caractère 
spécifique du genre, leurs adversaires nuisibles.

Au troisième vers de l’invocation apparaît le terme-clé (meu companh) 
par lequel le guetteur appelle l ’am ant tout le long du poème, et le fait que 
ce term e est mis en tête  du vers par l’inversion des éléments de la proposition 
lui assure d ’emblée une expressivité poétique. Ce term e revient par la suite 
au débu t de chaque strophe en fonction de vocatif (  Bél companhô), e t devient 
de la sorte un leit-motif anaphorique traduisant l ’insistance soutenue du 
guetteur.

Après l’invocation, cette  demande de protection pour les amoureux 
plongés dans leur entrevue nocturne, le guetteur s’adresse à son compagnon 
et lui rappelle l’arrivée du jour qui, favorable pour le commun des gens, 
paradoxalem ent, est un m om ent « cruel » pour lui puisqu’il devra se séparer 
de sa bien-aimée. E n un  prem ier temps, l’ami fidèle ten te  de « réveiller » 
son « bel companhô » to u t doucement, avec des paroles tendres, ce qui est 
rendu, d ’une part, par les deux impératifs pléonastiques formant un para l
lélisme syntaxique et sém antique, et atténués par l’adverbe suau (doucement)g

N on  d o rm a tz  p lu s , suau  vos re ss id a tz  (12)

D ’autre  part, l’argum ent du veilleur est renfermé dans une subordonnée 
causale de ton très harm onieux (Qu'en orient vei Vestela creguda / Qu’amena’l 
jorn, . . .), contenant l ’annonce périphrastique de l’aube ( estela creguda qu’ame
na’l jorn), ce qui rentre égalem ent dans le cadre de l’insistance douce, atténuée. 
Nous faisons remarquer qu’à l ’unité  harmonieuse des subordonnées du distique 
contribue dans une large mesure la paronomasie des deux participes du sub
stan tif estela: CreGUDA . . . ConeGUDA.

Les deuxième et troisième couplets sont reliés p a r la récurrence expres
sive de l ’appel (Non dormatz p lus)  dans la même position syntaxique, en tête 
du second vers du distique. (Ce même verbe revient encore, en ta n t que 
polyptote des précédents (E u  non dormi), au début de la cinquième strophe 
servant de preuve à l’appui du service inlassable du veilleur.) Dans ces couplets, 
de même qu’au début du quatrièm e, le veilleur se réfère aux divers phénomènes
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de la nature pour atteindre à ses buts e t s’acquitter de sa mission, e t élargit 
de la sorte l’espace clos de la situation de départ en lui p rêtan t des dimensions 
extra-contextuelles.

. . . q u ’eu  au g  chantar l’auzèl
Q ue v a i queren  lo jo rn 11 p e r lo boscatage, (12-13)

B él com panhô , eissètz a l fenestrè l,
E t  esg a rd a tz  las ensenhas del cèl; (16-17)

Cependant, ces topiques de printemps, bien connus e t familiers pour le public 
médiéval, constitués des motifs du chant d ’oiseau ou du bois verdoyant — las 
ensenhas del cèl, belle image métaphorique, peut être considérée comme la 
reprise et variation du syntagme périphrastique estela creguda —, sont, en 
l’occurrence, les moyens efficaces de l’insistance du veilleur attentif.

Par la suite, le guetteur exprime son dévouement plein d ’angoisse pour 
son « bel companhô » expressis verbis, par ses confidences personnelles:

C onoisseretz s i’us su i jizèls messatge : (18)

B èl com panhô , pôs m i p a r t i  de  vos,
E u  non  dorm i n i’m  m óc de g inolhós,
A ns p reguèi D èu  lo filh  S a n ta  M aria,
Q ue’us m i rendés p e r  le ja l co m p an h ia , (21-24)

D ans la cinquième strophe on assiste à l’amplification rhétorique du thème de 
la surveillance dévouée au moyen d ’une gradation frappante:

©  ©
Eu non dormi—»■ ni 'm môc de oinolhés

1 1
Ans preguèi Dèu lo filh Santa Maria .,

©

La prière mentionnée aux vers 23-24 est en effet la reprise de l’invocation 
initiale, la répétition expressive de la demande de protection à Dieu pour 
l’am i-am ant (Que’us m i rendés per lejal companhia). Le syntagme épithétique 
im pliquant la fidélité e t l’amitié (lejal companhia) constitue une figure étym o
logique avec les term es companh e t companhô, e t cette identité étymologique 
est susceptible de traduire l’identité e t l’unité sémantiques, contextuelles des 
termes-clés fondam entaux du poème.
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Au début de la sixième strophe, le guetteur rappelle à son ami l’accord 
convenu entre eux (M e prejavatz qu’eu no fos dormilhós), e t l ’importance 
de cette  demande est soulignée par des temps verbaux m arquant la durée e t 
l’in tensité  de l’action (im parfait, to u r périphrastique). D ’autre part, le paral
lélisme syntaxique des propositions adversatives des cinquième e t sixième 
strophes

(E u non dorm i . . . . .  qu’eu no fos dormilhós,

Ans preguèi Dèu . . . Enans velhès tota noch . . .)

relève le leit-m otif le plus im portan t de l’alba : le dévouement e t la vigilance 
du veilleur.

L a  dernière strophe renferm e la réponse fière e t frappante de l’am ant 
au veilleur, qui est une opposition nette  des angoisses de celui-ci. L ’am our et 
la présence de sa bien-aimée lui font oublier e t mépriser les dangers imm inents 
que lui rappelle l’ami fidèle:

C ar la  g en so r q u e  a n c  nasqués de  m a ire  
T enc e t  a b ra s , p e r  q u e  non  p rèz i gaire  
L o fol gilós n i l ’a lb a . (33-35)

III
L a  tension latente se m anifestan t tou t le long du poème se trad u it par 

le refrain  (E  adès ser à l’alba) qui clôt, à la fin de chaque strophe, le discours 
avertissan t du veilleur comme un  argum ent final e t irrévocable. Le refrain 
de la  dernière strophe contenant la réponse consciente de l’am ant réunit 
même les deux périls im m inents qui menacent les amoureux (Lo fol gilós 
ni l’alba).

Le veilleur est le personnage central, le protagoniste véritable de l’alba. 
Il est non seulement le garde v ig ilan t e t fidèle des am ants mais aussi e t surtout 
leur porte-parole, susceptible de créer un rapport, une communication entre 
leur espace clos et le monde extérieur. Ce n ’est qu’à travers ses propos adressés 
à l’am an t, ses insistances e t angoisses, bref, son a ttitude  manifesté à l’égard 
des am oureux qu’il surveille e t protège qu’on peut suivre l’évolution de l ’entre
vue pleine d ’éléments dram atiques, exposée au danger que’l gilós (les)  assatge, 
e t plus encore à l’arrivée im m inente du jour qui provoquera la séparation 
douloureuse et inéluctable.

Bemart de Ventadorn: Can l’erba fresch’ e-lh folha par

I
« P arm i les troubadours e t  les trouvères du X IIe siècle, B ernard de 

V entadour occupe une place to u te  particulière à la fois par la profondeur de 
son inspiration, la sincérité de ses confessions, la variété de ses émotions,
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le rythm e et la musicalité de ses vers e t par l’originalité de son imagerie 
poétique, ft12

Certes, Bernard de Ventadour dépasse tous ses devanciers e t contempo
rains en ta n t que poète le plus doué et le plus profond de la f in ’amor qui était 
à la fois son thème principal e t sa source d ’inspiration inépuisable. C’est dans 
son œuvre que les principes du courant idéologique et poétique qu’on est 
convenu d ’appeler f in ’amor e t courtoisie trouvent leurs formes d ’expression 
les plus congruentes e t se présentent dans leur épanouissement le plus complet 
et le plus parfait. La sincérité des sentiments e t la profondeur de la passion 
de ce troubadour du X IIe siècle saisissent même aujourd’hui le lecteur bien 
qu’il soit fort probable que chacun de ses poèmes ne traduise pas un amour 
réel, un amour vécu. A ce propos, M. Lazar a parfaitem ent raison de faire 
observer: « Les limites entre le vécu dans la réalité et le vécu dans l’imagination 
sont dans toute poésie ( . . . )  si fugaces, si inextricablem ent mêlées, qu’il est 
difficile, impossible même, de les distinguer. E n  fait, elles ne dem andent pas 
à être distinguées, e t l’a rt consiste justem ent dans cette fusion entre le réel 
e t l’imaginaire, dans cette métamorphose de la vio vécue et de la vie imaginée. 
C’est la substance même de l’expérience poétique. Les am ours réellement 
vécues e t les amours rêvées seulement peuvent se traduire dans la chanson 
avec la même intensité, avec une sincérité identique. C’est certainem ent le 
cas dans la poésie de B ernard de Ventadour. >>13

Amour réel e t imaginaire, amour sensuel e t spiritualisé, joie extatique 
et désir insatisfait, espérance nostalgique e t détresse désespérée, tous les 
aspects de la passion amoureuse sont abordés e t développés dans les chansons 
d ’am our de Bernard de Ventadour, poète inégalé du joi e t de l’exaltation de 
la f in ’amor.

CA N  L ’E R B A  F R E S C H ’E -L H  F O L H A  P A R

C an l ’e rb a  fresch ’e-lh fo lha p a r  
e la  flo re  b o to n ’el v e rjan , 
e-1 rossinhols a u te t  e d a r  
lev a  sa  vo tz  e m ou  so chan ,

5 jo i a i de lui, e jo i a i de la  f lo r 
e jo i de  m e e de m idons m a jo r; 
d a u s  to ta s  p a rtz  su i de jo i c lau s e sens, 
m a l sel es jois que to tz  a u tre s  jo is vens.

A i las ! corn m or de cossirar !
10 Q ue m a n h ta s  ve tz  en  cossir ta n : 

la iro  m ’en  po irian  p o rta r , 
que  re  no sab ria  que-s fan.
P e r  D eu , A m ors ! be-m  tro b a s  vensedor: 
a b  p au cs  d ’am ies e ses a u tre  senho r.

16 C ar u n a  v e tz  ta n  m idons no  d estren s 
a b a n s  q u ’eu fos del dezirer estons ï

M erav ilh  m e corn pose d u ra r  
q u e  no-lh  d em ostre  m o ta la n .
C an  eu  vei m idons n i l’esgar,
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!0 li seu b e l o lh  ta n  be  l’estan :
p e r p au c  m e  te n h  c a r  eu  vas leis no  cor.
Si fe ira  eu , s i n o  fos per paor,
c ’anc no  v i co rs  m e lh s  ta lh a tz  n i dépens
ad  ops d ’a m a r  s ia  ta n  greus n i lens.

25 T an  am  m id o n s  e la  te n h  car, 
e ta n  la  d o p t ’e  la  reb lan  
c ’anc  de  m e n o -lh  auze i p a rle r , 
n i re no -lh  q u e r  n i re  no-lh m an.
P ero  e lh  s a p  m o  m a l e m a  dolor,

30 e can  li p ia i , m i fa i ben  e t  onor,
e сап  И p ia i , e u  m ’en  so fert ab  m ens, 
p e r so c ’a  le is  n o -n  av en h a  b lastens.

S’eu sau b es la  g en  en ch an ta r, 
m ei enem ic fo ra n  efan ,

35 que ja  u s  n o  s a u b ra  tr ia r  
n i d ir  re  q u e -n s  to rn e s  a  dan .
A doncs sa i e u  q u e  v ira  la  gensor 
e sos bels o lh s  e sa  frescha  color, 
e ba izera-lh  la  b o ch a  en to tz  sens,

40 si que d ’u n  m es  i p a re g ra  lo sens.

B e la  v o lg ra  so la  tro b a r , 
que dorm is, o -n  fezes sem blan, 
per q u ’e-lh  em b les  u n  dou tz  baizar, 
pus no v a lh  t a n  q u ’eu  lo-lh dem an . 

a  46 P e r D eu , d o m n a , p au c  esplecham  d ’am o r;
V ai s ’en  lo te m s , e p erdem  lo m elho r !
P a rla r  d e g ra m  a b  cu b e rtz  en tresens, 
e, pus no -n s v a l  a rd itz , valgues nos gens !

B e d e u ri’o m  d o m n a  b lasm ar,
50 can tro p  v a i son  am ie  ta rzan , 

que Ion ja  p a ra u la  d ’am a r 
es g rans eno is  e  p a r  d ’en jan , 
c ’am ar p o t o m  e fa r  sem blan a lho r, 
e gen m e n tir  la i o n  non  a  au to r .

55 B ona d o m n a , a b  so l c ’am ar m i dens, 
ja  p e r m e n t ir  e u  no  sera i a ten s .

M essatger, v a i, e n o  m ’en prezes m ens , 
s’eu del a n a r  v a s  m idons sui tem ens.

(T exte de  C. A ppel)14

L o rsq u e  l ’herbe fra îche  e t  les feuilles para issen t, q u e  la  f le u r  bourgeonne su r  la  
b ra n c h e , e t  que  le rossignol é lève s a  v o ix  h a u te  e t  c laire e t  e n to n n e  son c h a n t, j ’a i joie 
de  lu i, e t  j ’a i joie de la f le u r , e t  jo ie  d e  m oi-m ôm e e t  p lu s g ran d e  encore, de m a  d am e; de 
to u te s  p a r t s  je  suis cerné e t  c e in t d e  jo ie , m ais la  v raie joie e s t celle q u i dom ine to u te s  les 
a u tr e s  jo ie s .

H é la s  ! com m e je m eurs d e  p e n se r  à  elle ! ca r b ien  des fois je  suis te lle m e n t p en sif  
q u e  d e s  v o leu rs  po u rra ien t m ’en le v e r  san s  que je m e ren d e  co m p te  de  ce q u ’ils fo n t. P a r  
D ieu , A m o u r  ! tu  m e tro u v es fac ile  à  va incre ; a y a n t p eu  d ’am is, sans a u tre  seigneur. 
P o u rq u o i n ’oppresses-tu  p a s  de  m êm e  u n e  fois m a  dam e, a v a n t  que  je n e  sois consum é 
p a r  la  p a ss io n ?

J e  su is  é tonné com m e je  p u is  d u re r  sans que je  lu i confesse m on  désire. L o rsque 
je  vo is m a  d am e  e t la  regarde , ses b e a u x  y eu x  lui v o n t si b ie n  que  je  m e re tien s  à  peine 
de c o u r ir  v e rs  elle. E t  je  le fera is, n ’é ta i t  la  cra in te , c a r jam a is  je  ne  v is co rp s m ieux  
ta illé  n i  p e in t  qui, pou r le beso in  d ’am o u r , fû t si ré t i f  e t len t.

J ’a im e  te llem en t m a  d am e  e t  la  chéris, je  la  cra in s e t  lu i ren d s h om m age  à  te l 
p o in t q u e  ja m a is  je  n ’ai osé lu i p a r le r  d e  m oi; je  ne  lu i d em an d e  rie n  e t  je  ne  lu i envoie
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rien . M ais elle c o n n a ît m o n  m al e t  m a  dou leu r, e t  q u a n d  il lu i p la ît ,  elle m e  fa it d u  b ien e t  
m ’honore; e t  lo rsq u ’il lu i p la ît, je  m e co n ten te  m êm e de  m oins, a fin  q u e  n u l b lâm e ne lui 
en  v ienne.

Si je  sav a is  enso rceler les gens, m es ennem is d e v ien d ra ien t des e n fa n ts , e t  au cu n  
d ’eu x  ne  s a u ra it  d é c o u v rir  ne  ra p p o r te r  chose q u i p û t  nous n u ire . J e  sais q u ’alors je  
v erra is  la  p lu s  nob le  fem m e, ses b eau x  y eu x  e t  sa  fra îch e  cou leu r, e t  je  lu i baiserais la  
bouche en to u s  sens, s i b ien  que d u ra n t u n  m ois on  y  v e rra it  la  m a rq u e .

J e  v o u d ra is  b ien  la  tro u v e r  seule, q u ’elle d o rm ît ou  q u ’elle en  f î t  sem b lan t, p o u r 
lu i ra v ir  u n  d o u x  b a ise r, p u isque  je su is ind igne  de le lu i d em an d e r. P a r  D ieu , dam e ! nous 
v ivons peu  n o tre  a m o u r; le tem p s passe e t  n ous en  pe rd o n s la  m eilleu re  p a r t  ! N ous d e 
vrions nous p a rle r  à  l ’a id e  d ’u n  code secre t, e t  p u isq u e  l’audace  ne  n o u s  v a u t rien , que  
nous vaille n o tre  ingén iosité  !

O n d e v ra i t b ie n  b lâm er une  fem m e q u a n d  elle t ie n t  tro p  en  su spens son am a n t; 
c a r p a rle r  lo n g tem p s d ’am o u r e s t une g ran d e  tr is te sse  e t  p e u t p a ra î tr e  u n e  ruse , p u isq u ’on  
p e u t a im er e t  a illeu rs  en  faire  sem b lan t, e t  jo lim e n t m e n tir  q u an d  il n ’y  a  p o in t de tém oin . 
D ouce dam e, si seu lem en t tu  da ignais m ’aim er, je  ne  sera is jam a is  a t t e in t  p a r  le m ensonge.

Va, m essager, e t  puisse-t-elle  ne p as m ’en  e s tim er m oins, si je  c ra in s  de m e rend re  
m oi-m êm e chez m a  d am e.

(T rad u c tio n  de M. L aza r)15

II
Les motifs du début printanier, actualisés par les champs reverdis et les 

fleurs épanouies ainsi que par le chant du rossignol particulièrem ent fréquent 
chez notre troubadour ,16 sont très étroitem ent liés à l’explosion du joi (joie) 
d ’amour. Bien qu ’il s’agisse là des topiques bien connus, im pliquant la nais
sance des sentim ents amoureux, ils ne sont susceptibles dans aucune autre 
chanson de dégager avec tels vigueur e t éclat cette joie presque extatique 
qui est le propre du poète de la fin’amor:

jo i  a i de lui, e jo i a i de  la  f lo r
e jo i de  m e e de m idons m a jo r,
d a u s  to ta s  p a r tz  su i de  jo i c lau s e sens,
m as  sel es jois  que to tz  a u tre s  jo is  vens. (5-8)

On voit ici cette joie d ’amour in statu nascendi: le troubadour révèle 
lui-même qu ’il la ressent en entendant le chant du rossignol e t en regardant 
les fleurs fraîchem ent épanouies (joi ai de lui, e joi ai de la flor). Le mot-clé 
anaphorique joi se répète six fois ( ! ) dans les quatre vers de la première 
strophe, e t non seulement en position « marquée », c’est-à-dire en tête de 
vers ou au début d ’hémistiche, mais aussi dans une disposition telle qui cor
respond à une belle gradation rhétorique e t sémantique. Du joi dégagé par 
les images de la nature  printanière, le troubadour parvient à la joie suprême 
et unique « qui domine toutes les autres joies », à celle de la veraia ou fin’amor.

Après l’explosion et l’exaltation quasi idéalisée de la joie d ’amour, ce 
sentiment extatique s’éteint peu à peu pour céder la place à la réalité trou
blante des désirs amoureux, e t le poème continue par un decrescendo nostal
gique. Le poète amoureux est en proie de sa passion à tel point qu’il est asservi 
non seulement à sa dame mais à quiconque voudrait disposer de lui;

Q ue m a n h ta s  ve tz  en cossir ta n :
la iro  m ’en p o irian  p o r ta r ,
que  re  no sab ria  que-s fan . (10-12)
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(Nous faisons observer l’allitération dans le deuxième vers — poirian portar —  

ainsi que la  paronomasie des m ots allitératifs). Il s’avoue être sans défense 
contre le pouvoir de l’amour ( Per Deu, Amors! Ъе-т trobas vensedor : ab panes 
d’amies e ses autre senhor). La vue seule de la belle apparence de sa dame le 
rem plit d ’u n  bonheur infini e t peu s’en faut que l’am oureux ne se précipite 
inconscient dans les bras de celle qui pourtan t « ad ops d’amar sia tan greus 
ni lens ». Le dynamisme et le ry thm e alerte ém anant de l’intention du poète 
em porté p a r  sa passion se reflètent dans la succession rapide des term es courts, 
m onosyllabiques :

li seu b e l o lh  t a n  b e  l ’e s tan :
p e r p au c  m e te n h  c a r  eu  vas leis no  co r. (20-21)

I l se sent ensorcelé par les beaux yeux et le corps frais e t ravissant de 
la « domna » ; ce fragment de p o rtra it féminin, cette esquisse de descriptio 
puellae deviendra un véritable m otif récurrent dans les vers 37-38:

A doncs sa i eu  q u e  v ira  la  gensor 
e sos bels olhs e sa  frescha color,

Les paroles du fin amant deviennent à la fois passionnées e t craintives 
lorsqu’il déclare son amour inassouvi pour sa dame ; il se conduit en « servidor » 

qui redou te  l ’insensibilité e t désire la  bienveillance, la compréhension de 
« midons ». I l est pleinement conscient de ce que la mercé ne peut venir que 
de la bonne volonté de la dame qui connaît bien son é ta t e t ses aspirations 
douloureuses.

T an  am  m id o n s e la  te n h  car, 
e ta n  la  d o p t’e  la  re b la n  
c ’anc de m e n o -lh  au ze i p a rla r, 
n i re  no-lh  q u e r  n i re  no -lh  m an .
P ero  elh sap  m o  m a l e  m a  dolor, 
e can  li p ia i, m i fa i b e n  e t  onor, 
e can  li p ia i, e u  m ’en  so fo rt ab  m ens, 
p e r so c ’a  leis n o -n  a v e n h a  b lastens. (25-32)

Si nous regardons de près la composition de cette strophe, nous apercevons 
qu’elle e s t construite en grande partie  selon un principe binaire, c’est-à-dire 
que, la  p lu p art du temps, ce sont des métaboles à deux term es, des itérations 
synonym iques qui en constituent les vers (Tan am midons e la tenh car, e tan 
la dopt’ e la reblan ; Pero elh sap mo mal e ma dolor, e сап li piai, mi fai ben 
et onor). Ce sont tous, en l’occurrence, les moyens rhétoriques adéquats de 
l’expression du sentiment am oureux exacerbé.

I l ne saurait être dû au hasard  que cette composition binaire apparaît 
même dans la première strophe, consacrée à l’exaltation du joi d ’amour 
(Can Verba fr esek' el-lh folha par; e-1 rossinhols autet e clar / leva sa votz e mou 
so chan, joi ai de lui, e joi ai de la flor . . .). Ce parallélisme relie en effet les 
deux strophes les plus im portantes au point de vue du contenu idéologique
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de la cansô : ce sont elles qui exposent de tels principes fondam entaux de la 
fin’amor que le joi ou le service amoureux inconditionnel.

Le désir a rden t e t l ’inaccessibilité de la dame aimée poussent l’am ant 
jusqu’à des aspirations magiques: il voudrait savoir enchanter ses adversaires 
(gilós, lauzengiers)  qui lui barrent le chemin m enant vers sa dame. C’est aussi 
par l’enchantem ent qu ’il espère pouvoir trouver seule e t embrasser « la 
gensor ». L ’am our inassouvi lui fait im aginer toutes sortes de jeux érotiques 
( e baizera-lh la bocha en totz sens, si que d'un mes i paregra lo sens. —  Be la 
volgra sola Irobar, . . . per qu’e-lh embles un doutz baizar,). On ne peut ne pas 
s’apercevoir dans ces vers du caractère transcendant de la fin’amor ; l’inac
cessibilité de la dómna, les risques et les dangers qui accompagnent cet amour 
ne perm ettent qu ’un accomplissement en rêve, imaginaire. Malgré que le 
poète semble professer l’idée de carpe diem (Per Deu, domna, pauc esplecham 
d’amor ; vai s’en lo tems, e perdem lo melhor!)  e t qu’il blâme la dame pour 
faire attendre trop  longtemps son am ant, nul doute qu’elle reste absente dans 
cet amour et que le troubadour ne pourra qu’espérer sa grâce, sa mercé. (Bona 
domna, ab sol c’amar mi dens, ja per mentir eu no serai atens.)
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André Chénier. Les problèmes de l’expérience
L ászló  F e r e n c z i

L ’appréciation critique de Chénier e t la « technique » de sa lecture ont 
varié, au cours des derniers cent cinquante ans, selon les exigences e t pratiques 
consécutives au Romantisme, au Parnasse, à la poétique éliotienne et au 
Nouveau Roman français. La m ultiplicité des approches tém oigne de la 
richesse du poète.

Chénier, de son vivant, n ’avait publié que deux poèmes seulem ent e t ce 
sont les éditeurs qui, plus tard , classeront ses poésies, en général selon les 
genres. Cette classification semble être satisfaisante, bien que la  séparation 
faite entre les poèmes « achevés » e t les fragments, soit peu convaincante, 
e t ce pour deux raisons. La première — comme l’ont également remarqué 
B abits e t Thibaudet indépendamm ent l’un de l’autre — est que l’influence 
exercée par Chénier provient to u t d ’abord de ses fragments, e t la seconde, 
raison primordiale, est qu’il est extrêm em ent difficile de faire la  distinction 
entre les poèmes achevés e t les fragments.

En 1969 est parue à Moscou une anthologie bilingue de poètes français 
tradu its  par des poètes russes des X IX e e t X X e siècles. Chénier y figure avec 
vingt poèmes, dont certains sont achevés e t d ’autres non comme le veut la 
tradition  des éditions françaises. L ’édition russe omet de signaler, avec 
force raison, si le texte en question doit être considéré ou non comme fragment, 
e t évite par là de troubler le plaisir du lecteur. Qui plus est: sur les quelques 
250 vers de L ’Aveugle, comme seuls les 25 premiers ont été  trad u its  par 
Pouchkine, l’éditeur ne publie également que ces 25 vers dans le tex te  français. 
Le texte donne ainsi impression d ’un grand poème intégral; si le lecteur 
s’aperçoit qu’il n ’a lu là qu’un dixième de l’œuvre, cela ne p eu t provenir que 
de ses seuls connaisances d ’histoire littéraire, e t non de son sens critique.

Les différentes éditions peuvent influencer les impressions du lecteur 
selon qu’elles séparent ou non les poèmes achevés des fragments, e t si oui, dans 
quelle mesure, ou bien selon l’ordre qu’elles donnent aux poèmes publiés. 
Toute classification est arbitraire, précisons-le. Pour ma part, j ’ai en général 
utilisé les éditions de Latouche, de Dimoff e t de W alter — n’ay an t pu  acquérir 
celle de Hérédia —, mais il fau t dire que mon opinion sur les élégies a été 
grandem ent influencée par le choix de l ’édition de Gerbault.
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A partir des classifications des éditions posthum es, nous pouvons ranger, 
su ivant la  thém atique e t les genres, les poèmes de Chénier en quatre cycles. 
Le prem ier comprend les poèmes d ’amour, dont le genre caractéristique est 
l’élégie, le second englobe les poèmes relatant des histoires, des m ythes de la 
trad ition  culturelle de L ’A ntiquité; on les appelle habituellement des Buco
liques. Le troisième cycle est constitué par les deux fragments d ’épopée, 
Y Hermes e t L ’Amérique e t le quatrième par les poèmes politiques: hymnes, odes 
e t iam bes; j ’y range aussi l’Épilogue de Y Hermes. (Remarquons entre paren
thèses qu’un certain nom bre de poèmes en tren t m al, ou pas du to u t dans 
cette classification qui peu t pourtant être utilisée à titre  d ’hypothèse de 
travail.)

L ’élément spécifique des Elégies est la sincérité, sincérité qui ne constitue 
pas en soi une catégorie, ou une valeur esthétique, sauf dans la mesure 
où elle apparaît comme élém ent documentaire du poin t de vue de la thém a
tique. Ce n ’est pas la sincérité qui fait l’authenticité  d ’un poème, car celui-ci 
n ’est pas un sentiment, e t d ’autre part l’authenticité  du poème et la sincérité 
du poète ne sont choses assimilables. L ’apparition  de la sincérité dans la 
poésie est pourtant capitale, puisqu’elle signifie que le domaine intime imprègne 
le poème qui revêt ainsi un  certain caractère autobiographique, e t que le 
poète juge ses propres sentim ents et opinions assez im portants pour en faire 
un élém ent constitutif, voire l’essence même du poème. La sincérité et la prise 
de position personnelle rapprochent le poème du journal, — l’œuvre concrète 
révélant seule, naturellem ent, ce degré de transfert. L a sincérité exprime dans 
quelle mesure le poète assume son moi, dans quelle mesure il juge im portan t 
de communiquer, de perpétuer, voire tout sim plem ent de rendre conscientes 
ses propres possibilités.

Les Élégies de Chénier ont pour caractéristique la plainte. Depuis 
Rousseau et le W erther, il sied au poète de se plaindre e t la plainte est même 
devenue une sorte de vertu . Les Élégies présentent un  jeune homme à peine 
sorti de l’adolescence qui raconte l’histoire d ’un (ou des) amour(s), du désir 
à l ’inassouvissement, des flammes à l’écroulement. Il use des éternels clichés 
de la poésie d ’amour, q u in ’on t guère changé depuis les Grecs jusqu’à aujourd’hui:

R ien  à  m es  y e u x  n ’est b eau  que de  s a  seu le  im age.

Le jeune héros des poèmes caresse le projet d ’am ener sa bien-aimée « bien 
loin de la  ville » pour être désormais le seul à pouvoir satisfaire tous ses caprices. 
Il raconte ailleurs que la tristesse l’a tellement transform é que même ses amis 
ne le reconnaîtraient plus, qu’à cause de sa solitude il les fuit en même tem ps 
qu’il désire leur compassion. I l en vient même à m audire ses Muses ta n t véné
rées, car « Vous laissez fu ir Camille ». Une au tre  fois il demande au contraire 
à la poésie de le venger. Ailleurs encore, il pein t le conflit du songe e t de la 
réalité, de l’imagination e t  des faits inexorables:
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J e  do rs , m ais  m on  cœ u r veille; il e s t à  to i
U n  songe a u x  ailes d ’o r te  descend  p rès  de m oi

E t  seu l je  tro u v e  alo rs que  m a bouche en flam m ée
C ru t, b a is a n t l’o reiller, baiser t a  bouche  aim ée

Ce que Chénier raconte, usant d ’enjam bem ents rappelant la prose, mais 
aussi avec d ’inversions qui accentuant la solennité des poèmes, relève indu
bitablem ent des clichés constants de la poésie d ’amour, amsi il n ’en reste pas 
moins que c’est lui qui redécouvre une atm osphère pour la poésie française. 
Les clichés eux-mêmes sont individualisés, concrétisés par le « journal ». 
Une des particularités des Élégies est la fréquente apparition des allusions 
autobiographiques. Le poète songe à fuir son am our en p a rtan t pour Byzance, 
lieu de sa naissance:

P a rto n s , la  voile e s t p rê te , e t  B yzance  m ’appelle .
J e  su is va incu , je  fuis. A u joug  d ’u n e  cruelle
L e tem p s , les longues m ers p e u v e n t seuls m ’a rrach e r.

C ar c ’e s t là  q u ’une G recque, en  son je u n e  p r in te m p s
B elle, a u  l i t  d ’un  époux  nourrisson  d e  la  F ra n c e .
Me f i t  n a ître  F ran ça is  d an s le sein  de B y zan ce .

Le héros des Élégies est un jeune homme qui court à sa perte, pour qui 
l’être ou le non-être de la bien-aimée est d ’une im portance vitale puisqu’il 
dépend d ’elle, qu’il est à sa merci. Mais cet amour, précisons-le, reste une 
affaire privée, une valeur individuelle. Il n ’occupe la place ni de la philosophie 
ni de la religion, ne devient pas, comme chez Dante, une possibilité de con
naissance e t de synthèse, il n ’est non plus une ten ta tive  pour se protéger du 
monde, comme chez Baudelaire ou chez Moréas. Nous sommes loin de trouver 
chez Chénier cette association de l’amour et de la religion que propose la poésie 
de John Donne, e t qui se caractérise par la fusion des images érotiques e t 
religieuses. Chénier ne se serait jamais associé non plus à cet aveu de Schlegel: 
« J ’ignore si j ’aurais pu prier de toute mon âme l’éternel si je n ’avais jamais 
aimé une femme », ou à ces paroles de Schleiermacher: « C’est grâce à Eve 
que les yeux d ’Adam se sont ouverte à l’adoration du monde et de Dieu. » 
Bien que Chénier a it fort apprécié la poésie des Ronsard — c’est un des repro
ches qui lui est fait au début du X IX e siècle — rien ne lui est plus étranger 
que ce motif des sonnets à Cassandre:

U n ris qu i l’âm e a u x  A stres achem ine.

L ’amour pour Chénier n’est раз une vertu, ni un vice, ni un prétexte ou 
une justification, — il est une question de fait. Il peut être problématique, 
mais n ’est pas en lui-même un problème. Môme si le fragm ent inspiré par 
Suzanne paraît le démentir, Chénier reste un des poètes les р1из précis et les 
plus lucides de la littérature  mondiale. Non pas parce qu’il suit des conventions, 
mais parce qu’il ne cherche раз à donner à l’amour d ’antre3 valeurs et c’est
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ju stem en t ce fait qui le distingue de ses contemporains allemands e t le rap 
proche de Csokonai. Il est à rappeler ici que Csokonai e t Chénier on t été tous 
deux inspirés par les poètes grecs, e t non pas par P laton qui, le premier, a 
in tro d u it une conception expansionniste de l’amour em brassant les domaines 
de la  m orale, de la politique e t de l’épistémologie. Chénier pensait déjà à 
Y Hermès e t H Amérique quand il a  écrit ses Élégies ; le monde extérieur et 
in térieur l ’intéressaient jusqu’en leurs moindres détails, mais il n ’a  pas pour 
a u ta n t cherché à les remplacer l ’un pa r l’autre ou à les compléter l ’un  avec 
l’au tre . I l  est vrai qu’il n ’au ra it pas eu de modèle pour une ten ta tive  de ce 
genre.

Le héros des Élégies est un  jeune homme qui manie parfois l’ironie 
contre lui-même, qui se désespère facilement e t cherche souvent la mort; 
combien il est éloigné de l’H ercule viril des Bucoliques, combien la plainte 
des Élégies est loin de cette ironie inexorable, implacable qui se dégage des 
ïambes ou de cette objectivité supérieure e t détachée qui caractérise certaines 
parties achevées ou les esquisses en prose de Y Hermès.

I

D ans un de ses poèmes bucoliques, Chénier révèle — ou disons plutôt: 
déclare, car cela n ’était une révélation ni pour lui, ni pour ses contemporains —, 
qu’il su it une grande tradition  européenne. Il cite les noms de Théocrite, de 
Moschus, de Bion, de Virgile e t de Gessner dans le poème qui débute par ces 
vers fiers:

M a m use p a s to ra le  a u x  reg a rd s  des F ran ça is  
Ose ne p o in t ro u g ir  d ’h a b ite r  les forêts,
E lle  v e u t p ré se n te r  a u x  belles de nos villes 
L a  ch am p ê tre  in n o cen ce  e t  les p laisirs tran q u ille s ;
E t  ra m e n a n t P a lè s  d es c lim a ts  é trangers,
F a i t  en tend re  à  la  Seine en fin  de vra is bergers.

De Horace à Ronsard e t à Babits, les poètes ont toujours ressenti une 
joie enthousiaste à avoir réussi à im planter dans leur littératu re  nationale 
des form es, des techniques e t des contenus étrangers. Redire n ’est pas moins 
hardi e t  passionnant que de dire du  nouveau; Chénier proclame avec une joie 
fière l ’u n ité  de la tradition et de l ’innovation:

Si to n  âm e a  g o û té  la  v o ix  p u re  e t  facile 
D o n t Pope ré p é ta it  les a ccen ts  de V irgile;
Si quelques d o u x  ta b le a u x  e t  quelques sons to u c h a n ts  
D e l’an tique  S pencer te  fo n t a im er les chan ts .
V iens vo ir aussi c o m m e n t a u x  bords de n o tre  Seine,
L a  Muse de Sicile e t  c h a n te  e t  se prom ène;
L es tab leau x  q u ’elle  in v ite , e t  les accen ts n o u v eau x  
Q ui rép è ten t nos b o is , no s nym phes, nos co teau x .

E xception  faite de quelques poèmes qui proclament sans ambages le 
m érite personnel, les Bucoliques se caractérisent par un ton  impersonnel. Si,
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dans les Élégies, se sont les sentiments du poète qui priment, e t sa position 
politique dans les ïambes, écrits pendant la  Révolution, dans les Bucoliques 
c’est avant to u t le sujet e t son expression qu ’il fau t considérer. La subjectivité 
apparaît naturellem ent dans le choix du su jet ainsi d ’ailleurs que dans l’agen
cement de l’histoire connue, mais ce n ’est pas le poète qui parle: c’est l’histoire 
elle-même qui se raconte. La tâche du poète consiste à redire l’histoire déjà 
connue; sa personnalité se révèle dans cette  sorte de concours qui consiste 
à dire la même chose mais mieux que les contemporains. A l’époque de Chénier, 
les poèmes bucoliques jouissaient d ’une véritable mode en France, le célèbre 
Lebrun s’y adonna lui-même avec ferveur.

Il n ’est pas facile de séparer les Élégies des Bucoliques ; le cycle de 
Camille dans les Élégies étan t particulièrem ent proche des Bucoliques. La diffi
culté vient de la tradition  millénaire du genre, les poèmes bucoliques e t éroti
ques se confondant déjà chez les successeurs de Théocrite. Dans la poésie de 
Chénier, on peut cependant faire une répartition  assez satisfaisante. Le héros 
des Élégies est le poète lui-même qui parle à la première personne du sin
gulier, celui des poèmes bucoliques est un personnage décrit à la troisième 
personne du singulier ou du pluriel. Chez le premier, le ton est celui de la 
confession et chez le second celui de la narration, mais tan t les Élégies que les 
Bucoliques possèdent une construction dialoguée ou dramatisée. L ’anecdote 
des poèmes bucoliques est gratuite e t achevée, tandis que, dans les Élégies, 
est sensible à l ’histoire.

L ’univers des Bucoliques ne se lim ite pas à l’âge d ’or. Certes, il a un 
aspect débonnaire qui se caractérise par les « plaisirs tranquilles ». Tel est 
le cas de Y Aveugle, histoire de l’admission e t de la protection d ’Homère. Ce 
poème est la description, — où l’on décèle un rien de prosélytisme — de 
l’estime dont avait joui jadis le poète, e t de la solidarité du public. L ’Aveugle, 
d it Scarfe, « is in the best ancien tradition because the episode springs naturally  
from its context, and because it  is self-explanatory. I t  is in the best modern 
tradition  because it  has th a t concentration — almost excessive — which 
since Baudelaire has become one of the  m arks and requirements of grand 
poetry. » Scarfe ne connaît pas la traduction de Pouchkine qui révèle une autre 
possibilité inhérente au poème. Comme je l ’ai déjà mentionné, Pouchkine n ’a 
tradu it qu ’une dixième partie de Y Aveugle, à savoir:

D ieu  d o n t l ’a rc  est d ’au g en t, D ieu  de  Claros, écorte,
O Sm inthée-A pollon, je  p é rira i sa n s  d o u te  
Si tu  ne  sers de guide à  c e t av eu g le  e rran t.
C ’e s t a insi q u ’ach ev a it l ’av eug le  en  so u p iran t,
E t  p rès  des bois m a rch a it, fa ib le , e t  su r une p ierre ,
S ’assey a it. T rois p a s teu rs , e n fa n ts  de  ce tte  te rre ,
L e  su iv a ien t, accourus a u x  ab o is  tu rb u le n ts  
D es m olosses, gard iens de leu rs tro u p e a u x  bêlan ts.
U s a v a ie n t, re te n a n t leu r fu re u r  ind iscrè te ,
P ro té g é  d u  v ieillard  la  faib lesse inqu iè te ;
U s l ’é co u ta ien t de loin, e t  s ’a p p ro c h a n t de lui;
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« Quel eet ce v ie illa rd  b lanc , aveug le  e t  san s  ap p u i ? 
Serait-ce u n  h a b i ta n t  de l ’em p ire  cé leste?
Ses tr a its  so n t g ra n d s  e t  fie rs; d e  sa  c e in tu re  ag reste  
P en d  une ly re  in fo rm e , e t  les sons de sa  voix  
É m eu v en t l’a ir  e t  l ’onde e t  le c ie l e t  les bois. »
M ais il en te n d  leu rs  pas , p rê te  l’oreille , espère ,
Se tro u b le , e t  te n d  d é jà  les m a in s  à  la  p riè re .
« N e c ra ins p o in t , d isen t-ils , m a lh eu reu x  é tran g e r;
(Si p lu tô t, sous u n  co rps te r re s tre  e t  passager,
T u  n ’es p o in t q u e lq u e  d ieu  p ro te c te u r  de  la  G rèce,
T a n t une g râce  a u g u s te  en n o b lit t a  vieillesse !);
Si tu  n ’es q u ’u n  m o rte l , v ie illa rd  in fo rtu n é ,
Les hu m ain s p rè s  d e  qu i les f lo ts  t ’o n t am ené ,
A ux m orte ls  m a lh e u re u x  n ’a p p o r te n t p o in t d ’in ju res  . . .

L a traduction de Pouchkine est estim ative e t explicative; elle a ttire  
notre a tten tion  sur la structure  de Y Aveugle, identique à celle du M endiant, 
poème to u t aussi long. Les deux poèmes débutent par une ouverture autonom e, 
qui expose, d ’une façon extrêm em ent concise, les grands motifs de l ’œuvre. 
P a r la  suite, le poète présente les personnages, décrit la scène où l’histoire se 
joue e t illustre l’art du poète aveugle. Pouchkine omet le développement e t 
les explications.

L ’univers des Bucoliques n ’est pas toujours celui des « plaisirs tra n 
quilles ». Les tableaux épiques de la vertu  récompensée, de l’harmonie résol
v an t les conflits e t du bonheur réalisé (UAveugle, Le Mendiant) et les descrip
tions évoquant la joie naïve de l ’enfance voisinent avec des poèmes sur la 
cruauté e t la mort.

La Jeune Tarentine est à juste titre  un des poèmes les plus célèbres de 
Chénier. Ce poème, comme L'Aveugle, commence lui aussi par un to n  très 
élevé, inhabituel dans la poésie moderne et dû sans doute à l’invocation:

Pleurez, d o u x  a lcy o n s , ô vous, o iseaux  sacrés,
O iseaux chers à  T h é ty s , d o u x  alcyons, p leu rez .

U ne des raisons du changem ent de ton  qu’on observe dans la poésie 
de Chénier réside justem ent dans le fait que la solennité de l’ode suggérée 
par l ’invocation fait place au conte. (On peut observer une technique semblable 
chez Csokonai.) Les deux élém ents dont se compose le conte sont l’anecdote 
e t la description. Dans La Jeune Tarentine l’anecdote proprement d ite  est 
racontée très brièvement; la description, en revanche, est lente et détaillée. 
Après l ’invocation, le poète poursuit ainsi:

E lle a  vécu, M yrto , la  jeune  T a re n tin e  !
U n vaisseau la  p o r ta i t  a u  bo rd s de  C am arin e :
L à, l’hym en , les ch ansons , les f lû te s , le n te m e n t 
D eva ien t la  re co n d u ire  au  seu il de  son  a m a n t. 
U ne clef v ig ilan te  a , p o u r  c e tte  jo u rn ée ,
D ans le cèd re  en fe rm é  sa  robe  d ’hym énée ,
E t  l ’o r d o n t a u  fe s tin  ses b ra s  se ra ie n t p arés ,
E t  po u r ses b londs ch ev eu x  les p a rfu m s  p rép a rés .
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Le rythm e du poème s’accélère quand le poète raconte la catastrophe:

M ais, seule su r la  p roue , in v o q u a n t les étoiles,
L e  v e n t im p é tu eu x  q u i so u ffla it d a n s  les voiles 
L ’enveloppe . É to n n ée , e t  lo in  d es m a te lo ts ,
E lle  crie , elle tom be , elle e s t a u  se in  des flo ts .
E lle  e s t a u  sein des f lo ts , la  je u n e  T aren tin e .
Son b eau  co rps a  rou lé  sous la  v ag u e  m arine .

La cérémonie funéraire des nymphes est racontée de nouveau avec une lenteur 
détaillée. Les derniers vers rejoignent, par le sens et par l’atmosphère, ceux 
de l’invocation.

La technique prestigieuse e t l’élégance de l’expression font presque 
oublier la cruauté du poème: la caducité de l’homme face au destin e t la bru
talité  de ce dernier disparaissent derrière le charme raffiné du poème. Le poète 
ne s’étend pas sur les horreurs de la noyade, le mot m ort » ne figure même 
pas dans le poème dont l’effet réside justem ent dans une description légère
m ent solennelle, presque aérienne de l’événem ent tragique. (Ce ton  aérien 
est aussi une caractéristique de la poésie de Csokonai.) La raison n ’est pas 
que Chénier veuille éviter les couleurs plus fortes puisqu’il ne craint pas que 
les expressions vigoureuses nuisent à la solennité de son poème, (Csokonai 
non plus d ’ailleurs) comme en témoignent ces quelques vers du Dryas :

...............................................D é jà  vo is in  d u  p o r t
E n tr e  la  te r re  e t  m oi je  ren c o n tre  la  m o rt.

I l  d it ,  p longe, e t  p e rd a n t a u  se in  de  la  to u rm en te  
L a  p lan ch e  sous ses p ieds fu g itiv e  e t  f lo tta n te ,
N ag e , e t  lu t te , e t  ses b ra s  e t  ses effo rts  n o m b reu x ,
E t  la  vag u e  ro u la n t su r  les sab les  p ie rreu x ,
B lêm e, e x p ira n t, co u v e rt d ’écum e salée,
L e  v o m it.

Les Bucoliques représentent un univers d ’antagonismes: celui de la vertu 
récompensée, celui de la détresse e t de la m ort. Nous y rencontrons bien 
l’éloge de la vertu  qui efface la différence entre le riche e t le pauvre, mais 
nous y trouvons également le dialogue in titu lé La Liberté qui représente 
justem ent l’impossibilité de to u t dialogue entre l’homme libre e t l’esclave. 
Le double emploi du m ot « dialogue » n ’est pas un simple jeu de mots: Chénier 
doit à sa lucidité artistique et à sa sensibilité psychologique d ’avoir choisi 
justem ent la forme du dialogue pour m ontrer que la compréhension réciproque 
est impossible entre les deux bergers appartenan t à deux catégories sociales 
dont les systèmes de valeurs diffèrent fondam entalem ent. Il y a à la fois 
dialogue et pseudo-dialogue. Les paroles présentent une suite logique, des 
réponses succèdent aux questions, des négations aux affirmations e t vice 
versa . . . mais les deux personnes ne comm uniquent qu’en surface, comprenant 
le sens des mots, mais ignorant to u t de la réalité que ces m ots cachent e t qui 
reste im pénétrable pour l’un comme pour autre.
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Les Bucoliques sont inspirées des poètes antiques; non pas des philo
sophes, ou des historiens, m ais des poètes: Homère, Théocrite et ses succes
seurs, le Virgile des Églogues. L ’influence de ces poètes se manifeste à trois 
n iveaux différents. D ’abord, dans le fait qu’ils donnent des sujets dignes 
d ’être  interprétés: tels l’enlèvem ent d ’Europe, princesse phénicienne, que 
Chénier a  tiré  de Moschus, ou la  m ort d ’Héraclès qui, compte rendu prolixe 
chez Ovide, devient, sous la plume de Chénier, une tragédie en m iniature 
condensée comme un sonnet. Ensuite  dans le fait que les poètes antiques 
offrent le monde de la m ythologie des noms avec tou te  leur spèhre d ’associa
tions, e t en général, un arrière-plan culturel. Les nymphes « frappent leur 
sein » — lit-on dans La Jeune Tarentine : c’est dans Virgile que Chénier a 
connu ce tte  expression antique de la douleur et du deuil. Enfin, mentionnons 
que Chénier emprunte souvent aux poètes grecs e t latins — parfois même 
à d ’au tres  poètes — des vers, des hémistiches ou des expressions qu’il im plante 
organiquem ent dans ses poèmes. Ces em prunts y  perdent leur signification 
originale e t, pour comprendre le poème, il est inutile de savoir si l’em prunt 
est de Hom ère, de Virgile ou de Sophocle. Chénier, bien qu’il n ’en ait jam ais 
développé la théorie, prouve p a r  sa pratique qu’il ne se préoccupait que de 
trouver l ’unique expression possible; si celle-ci avait déjà été créée pa r un 
au tre , il suffisait de l’em prunter. Le travail du poète comprend aussi un choix 
conscient.

Les Bucoliques com prennent de nombreux fragm ents dont certains ne 
doivent pas être forcément considérés comme tels; c’est une question de pure 
convention. Les traducteurs, Pouchkine ou Radnóti les ont interprétés comme 
des poèm es achevés. Ces poèmes sont, pour la plupart, appelés fragm ents 
car ils ne rendent qu’en partie  l ’esquisse préalable en prose.

Cependant, nous trouvons parm i ces poèmes des morceaux que nous 
pourrions appeler, avec un m ot de Maïakovski, des demi-produits. Même 
parm i ceux-là, on rencontre des vers ou des expressions isolés qui m éritent 
d ’a ttire r  l ’attention. Je  vais en citer trois:

O ù d o rt la  so litu d e  a m a n te  des om brages 

. . .  Le silence fils  d e  la  so litude 

U n  silence confus q u i d e m a n d a it p a rd o n

Selon l’édition Dimoff, les trois vers étaient destinés à faire partie  de 
quelque grande construction. P ou rtan t, pour un lecteur de Sándor Weöres 
ou de R ené Char, ils donnent l ’impression de poèmes achevés. Il est plus que 
probable que Chénier aurait protesté contre une telle interprétation mais, 
deux siècles après sa naissance, compte tenu des changements survenus dans 
la poésie depuis un siècle e t demie, cette discussion avec le poète n ’est pas 
sans raison d ’être. Un poème p eu t être une grande construction, mais il peut

Acta Litteraria Academiae Scientiarum Hungaricae 25,1983



André Chénier. Les problèmes de l'expérience 257

aussi bien n ’être qu’un vers isolé. Le cas de Chénier est particulièrem ent intéres
sant, car lui qui recherchait consciemment les grandes constructions (Hermès, 
U Amérique, Suzanne e t nombre de pièces des Bucoliques), sans pour au tan t 
m épriser les courts poèmes traditionnels (Épîtres), est devenu, à son insu, le 
créateur du vers, de l ’image en ta n t que poème.

Chacun des trois vers cités constitue une image indépendante e t unie. 
A défaut de contexte, ces images ont pour fonction non pas d ’illustrer, mais 
de suggérer. Il va sans dire que toutes les images indépendantes ne constituent 
pas des poèmes, même si elles y tendent, comme l’a observé P au l Éluard. 
Si je considère le vers « un silence confus qui demandait pardon » comme 
un poème, c’est parce qu’il est affectivement e t logiquement uni, e t ce n ’est 
plus du poète, mais de moi-même, lecteur, que j ’attends la suite.

Mais ces vers présentent aussi un au tre  intérêt, celui d ’illustrer le travail 
de construction de Chénier. Celui-ci p a rt d ’un projet préalable, no té  en prose 
plus ou moins longuement. Il essaye de réaliser ce projet — don t il s’écarte 
d ’ailleurs quelquefois — de deux façons: d ’une part, en écrivant longement 
certains épisodes ou passages e t d ’autre p a rt en combinant des vers indépen
dants. Le changement de ton dans ses poèmes — nous en avons déjà parlé — 
est une conséquence de cette technique qui réunit des vers ou des morceaux 
écrits à différents périodes. Cette technique de « mosaïque » est d ’ailleurs 
caractéristique de plusieurs poètes français de la seconde m oitié du  X V IIIe 
siècle.

II
Chénier a travaillé dix ans à YHermès. S’inspirant de Lucrèce, il se pré

para it à réaliser une grande synthèse, à traduire en langage poétique l’univers 
de Buffon et de Newton.

Mais, de l’œuvre projetés, ne furent finalement réalisés que des fragments, 
qui, pour la p lupart sont les passages les plus personnels et constituen t chacun 
un tex te  poétique cohérent. Pour le lecteur d ’aujourd’hui, le Prologue et 
Y Épilogue apparaissent comme des morceaux achevés; une partie  relativem ent 
im portante du I Ie e t du I I I e chants est également terminée.

J ’ai déjà mentionné, à propos des Élégies et des Bucoliques, que le 
poète e t la poésie, en ta n t  que sujets, jouaient un rôle im portan t dans l ’œuvre 
de Chénier. Ce thème privilégié apparaît souvent dans les genres les plus divers. 
Il n ’y a donc rien de surprenant à ce qu’il soit question, dans le prologue d ’une 
épopée, de la tâche du poète e t de la poésie, et que le créateur y  parle de sa 
propre grandeur e t de ses possibilités, puisqu’il ne fait que suivre par là une 
convention plusieurs fois millénaire. Dans le Prologue de l’Herm ès nous 
recontrons cependant d ’autres éléments qui surprennent par leur nouveauté:

Moi, je  m e p lu s  to u jo u rs , c lie n t de la  n a tu re ,
A  v o ir son  opulence e t  b ien fa isa n te  e t  pure,
C h erch an t lo in  de  nos m u rs  les tem ples, les p a la is
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Où la  d iv in ité  m e  révèle  ses tra its ,
Ces m o n ts , v a in q u e u rs  sacrés des fu re u rs  d u  to n n erre ,
Ces chênes, ces  sa p in s , prem iers n és d e  la  te r re :
Les p leu rs  d e s  m a lh e u re u x  n ’o n t p o in t  t e i n t  ces lam bris. 
D ’un  feu  re l ig ie u x  le sa in t poète  ép ris  
Cherche le u r  p u r  é th e r  e t  p lane su r  le u r  c im e.
Mer b ru y a n te , la  v o ix  d u  poète su b lim e 
L u tte  c o n tre  le s  v e n ts  e t  tes flo ts  a g ité s  
Sont m oins fo r ts ,  m o ins pu issan ts q u e  ses  v e rs  indom ptés.

A première vue, ces vers pourraient n ’être qu’une nouvelle version 
de « l ’exegi monumentum ». Mais après une lecture plus attentive, nous y 
retrouvons une atmosphère baudelairienne, comme si nous nous trouvions en 
face d ’une ouverture des pièces du Spleen et idéal, tra ita n t des poètes e t de 
la  poésie.

L a  poésie est ici un  pouvoir pur, et non pas encore le fruit d ’un effort 
désespéré: c’est ce dernier m o tif qui distingue Chénier de Baudelaire. La poésie 
es t une  possibilité d ’exprim er son moi, mais aussi de décrire le monde. Elle 
englobe l’éthique et la science, l ’individu et le m onde, les projets et la réalité.

Oh, m a p lu m e  ! f ie l, bile, ho rreu r, d ie u x  d e  m a  vie ! 
P a r  vous seu ls  je  re sp ire  encor.

— d it  le poète dans son dern ier poème, en a tte n d an t la mort, conséquence 
de sa lu tte  constante contre les jacobins. Mais ces vers, nés d ’une situation 
concrète — le poète a tten d a it son exécution — caractérisent non seulement le 
m om ent de leur genèse, m ais tou te  la carrière de leur auteur. Chénier a été 
l ’am oureux comblé de la  poésie qui crée, console e t transforme le monde. 
Le I I I e chant de Y Hermès nous suggère que le génie enfante la bonté e t la 
v e rtu  e t  finit par triom pher m êm e si, durant la vie, il n ’a été entouré que 
de l ’ingratitude et de l’incom préhension brutale de la  foule.

L a  confrontation des Bucoliques, de Y Hermès, des Élégies et des ïambes 
nous perm et de dégager les caractéristiques propres à la poésie de Chénier. 
L ’un ivers des Bucoliques est u n  passé achevé mais qui, p a r  l’expression reçue, 
continue à vivre dans le p résen t. UHermès, même si elle est une synthèse 
h istorique comme le voulait l ’auteur, possède des exigence dictées par le pré
sent e t  est une œuvre tou rnée  vers l’avenir. Les Élégies et les poèmes poli
tiques (les ïambes, Épilogue de YHermès) sont, en revanche, exclusivement 
a ttachées au présent; ils se d istinguent de YHermès ou des Bucoliques également 
p a r leu r niveau de concrétisation.

J ’ai rapproché les Élégies du genre du journal. Les poèmes politiques 
po u rra ien t être apparentés au  journalisme, d ’a u ta n t plus que, pendant la 
R évolution, Chénier a été un  journaliste actif e t que l ’identité de conception 
de ses articles et pam phlets d ’une part, et de ses poèmes d ’autre part, est 
indéniable.
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Les Bucoliques e t Y Hermès représentent un univers fermé, pour au tan t 
que les sujets, les problèmes et les tâches sont donnés une fois pour toutes par 
la culture antique et la science moderne. L ’interprétation et la technique de 
l’expression sont naturellem ent personnelles, au tan t que le perm etta ien t les 
conventions et la tradition  en général. Mais la substance elle-même, les sujets, 
les problèmes et les tâches sont atemporels, ou tou t au moins indépendants 
du tem ps accéléré. Les poètes grecs, Lucrèce, Newton, Buffon e t les Encyclo
pédistes, indépendants des changements politiques et affectifs, on t toujours 
joué un rôle précieux pour Chénier qui pouvait s’appuyer sur eux.

Les Élégies e t les poèmes politiques proposent, au contraire, un univers 
ouvert, soumis à un changem ent constant. La raison en est que les conditions 
extrérieures et intérieures sont elles-mêmes continuellement en mouvement, 
exigeant sans cesse des réponses toujours nouvelles, celles d ’hier é ta n t annulées 
ou to u t au moins remises en question par les événements d ’au jourd’hui. Les 
Élégies ou les poèmes politiques ne peuvent être issus d ’aucun « projet » 
en ce sens qu’ils sont des réactions directes aux attitudes m om entanées de 
Camille ou de Fanny, ou aux changements politiques survenant en France. 
Cela reste vrai malgré les innombrables, références à l’A ntiquité don t le poète 
érudit a truffé ses Élégies et ses poèmes politiques.

Les poèmes politiques débutent par la sévère critique de l’ancien régime 
qu ’est Y Hymne à la Justice. Le tableau désespéré de la France gém issant sous 
l’injustice, privée des lois justes dont jou it l’Angleterre, est actualisé par le 
regret mentionné de l’échec de Malesherbes e t de Turgot. D ans un passage 
im portant du poème, nous rencontrons l’hémistiche « nom sacré du prince ». 
Ce n ’est pas une nécessité appelée par la rime, ni une expression de la prudence 
ou de la flatterie, mais bien la conviction même de Chénier. E n  effet, malgré 
toutes ses critiques portées contre la royauté, celui-ci a été un royaliste fidèle 
qui, en bon partisan des réformes venues d ’en haut, déplorait l ’échec de Males- 
herbes e t de Turgot. Dans un passage du poème, Chénier se réfère aux lois 
anglaises, et ce pour deux raisons. D ’une part, parce qu les lois publiques 
immuables assurent la liberté civique et d ’autre part parce que les lois justes 
e t une adm inistration compétente sont capables en elles-mêmes de résoudre 
les problèmes de la vie économique, cette l’opinion est fréquente chez les 
penseurs français du X V IIIe siècle qui n ’ont pas encore fait l’expérience du 
capitalisme.

Dans le cycle des poèmes politiques, Y Hymne à la Justice est suivi quel
ques années plus ta rd  du Jeu de Paume, éloge des conquêtes de 1789. Mais 
l’ode apologétique cède bientôt la place aux poèmes du désespoir, de la haine 
e t de la protestation. L ’Hymne aux Suisses de Chateauvieux attire  notre 
a tten tion  par son genre: c’est le seul hymne, à ma connaissance, qui doit être 
interprété dans un sens ironique. A la place de l’éloge et de l ’identification 
affective au sujet — qu’exigeaient les conventions du genre — nous ren
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controns ici la critique e t le refus. Le poète désigne Robespierre comme é tan t 
l’ennem i principal. Les derniers poèmes de Chénier sont des protestations 
inflexibles, ignorant to u t compromis, contre les Girondins et surtout contre 
les Jacobins. Une de ses odes élève Charlotte Corday, assassin de M arat, dans 
l’univers magnifié de la Grèce antique, une autre, La Jeune Captive, raconte 
l’angoisse d ’un compagnon de cellule face à la m ort e t sa soif de vivre. Les 
poèmes politiques sont des réponses concrètes à des événements concrets. 
Us sont inspirés par le fa it d ivers qui bouleverse le poète en atteignant sa 
personne e t sa conviction, ou — pour La Jeune Captive e t le dernier ïambe — 
p a r la réalité la plus directe. D éfiant le temps de plus en plus court, Chénier 
a écrit plus d ’une poème au seuil de la mort

Comme u n  d e rn ie r  ra y o n , com m e u n  d e rn ie r  zéphyre  
A nim ent la  f in  d ’u n  b eau  jour,

A u pied de  l ’é c h e fa u d  j ’essaye encore m a  ly re ,
P eu t-ê tre  e s t-ce  b ie n tô t  m on tou r.

P eu t-ê tre  a v a n t  q u e  l ’heu re  en  cercle p ro m en ée  
A it posé s u r  l ’é m a il b rillan t,

D ans les so ix a n te  p a s  où  sa  ro u te  e s t b o rn ée ,
Son pied  so n o r e t  v ig ilan t,

Le som m eil d u  to m b e a u  pressera m a  p a u p iè re .

— écrit-il dans son dernier poèm e dont je cite ici les premiers vers. Le poème 
entier donne une quintessence des caractéristiques les plus m arquantes de 
Chénier: l’association de l ’hellénisme à sa propre expérience vécue, le va-et- 
v ient constan t entre l’ab s tra it élevé au rang de la mythologie et le concret 
tangible, entre la douleur excessive e t son surpassement.

L ’a ttitu d e  du poète face à  la révolution, ou plus exactement face aux 
Jacobins, est résumée dans V Épilogue de Y Hermès. Peu importe m aintenant 
de savoir si ce poème devait clore l’épopée inachevée ou s’il est simplement un 
poèm e lyrique sur l’entreprise qui n ’a pu aboutir. (C’est l’opinion de Scarfe, 
qui a ttach e  d ’ailleurs très peu d ’importance à l’Épilogue.) Celui-ci commence 
par l ’invocation d ’usage:

O m on fils, m o n  H e rm ès , m a  p lus belle  espérance ,

suivie de l’évocation (mais non d ’une idéalisation) du passé à propos de 
Y Hermès :

Toi, l’ob je t le p lu s  ch e r  des veilles de  d ix  an s ,
Qui m ’as c o û té  d e s  so ins e t  si d o u x  e t  s i len ts ;
C onfident d e  la  jo ie  e t  rem ède à  m es p e in es ;

Le poème et la poésie en général font partie in tégrante du passé du poète, 
leur cause est unie. Au souvenir succède, introduite  par la tournure « Dans 
la F rance pour toi que faut-il que j ’espère? », l’évocation du présent, sur un 
ton à la  fois ironique et trag ique. Même la possibilité de la poésie est mise 
en question. L ’Épilogue se term ine par une vision de l ’avenir, mais cet avenir 
n ’est q u ’une contre-utopie.
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P e rd u , n ’e x is ta n t p lu s  q u ’en  u n  d o c te  cerveau,
L e fran ça is  ne sera  d a n s  ce m o n d e  nouveau  
Q u ’une  écritu re  an tiq u e  e t  n o n  p lu s u n  langage;
O h ! si tu  vis encore, a lo rs  p e u t-ê tre  un  sage,
P rè s  d ’une lam pe assis, d a n s  l’é tu d e  plongé,
Te re tro u v a n t p o u d reu x , o b scu r , dem i-rongé,
V o u d ra  creuser le sens de  te s  lignes pensan tes:
I l  v e rra  si d u  m oins te s  feu illes innocentes
M érita ien t ces ru m eu rs , ces te m p ê te s , ces cris
Q ui v o n t su r to i, san s d o u te , é c la te r  dans P a ris  . . . .

Ces derniers vers, généralisant les impressions du poète, on t peut-être 
été inspirés par la discussion au tour de la suppression du « e » instable. Le 
lecteur assidu des poètes antiques déplore ici la disparition d ’un monde qui 
deviendra, pour l’érudit futur, un passé aussi lointain que l’est pour lui l ’Anti
quité. Tout comme les poètes anciens on t rendu compte du passé, Chénier se 
prépare à être le messager de son époque qu’il considère à jam ais révolue. 
U n orgueil âpre émane de l’Épilogue, celui d ’un Héraclès qui constru it son 
propre bûcher pour y monter. Le poète entend être témoin du  désastre, non 
pas le tém oin qui s’y identifie, mais celui qui le refuse. Il n ’est ici question 
d ’aucun avenir, même pas sous la forme vague et incertaine q u ’on voit chez 
Blake en quête d ’une « autre » Angleterre. La lente et solennelle description 
du sage auprès de sa lampe, à qui le poète destine son message, souligne 
encore le réglement de compte définitif e t total.
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Oneirismo y heurística en un poema 
mexicano finisecular: N o c h e  r ú s tic a  

d e  W a lp u rg is  por Manuel José Othón
Marco  A n t o n io  L o er a  d e  L a L l a v e

Se h a  escrito  q u e  e n tr e  do s verdadeB  
del ám b ito  de lo  re a l la  tr a y e c to r ia  m ás 
b rev e  es la  im ag in a ria .

J .  S. H a d a m a rd

E n la gran triología descriptiva, Himno de los bosques (1890), Pastoral 
(1899) y  Psalmo del fuego (1902), el poeta mexicano Manuel José O thón (1858- 
1906) se reconcilia con una realidad manifiestamente objetiva y, de esa 
m anera, en últim a instancia con lo Sobrenatural. Desde el p u n to  de mira 
de sus nociones expresivas del arte, a lo largo de los veintidós sonetos de 
Noche rústica de Walpurgis (1897) tam bién se dibuja una trayectoria  mito- 
poética de reconciliación. Mas en este caso lo descrito es simbólico y la vía, 
onírica. Ambos servirían, instrum entales, en el sondeo del propio ser a  raíz 
de una voluntad insoslayable de redención; esto es, de anagnórisis a través 
de un autoencuentro purgativo. Soneto I: al oscurecer, el poeta inv ita  a un 
colega artista , por lo tan to  un alm a gemela ideal, a internarse en el descampado 
agreste para testim oniar lo poético insólito. Soneto II: m ediante lo descriptivo 
se entona la melancolía apropriada y se reitera el deseo de aventura. Sonetos 
I I I  y  IV: se postula la N aturaleza, descomunalmente expresiva, como fuente 
del impulso religioso. Sonetos V -V III: varios de sus elementos integrantes 
se re tra tan  artísticam ente sublimados y siempre en consonancia con el tem a 
principal del ciclo. Sonetos X II-X V : el autoencuentro equívoco se vuelca 
enajenado ya que se generaliza el hallazgo de lo personal como característico 
del Otro, es decir, del hombre en común. Sonetos XV -X V I: canto de gallo 
y  repique de un campanario de iglesia; prim er indicio que la aven tura  que se 
recoge en el ciclo se ha de entender como onírica. Sonetos X V II-X X II: el 
autodescubrimiento se confirmaría al reintegrarse Othón y su compañero 
a la vida cotidiana; se insta hacia la labor constructiva.

En resumen, el ciclo se divide en tres partes. En la prim era (I-V III) 
se delinea la Naturaleza como una dimensión artística y  sacra dentro de la 
cual el poeta, acompañado, se interna en sí mismo para  una experiencia 
reveladora. En la segunda (IX -X IV ), lo fantástico y lo grotesco constituyen 
las transposiciones simbólicas de un proceso purgativo hacia la anagnórisis. 
La tercera parte  (X V -X X II) viene a ser la resolución en térm inos de un des
pertar a la realidad inmanente bajo los auspicios de una benéfica y consoladora
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M adre Naturaleza. La trayecto ria  de la aventura  espiritual resulta arque- 
típ icam ente circular: de la  realidad inmanente al principio del soneto I, 
a trav és  de lo fantástico y extraordinario, hacia un retom o a la misma realidad 
inm anente. Este esquema, en  sí, es una variante gótica de otro m ayor y 
fundam ental que acusa lo arquetípico y que se repite innúmeras veces en 
ópera, novela y verso a lo largo del siglo diecinueve: el encuentro consigo 
mismo es salvación mas sólo se logra cuando se elabora profunda y adecuada
m ente la  experiencia.

*

Dase el primer paso hacia  el enfrentamiento del verdadero ser al acusarse 
como u n a  necesidad im perativa. Cuando el poeta le dice a Peón Contreras, 
“Si tu  voz melancólica no en tona / ya sus himnos de amor, conmigo vuela / 
a es ta  región que asombra y que consuela,” (I. 259-260) ;4 o a la “noche de la 
selva” (II. 260), “sumérgenos en ti: que nos envuelva / el rey de tus fan tás
ticos imperios / en la clám ide azul de sus vapores / y  en el sagrado horror 
de tu s  misterios.” (II. 260); o, cuando de los bosques surge “ . . .con infinito 
desconsuelo, / la más grande oración que desde el m undo / se ha alzado hasta 
las cúpulas del cielo.” (IV. 261); o cuando los m uertos, en soledad extrema, 
im ploran por oraciones, “ . . . ¡ Orad, hermanos !” (X. 264), y  por la resurrec
ción, “ i Ay, que llegue, oh Señor, para nosotros / de la resurrección el claro 
día !” (X. 264); o, finalm ente, cuando Othón p in ta  a Cristo en el H uerto de 
Getsem ani en agonía espiritual (V. 262), formula, bien directam ente (I y  II), 
bien por medio de transposiciones simbólicas (IV, V, y X) un deseo sostenido 
de redención.

E n  la primera parte  de ciclo, el atribuirle asombro a la Naturaleza 
(I. 260) y  el poetizar la noche en términos del “sagrado horror” que sus “m iste
rios” recogen (II. 260) recuerdan ambos la teorías de K an t y de Edm undo 
B urke sobre lo sublime, de las cuales por lo menos nociones le llegaran a 
O thón a  través de divulgadores franceses — verbigracia, para K ant y  el 
idealismo alemán, Cousin — ; había, además, el ejemplo abrum ante, por 
cuantioso, de más de cien años de escritura. B urke establece al asombro 
como “ . . .aquel estado del a lm a inmóvil en cierto grado de horror” . Entonces, 
“ . . .la m ente se halla de ta l  modo llena del objeto que contempla, que no 
puede atender a cualquier o tro  ni, por consiguiente, razonar acerca de aquel 
objeto que la ocupa. E n  consecuencia, lo sublime, en su más alto grado, nos 
apresura mediante una fuerza irresistible .” 2 K an t, a su vez, sitúa el poder 
de lo sublime evocador como aquel de “ . . .cierto pavor, o melancolía” ,3 
correspondientes emotivos de lo “sublime a terrador” ,4 ya que “La profunda 
soledad es sublime, en una  m anera que incita el te rro r” .5 E n  su soledad extrema, 
O thón se provee del térm ino “horror” , en lugar de “ terro r” , y lo consagra 
(“sagrado horror” , I I . 260) en consonancia con la retórica religiosa de su 
estética.
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U na vivencia de profunda soledad, que incite “horror” an te  la premo
nición de lo transcendental, es la dinám ica de la Noche Rústica . . .  en tanto 
que inquietud e irreprimible voluntad de reconciliación, como movimientos 
espirituales, se externan en expresiones tensas: “Coge . . . abandona . . . 
descálzate . . . deja . . . vuela . . . ciñe . . .  ven . . .  sube . . .  (I. 259-260); “sumér
genos . . . (II. 260); “ Oíd . . . escuchad . . .” (VI. 262); “Triscad . . . alzad . . . 
rómpete . . . estrella . . . (VI. 262); “ Orad . . . (X. 264); “A infundir . . .  A se
guir . . .  A lanzar . . .  A remedar . . .” (XI. 246-265): “vamos . . .” (X II. 265); 
“Trae . . . (X III. 266); “ sacad . . . m ostrad . . .” (XIV. 266); “ escucha . . . 
vive . . . goza . . . ¡ Lucha ! . . . ¡ Ora y piensa !” (XVII. 268); “no temas . . .  
despierta . . . ¡ Descansa y duerme !” (X IX . 268-269); “Escucha . . . oye . . . ” 
(XX. 269); “B a je m o s . . .” (X X II. 270).

E l im perativo verbal no es el único indicio de una psique sumamente 
tensa. E l m alestar se evidencia además en la topografía de plasticidad expre
siva. E l “agrio peñón” a comienzos del ciclo (I. 260) es in terioridad del alma. 
E l complemento “agrio” sugiere lo deforme e inhóspito. Es como si, ansioso 
de una redentora experiencia audible y  visionaria, el poeta, transcendiendo, 
se irguiera sobre su propio yo.

La dinámica refrenada es un recurso que Othón utiliza a  lo largo del 
ciclo para  sesgar lo dram ático de lo descriptivo. No sólo un  agrio peñón 
— irrupción de fuerza amorfamente petrificada —, tam bién hay  druidas, 
paradigmas del hombre religioso primario, cuyas frentes m aceradas contra 
un árbol, lo sacro en la Naturaleza, apuntalan el culminar expresivo de un 
rito religioso del lejano pretérito: “Albergue fui de druidas. Los ascetas, / en 
mis troncos de crústula rugada / infligieron su frente m acerada . . .” (IV. 261). 
D ram ática tam bién, la transposición del ser en un viento que refrena su vuelo 
al transformarse en un espectador de lo sublime, tan to  aterrorizador como 
sagrado: “ . . .el errabundo / viento espantado suspendió su vuelo, / al escuchar 
de mi interior profundo / brotar, con infinito desconsuelo, / la más grande 
oración que desde el mundo / se ha alzado hasta las cúpulas del cielo.” (IV. 
261).

E l viento siempre corresponde a la inquietud del espíritu, ya  que “ . . .es 
no sólo un atributo  del paisaje sino igualmente un vehículo pa ra  cambios 
radicales en la m ente del poeta” .6 Se da viento transform ado en llanto de 
árboles (“el encinar solloza . . .” XV II. 267), y en gritos exclam atorios de un 
torrente personificado que resulta tan  desaliñado como agrio el peñón: “ . . .la 
hondonada / que ra ja  el monte, es una boca ingente / por donde grita  el bra
mador torrente / de furiosa melena desgreñada.” (XVII. 267-268). H ay otras 
formas dinámicas en la Naturaleza con la que Othón elabora sus religiosos 
vínculos. A la luz le caracteriza una inquietud correlativa: “ . . .Se inundan las 
m ontañas / en la luz de la luna transparente / que vaga por los valles triste
mente . . .” (II. 260). Como el viento, el errante claro de la luna también
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padece de melancolía en un descam pado de lo sublime aterrador. A semejanza 
del poeta , cuyo don es transubstanciarlo todo con voluntad  expresiva, la luna 
contag ia la mazorca y el to rren te  con su frenesí y los convierte respectivamente 
en “ lanzas de plata” y en “n ieve” .

Fenómenos cuya esencia ontològica es v italidad , ya refrenada en su 
tray ec to ria  — un peñón, el v ien to  —, ya errante y  melancólica — el claro 
de lu n a  —, mas siempre capaz de un estético sublim ar lo que toca. Tales 
intuiciones de lo vital, las cuales se fundamentan históricamente en el con
cepto estoico de un A nim a M u n d i?  orientan a Othón hacia el redescubrimiento 
poético de una Natura N aturans  y de un Weltanschauung panteístas.8 Todo 
ello v a  de acuerdo con su aprecio que el arte es creación expresiva, y como 
hemos de ver, contribuye adem ás al complejo de ambivalencias espirituales 
que le caracterizan.

H asta  aquí, se han estudiado formulaciones de tensión e inquietud. 
In te resan  ahora imágenes que representan una exasperante tristeza. Form an 
an títesis con las dinámicas y a  que en ellas se cifra abyección. Son símbolos 
de oquedad  espiritual. Constituyen una poesía de espacio y topografía nega
tivos.9

A lo cóncavo se transpone la  desesperanza del alm a sujeta a horripilante 
to rtu ra : “ ¡A infundir con el vuelo y los chirridos / m ás horror en la noche, 
más negrura  / en los antros del m onte y más pavura / en las ruinas de sótanos 
hendidos!” (XI. 264). Se está  an te  un momento poético de asombrosa comple
jidad. L as “aves nocturnas” (X I. 264), probablemente brujas transform adas 
y nahuales, son, como vermeos, correlativas a la  autocondena. Los antros, 
hasta  el grado en que form an p a rte  de un monte, prom ontorio del yo afirm a
tivo, indican un vacío del a lm a que el poeta com para implícitamente tan  
e ternas como la disposición de lo rocoso en la N aturaleza. Las “ruinas de 
sótanos hendidos” sugieren un  sentimiento de com pleta negligencia y pérdida, 
puesto que un sótano, en tan to  que un recinto, sería p a ra  le hombre un posible 
albergue; lo cual se tuviera en m ente al construirlo. Ahora bien, ya que se 
u tilizara  como refugio en caso de peligro, el sótano, ad junto  al recinto que el 
hom bre infunde con su diaria presencia, participa de esa infusión. Mas no sólo 
serviría de último refugio. E n  general, recoge las pertenencias que no se utilizan 
cotidianam ente. De ahí que sea un  recinto de depósito así como un posible 
albergue y que, debido a su índole soterraña, sea u n a  cueva doméstica. Es el 
alm acén interior, dimensión del alm a de la cual no se está  siempre consciente. 
Los sótanos hendidos de O thón, provisorios albergues indefensos ante pájaros 
a terradores y ante el tiem po; se traza en ellos la melancólica imagen de un 
colectivo recinto espacial, sugieren lo subconsciente desvinculado de la con
ciencia, el desahucio e inu tilidad  del yo profundo.
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El encierro de lo personal en abandono; hay otro  tam bién averiado, 
la  . .destruida tienda . . (V III. 263). Un símbolo dentro  de otro, ya que 
no sólo sugiere la incapacidal del alma en definir una  dimensión espacial 
viable para su in tim idad y, por lo tanto, una incapacidal de autoafirmación 
sino que tam bién connota el símbolo mítico del camino y, en consecuencia, 
la vida errante, toda vez que una tienda es una casa fuera de casa; esto es, 
un recinto provisional de espacio íntimo alejado del hogar. Ahora bien, a dife
rencia de los sótanos hendidos, correlativos a lo subconsciente, la tienda de 
Othón corresponde al recinto del yo consciente, en v ista  de que el grillo le 
canta al poeta que se refugia en esta cobertura desperdiciada.

Tanto las “ ruinas de sótanos hendidos” como la destru ida tienda” se 
encuentran ambas, por su patético abandono, cual si m arginadas de cualquier 
centro u origen hipotéticos de atención. En el soneto V III  la marginación de 
la tienda y del poeta en ella recogido se relactiona con el recuerdo nostálgico 
al que también se la da forma espacial: Quién mide la enormísima distancia /
que éstos separa de tan  castos d ías?” (263). Que la in terrogativa sea un lugar 
común no le resta valor expresivo, ya que las inmensas dimensiones que Othón 
suele evocar le corresponden a una conciencia que se reconoce profundamente 
enajenada dentro de sí, en tan to  que la memoria es recolección de lo que se 
ha sido y añoranza, en remordimiento, de lo que jam ás se llegó a ser. “El 
tiempo no es más que un segundo espacio.” 10 De ahí, tam bién lo singular del 
momento cuando a un paso de la muerte, haciéndole eco a Lope de Vega, 
form ula en E leg ía . . .  (1906) albergue y espacios conjugados al escribir: 
“ Ignoro de mi rústica m orada / qué tiene, que viniendo de mí mismo, / vengo 
de la región más apartada  . . .” (434) .11

La automarginación introspectiva por medio de un  m arginar recintos 
simbólicos del propio ser: ta l un procedimiento poético frecuente en Othón 
y mediante el cual concluye el último soneto de Noche rústica . . .: “ . . .yo a 
vegetar tranquilo y  olvidado / en el rincón oscuro de mi aldea.” (XXII. 270). 
Mas se halla tam bién un símbolo espacial centralizado cuyo análisis es crucial 
para quienquiera osado que se aventure dentro de la agreste selva espiritual 
de Othón. El símbolo es un árbol:

H a y  en  m edio  d e l rú stico  boscaje 
u n  tro n co  re to rc id o  y  corpu len to :
E n o rm e  ro ca  sírvele  de asiento  
y  fro n d as  o p u len ta s  de ropaje . ( I I I .  260)

E n el corazón de un descampado poético se da con un sacro bosque descrito 
como “basílica sagrada” (IV. 261). Es fuente y albergue de lo religioso; el 
único recinto de posible redención. E n el santo sanctorum de la basílica se halla 
la imagen vertical de un arquetipo milenario; llámesele el Arbol Cósmico o el 
Arbol de la Vida, en nuestro ciclo se le dibuja nutriéndose, arraigado, de lo 
pétreo, indicio de lo eterno .12 Reminiscencia tanto del a rp a  eolia de los román
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ticos como de la primera rim a de Bécquer, nómbresele, tam bién, correlato 
a un  poe tizar trascendente ya  que es un “ ¡ Harpa inm ensa del campo ! . . .” 
(III. 261) cuya música se en tona  m ás allá del entendim iento .13 E l espacio se 
ensancha cualitativamente: lo céntrico del árbol apun ta la  su “ . . .interior 
profundo . . .” (IV. 261), análogo a  las confesionales “ . . .hondonadas más 
p rofundas . . .” del poeta (228), de donde surge “ . . .la m ás grande oración . . .” 
(IV. 261).

A  base de una serie de transacciones creadoras en tre  fenómenos, en el 
canto trascendente del árbol, p legaria  de “ . . .infinito desconsuelo . . .” (IV. 
261), se transm uda el claro de luna. De ahí que se pueda decir que represéntase 
el concepto común a Othón y  a  Coleridge respecto al a rte  como un eslabón 
“ . . .en tre  lo que está dentro y fuera  de nosotros . . .” (227). Aun más, ese 
transform arse el rayo de luna en música que constituye plegaria y arte es 
ejem plar imagen de como en u n id ad  se integra lo dispar m ediante el sintético 
y m ágico poder . . .” 14 de la facu ltad  imaginativa verbal. Confirmaríase el 
entendim iento  de nuestro a u to r  de que la poesía es “ . . .profundamente 
religiosa . . . ” (226) tanto al e s tra to  de la elaboración de imágenes interrelacio
nadas com o al de la heurística re-creación de fábulas arquetípicas. Obsér
vese, tam bién , que la transm udanza de la luz lunar a m úsica subordina en 
función lo visual a lo auricular, lo cual caracteriza a nuestro  poeta. Equivale 
a una  transposición de clave en u n a  partitura. D ista la analogía de ser capri
chosa. Originalmente, Othón hub iera  subtitulado el ciclo de sonetos “sinfonía 
d ram ática” (475). No por casualidad ni sólo porque se tra te  de una aventura 
noc tu rna  en el soneto pream bular, le dice a Peón Contreras: “Sube al agrio 
peñón, y  oirás conmigo / lo que dicen las cosas en la  noche . . .” (I. 260). 
Oirás, y  no verás.

Mas, por supuesto, lo v isual se implica en lo musical en tan to  que “La 
m úsica d a  la idea del espacio” , según Baudelaire .15 Surge la coyuntura onto
lògica a l correlacionarse la m úsica y el espacio inm ensam ente extenso con 
el yo: “ Se tra ta  de lo infinito en nuestra  vida interior” , observa Johann Paul 
R ichter, “ de lo cual la música es como su traducción” .16 De ahí, el esquema 
expresivo y  clave de nuestro p o e ta  cuyos componentes son el tiempo, el 
espacio, la  música y la plasticidad. Agréguese un valor m ás que integra los 
com ponentes del esquema: lo dram ático  (“ . . .ven de un  dram a admirable 
a ser tes tigo  . . .” I. 260). Hay, en efecto, algo de ópera en el ciclo: un primer 
soneto a  m anera de obertura que no sólo introduce el tem a, sino también al 
p ro tagon ista  y al público, O thón y  Peón Contreras, respectivam ente; una 
experiencia visionaria a la que se encauza el poeta a través de una serie de 
desdoblam ientos hasta que el conflicto dramático llega a  un  crescendo en los 
sonetos intermedios, IX -X IV ; p o r último, un decrescendo anticlimático hasta 
la resolución final cuando se desvanecen ambos escenario y público: “Poeta: 
es fuerza abandonar el monte . . .” (X X II. 270).
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Conforme al número de partes vocales, la tex tura  de lo sonoro y musical 
varía cual si se tra ta ra  de una partitu ra  compleja. Oyese la diáfana sonoridad 
de lo bucólico: “gorgoritas, alzad vuestras canciones, .vosotros, par
leros borbollones, / dialogad con el viento y con la fronda.” (VI. 262). También 
se da el ruido discordante y sobrecogedor del mal nocturno: bien implícito, 
ya en un batir de alas de un búho, ya en un momento de ballet, la  “danza 
infernal” del conventículo; bien explícito, ya en el “ . . .croar de la rana  . . .” 
(XV. 267), ya en los “ chirridos” y en los “horrísonos acentos” de las “ aves 
nocturnas” (XI. 264-265), ya en los aullidos y chillidos de coyote y  lechuza, 
respectivamente (“ . . .el coyote / ulula clamoroso, y aletea, /  sobre negro 
peñón, el tecolote. / La lechuza silbando horrorizante . . .” X II. 265). Contrasta 
el “ . . .aullido lastimero . . .” del perro (X IX . 269), con el cual el fiel guardián 
espantaría a la m uerte que am enazara a  su dueño en reposo. H ay  también 
diana de gallo que pone en fuga a las malévolas sombras y el alivio consolador 
de un campaneo de iglesia en lejanía (XVI. 267). E n pleno resplandor m atu
tino, el “ . . .ruido místico y profundo . . .” de la Primavera (XX. 269) y el 
sacro coro de las “agudas cumbres” (XVII. 268). No olvidemos, desde luego, 
el simbolico chirrido del grillo (VIII. 268), ni mucho menos la d iv ina música 
trascentental del árbol (III. 261).

E n  suma, un arte  que integra una pluralidad de fenómenos — luz, luna, 
aire, árboles y voces — en un complejo audible; un arte to tal donde lo espacial 
y lo sonoro se funden dentro de lo dram ático a cuya formulación sirven. 
Gesamtkunstwerk. E l juicioso gusto musical de nuestro potosino, am ante de 
ópera, da fruto literario; la noción wagneriana, cifra de la estética del roman
ticismo, se acusa en el trasfondo, inevitable .17

*

La música es modulación de sonido a base de un rítmico pulsar, variable 
mas constante. Asimismo la poesía, donde la palabra se in tegra al formar 
esquemas de versificación gobernados por un  sostenido rítmico fluir que de vez 
en cuando varía para  apuntalar el valor expresivo de lo semántico. E n  Noche 
rústica . . . como en casi toda su poesía la versificación de Othón no es inno
vadora. La estructura externa acusa un  apego a cánones tradicionales. Rara 
vez impresiona la rim a consonante, sea adverbial o adjetival (“transparen te  . . . 
tristem ente” II . 260; “horrorizante . . . triunfan te” X II. 265) “ intensam ente 
. . .perpetuam ente” XV II. 268; “sagrada . . . alada” IV. 261), sea participial 
(“cantando . . . m ostrando” V III. 263), sea nominal (“portento . . . pensa
m iento” , “viento . . . firmamento” V II. 262-263). Se da incluso un  desliz 
cuando, hostigado por la voluntad expresiva, Othón neologiza pobremente: 
“menea . . . gigantea” (III. 261). Hemos de recordar, no obstante, el juicio 
de Chateaubriand respecto a lo contributivo de lacunae a lo bello, ya  que la
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m ácula  susodicha que el tercer soneto recoge se da  en el espléndido pasaje 
donde se poetiza sobre la inefabilidad de la m úsica que proviene del á rbo l— 
arpa . E n  cuanto al ritm o, se distribuye predom inantem ente con la sexta 
sílaba enfatizada. Se tra ta , según las categorías de versificación por Pedro 
H enríquez Ureña, del tipo  A . 18 Conforme al esquem a algo más complejo de 
N avarro  Tomás, diríase que el ciclo de sonetos consiste en una urdim bre de 
versos enfáticos (distribución rítm ica 1- 6- 1 0 ), versos heroicos (2- 6 - 1 0 ) y  versos 
melódicos (3-6-10), formas sumam ente tradicionales al endecasílabo en nuestra  
lengua . 19 Afortunadamente, aun  dentro de ta n  conservador ejercicio de versi
ficación, se dan momentos felices cuando lo rítm ico, en juego con el encabal
gam iento  o con la aliteración, le brinda adecuado apoyo al contenido:20

5 C uando , com o a  trav és de  f in o  enca je ,

6 el ra y o  d e  la  luna  trem u len to

7 p a sa , d e sd e  el azu l del f i rm a m e n to  . . .
(III. 260-261).

A base de un símil se elabora una imagen reluciente y matizada. Es un logro 
ejem plar del ejercicio analítico y de la im aginación poética en entrejuego. 
Que O thón se preocupaba po r dar con la única formulación rítmica lo tes ti
m onia su rechazo de opciones carentes del expresivo encabalgamiento: verso 
cinco, “ cuando traspasa como fino encaje . . .” , y  verso seis, “pasa desde el 
azul del firm am ento” (476).

Tampoco le falla a nuestro  poeta el dibujo m agistral de lo rítmico en los 
versos consecutivos del mismo soneto:

5 C uando  co m o  a  través de fin o  en ca je
6 el ra y o  d e  la  luna  trem u len to
7 p a sa , d e sd e  el azu l del f irm a m e n to ,
8 la  v e rd e  filig ran a  del fo llaje,

9 d e sb a rá ta se  en  haz de v ib rad o re s
10 hilos d e  lu z  que tiem blan , c u a l ta ñ id o s
11 p o r  u n  p le c tro  que el céfiro  m en ea .

De repente, varía el compás a  base de una esdrú ju la cuyo valor se disemina 
a lo largo de un amplio y doble encabalgamiento llano. Se resuelve el prim er 
terceto  en un verso melódico (3-6-10) que distribuye equidistantem ente lo 
álgido p a ra  darle cabal apoyo a  una evocación leonina.

E n  el soneto IV, se an tic ipa la conmoción del viento ante una plegaria 
descom unal mediante una y  h ilativa (polisíndeton): “Y en tremenda ocasión, 
el errabundo  . . .” La pausa in terior apuntala el vuelo refrenado, asimismo la 
cadencia en los versos subsiguientes:

9 Y  en  tr e m e n d a  ocasión, el e r ra b u n d o
10 v ien to  e sp a n ta d o  suspendió  su  vue lo ,
11 a l e sc u c h a r  de m i in te rio r p ro fu n d o
12 b ro ta r ,  c o n  in fin ito  desconsuelo ,
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Singular la pausa ab rup ta  en el verso duodécimo después del térm ino  clave, 
“ b ro ta r” ; y todo ello, consecuencia de un  encabalgamiento llano que lo pre
para. L a  resolución del poema, dos versos encabalgados y de enfatizada sexta 
sílaba, aminora el ritm o y lo uniform a a  lo que se representa, u n a  música 
majestuosa: “la m ás grande oración que desde el mundo / se h a  alzado hasta 
las cúpulas del cielo.”

U na y o tra vez, a  lo largo de Noche rústica . . ., Othón realza el significado 
a base de un ágil ejercicio aliterativo y de encabalgamiento eficaz. En el 
soneto XVI (267), un  entretejido de oclusivas (p, t) y de alveolares (r, rr) 
jun to  con un encabalgamiento de versos llanos sugiere onomatopéyicamente 
el dram ático estruendo del rayo:

12 Y , al trem endo  t r o n a r  de  los to rren tes
13 en  pav o ro sa  te m p e s ta d , respondo
14 con  fé rrea  voz q u e  d esp ed aza  el rayo.

Y en el Soneto X II:

9 T ra s  nahua les  y  b ru ja s  el coyote
10 u lu la  c lam oroso, y  a le te a ,
11 sobre negro  p eñ ó n , el teco lo te .

La ele alveolar lateral enunciada cuatro veces y un dibujo rítm ico cromatizado 
de las vocales u-o-e en la segunda, sex ta  y décima sílabas del heroico verso 
décimo subrayan, en conjunto, tan to  el sonido onomatopéyico que se cifra 
en la palabra ulula, como la desm añada actividad de fauna nocturna.

En el soneto X I (264-265) se hilvanan anafóricamente los versos ini
ciales de cada una de las cuatro estrofas. Ello, encabalgamiento llano y rima 
asonante interior (“noche . . . m onte” ; “horrísonos . . . terríficos . . . gritos” ) 
sirven para el dibujo estilístico de ralea en vuelo nocturno. E s te  soneto es 
un ejemplo contundente de paralelismo en la versificación que caracteriza 
a  nuestro poeta. A menudo, su deseo de integrar los componentes de la expe
riencia poética logra su máxima expresión arquitectónica den tro  de cauces 
hacia la simetría. Ne menos expresiva la instrumental distribución de la 
m ateria en fórmulas binarias, por cierto muy en concordancia con el verso 
clásico tradicional.21 E n nuestro ciclo es rasgo común al comienzo y al final 
de estrofas, sobre todo al rem atar el últim o terceto:

3 h a  de escucharse la  o rac ión  alada,
4 n o  el c an to  ce le stia l de  los poetas. (IV . 261)

13 la  ilusión , en la  lla m a  postrim era ,
14 el recuerdo , en  el ú lt im o  rescoldo. (V I I I .  263)

8 “ . . . a  darles m u e r te  y  a  aso lar sus nidos !”  (X I .  265)

Paralelismo, simetría, armazones binarios dentro de un flu ir de versos 
enfáticos, heroicos y melódicos cuya consistencia rítm ica v a ría  de vez en

ActaLitterarta Academiae Scientiarvm Hungaricae 25,1983*1



272 Loera de la Llave, M. A .

cuando a base de encabalgam ientos llanos y abrup tos: he aquí los elementos 
de los diseños verbales que ahora estudiamos. Y  estos elementos, así como 
la  herm ética forma del soneto que los recoge, evidencian la inquietud perenne 
que fue Othón por lograr un  a r te  íntegro, es decir, b ien integrado. Mas ¿adivi
nab a  que en lo rítmico fundam ental se acusa su inquietud? Porque ¿qué es 
ritm o sino un frenesí elaboradam ente mediatizado, un  desasosiego que el 
p oe ta  infunde en el inm enso y  agreste descampado de su Noche rústica . . .  ? 
Cada tenso pulsar en el rosario de sonetos es un com pás musical del árbol—arpa, 
símbolo de su voluntad trascendente. Y la m úsica, en última instancia, es 
plegaria  de redención tan to  artística  como espiritual.

L a  palabra rítm ica cual vía do trascendencia; un  flujo y reflujo1 de 
pulsaciones de valor plenas den tro  de un recinto form al; un latir análogo al 
lírico flu ir de rítmico golpeteo que Dios infunde en la  roca: “La piedra tiene 
acentos. Vibra cada / roca, como una cuerda, intensam ente” (XVII. 268). 
Conforme a la lógica de sus simbólicas permutaciones verbales y de sus p rin 
cipios expresivos del arte, a  O thón le brindaba este momento poético la única 
solución posible a ta n ta  búsqueda espiritual; u n a  resolución cabalmente 
idealista  según la cual la Conciencia — actividad p u ra  — a través de su m oda
lidad, la  finita humana, p ostu la  el Objeto y lo recobra .22 O sea, ya que el poeta  
constituye lo espiritual del descampado descrito, y  y a  que el descampado es 
correlato de expresión p a ra  su  alma, él es demiurgo que infunde la m ateria, 
aun la  m ás densa, de esencia y  significado vital; él, M anuel José Othón, redime 
a  su naturaleza salvaje ju sto  como Pan, avatar suyo, redime la quimera que 
b ro ta  de la “infecta corrupción” de la muerte con u n a  “ . . .inmensa y divina 
se rena ta” plena de rima y ritm o  (V. 262, IX . 264); y  al salvar a su re-creado 
m undo se salva a sí mismo.

*

Othón, desde luego, no podía aceptar cabal y  conscientemente el p a n 
teísm o implícito en sus nociones expresivo-creadoras del arte pero contrario 
a los artículos de la ortodoxia del catolicismo.23 Más de una  vez había defendido 
la fe con tra  el asedio positiv ista .24 Más de una vez habíase declarado creyente; 
un buen poeta católico, este caro hijo de la Iglesia .25 Precisa reconocer que la 
verdad  del caso es algo d is tin ta . Pormenorizada, su escritura testimonia el 
recrudecimiento cada vez m ás sombrío de rachas de crisis espiritual:

N eg ro  e l a l t a r ,  la  bóveda d e s ie rta , 
el r e s p la n d o r  del m oribundo d ía  
p e n e tr a  p o r  la  angosta celosía 
de la  a l t a  n a v e  sobre el m uro  a b ie r ta .

A llá  e n  la  t r is te  oscuridad in c ie r ta  
se le v a n ta  la  cruz, negra y  so m b ría ; 
C ris to , la  in m en sa  luz que en  e lla  a rd ía ,  
d e sc a n sa  y a  b a jo  la losa y e r ta  . . .
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i A y  ! del m undo  en  el v ia je  so lita rio  
u n a  luz nos a y u d a  en  lo n ta n a n z a  
a  ca rg a r con la  cruz h a s ta  el osario .

Y  cuando  al m al el co razó n  se lanza, 
así, de n u es tra  v id a  en  el C alvario , 
q u ed a  la  cruz y  m uere  la  esperanza .

Que la ocasión para  este soneto, “La cruz sola” (206), fuera un Viernes Santo 
no explica del todo el terceto final. Cual resaca, la desesperanza siempre 
obsesiona a Othón. E n  un poema cuyo títu lo  hace eco a Dante (Inferno I II . 
V. 9), “Lasciate ogni speranza” , escrito en 1882 cuando nuestro poeta  tenía 
veinticuatro años, se lee: “ ¡ Dejad, abandonad toda esperanza / los que entréis 
al infierno de la vida, . . .” (321). Hacia el otro  extremo de su trayectoria, dos 
años antes de fallecer, en el quinto soneto de E n el desierto, él declara: “Y la 
sombra que avanza, avanza, avanza, / parece, con su trágica envoltura, / el 
alma ingente, plena de amargura, / de los que han de morir sin esperanza. /  Y  allí 
estamos nosotros, oprim idos. . (424). Dudoso, por ende, que “L a cruz
sola” , cuyo tenor es una crisis de fe, sea m eram ente un ejercicio dentro del 
género de la litera tu ra  devota. Consabido a  la ortodoxia que la pérdida de 
esperanza a la últim a equivale a desesperar de la Divina Providencia. Repre
senta, por lo tan to , un paso hacia la incredulidad y la negación: “ No hay 
peor calamidad” , escribe Santo Tomás de A quino, “ que el desaliento en la 
batalla por la fe. Perpetrar maldad aniquila el espíritu, mas desesperar es 
caer en el infierno” .26 Se cifra la caducidad, por enajenamiento, de un p a tri
monio de fe en el conjunto de imágenes — una iglesia desierta, una cruz 
sombría y negra, un Cristo muerto — cuyo valor se aclara en el últim o terceto. 
No es casual que la agonía en el Huerto de Getsemani figure en el soneto V de 
Noche rústica . . . previo al X II, donde se plasm a la visión, onírica de nahuales 
y brujas “sin Dios y sin María” (265) escurriéndose hacia sus ritos de auto- 
condena; tampoco casualidad que, “desde la cruz del viejo cam panario . . .” 
(XI. 265), o sea en cabal posesión del símbolo básico de la fe, la ralea mero
deadora dé chillidos de “ . . .tan horrísonos acentos, . . .” (XI. 265) en ta l forma 
que “ . . .el valor más indómito se quiebre . . .” (XI. 265). Pájaros semejantes 
a estos vándalos de nidos — otro correlato de espacio doméstico a lo íntim o — 
hostigaron a Othón en 1889:

E n  las noches ted io sas y  som brías 
buscan  su n ido  en  m i ce reb ro  enferm o, 
p legando el a la  e n sa n g re n ta d a  y  ro ta , 
m is an tiguos recuerdos.

5 N o vienen com o a legres go lond rinas 
de  la  rú s tica  iglesia a  los a leros, 
tray en d o  de la  ru b ia  P r im a v e ra  
las b landas brisas y  los tib io s  besos.
V ienen, com o los p á ja ro s  noctu rnos,

10 a  acu rrucarse  h u rañ o s  y  sin iestros 
de la  m usgosa ta p ia  en  la  rü in as
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0 d e  la  v ie ja  to rre  en tre  los huecos.
1 Q ue v en g an  en b u en a  h o ra , q u e  no  ta rd en  ! 
¿ P o r  q u é  no  se ap re su ran  ? ¡ L o s espero ! . . .

15 ■ H ace  y a  ta n to s  años q u e  d o rm ito  !
i H ace  y a  ta n to  tiem po  !
E l  n eg ro  m uro  del hen d id o  c la u s tro , 
a u n q u e  ro to  y  ab ie rto , 
a ú n  se m an tien e  en p ie , y  e n  la s  o jivas 

20 de l c am p a n a rio  viejo,
s i no  h a y  esqu ilas que a  la  m isa  llam en  
a l a so m a r el m a tin a l lucero  
o an u n c ie n  la  oración  a l cam p esin o  
y  la  h o ra  del regreso 

25 a  la s  m u ch ach as  de la  a zu l c is te rn a , 
a l p a s to r  y  a l vaquero ; 
s i y a  no  h a y  cam p a n ita s  q u e  rep iq u en  
del sa n to  ti tu la r  a  los fes te jo s , 
h a y  o q u ed ad es hondas y  so m b rías  

30 q u e  a b rig a rá n  en sus oscuros senos 
a  las lechuzas p a rd a s  y  s in ie s tra s  
y  a  los p á ja ro s  negros . . .

L a maleficencia en Noche rústica . . . paralela a la que se recoge en este poem a 
significativamente titu lado  “ Voz interna” (234-23Ö).27 Para ambas un  tra s 
fondo nocturno. En un caso se representa la interioridad espiritual a  base de 
un claustro  abandonado donde el repique a m isa no es más que nostalgia 
(versos 17, 21, 27-28), en el otro se plasm a un  espectáculo onírico de sa ta 
nismo, ánim as en pena y cruz desacralizada (X I. 265, X II. 265). A la “destru ida 
tien d a” (V III. 263) y  a  los “ sótanos hendidos” (IX . 264), recintos en el ciclo 
del yo consciente y subconsciente, se traza  análogo el “cerebro enferm o” 
(verso 2 ) del poeta, sem ejante a un nido para  una  ralea el cual a su vez cede 
lugar, volatilizándose, a  la elaboración de un “hendido claustro” (verso 17). 
La trayecto ria  expresiva culm ina en la valorativa descripción de “oquedades 
hondas y sombrías” (verso 29) propicias a un  desgraciado apoderamiento 
inevitable: “ ¡ Que vengan en buena hora, que no tarden !” (verso 13). Así es 
cómo O thón se enjuicia en su voluntad de confrontar lo disgregado y con tra
dictorio, si no falso, de la v ida personal m ediante la remembranza. Y  este es 
el m ism o poeta que se había jactado de hallarse salvo de la colectiva oquedad 
espiritual — entonces, como hoy, derivativa a  la subordinación de nuestra  
endeble economía mexicana, cual apéndice, a los intereses del capital estaduni
dense y  europeo — cuando en 1883 lam enta “ . . .el materialismo que nuestras 
sociedades invade, todo lo arranca y destruye, sin dejar en cambio con qué 
llenar el espantoso vacio que en el alma de los hom bres y de los pueblos ha 
operado . . .28 En mis versos siempre he procurado alentar la esperanza y fo rti
ficar la  fe. Si no lo consigo en los demás, siempre el triunfo a que aspiro será 
mío, que po r mi parte lo he conseguido ya. Con ayuda de la poesía creo y espero: 
con esa m ism a ayuda tengo bastante para resistir los golpes del escepticismo” 
(186).

ActaLitterana Academiae Scientiarum Hungaricae 25 *¿1983



Noche rústica de Walpurgis por M . J . Othón 275

No a diferencia de la primera “ W alpurgisnacht” por Goethe, donde 
Fausto se halla en . .un reino fantasmagórico que participa de la realidad 
en tan to  que es proyección del espíritu hum ano” , la Noche rústica . . . repre
senta lo real dentro de un sueño en tan to  que simbólicamente se transpone 
un dram a interno .29 Nótense las analogías: una bruja que no recibe del hombre 
“ni una m uestra de amor, ni una palabra” (X III. 366), de ahí, en su abandono, 
tan  m arginada como “ la destruida tienda” y los “sótanos hendidos . . 
nahuales y brujas que ilusoriamente se autotransform an y un poeta  que per
m utando símbolos y voces elabora su autotransform ación prism ática; brujas 
que provocan el mal y  a los muertos (“ . . .En la sombría/cuenca de la montaña, 
las inertes / osamentas se animan a los fuertes / gritos de la caterva impía.”
X II. 265), y un poeta cuyo clásico avatar, Pan, “ . . .cual a un conjuro . . .” 
(IX. 264), evoca “ . . .fosfóricos capuces” (IX. 264), es decir, crea lo bello; 
por último, una bruja, presagio de aflicción y de pérdida de fe, que blasfema 
(“Yo a los hombres daré el vino impuro / que arranca la esperanza y el consuelo”
X III. 266), y un poeta que sufre obsesivos raptos de desesperanza.

El profundo m alestar de Othón lo representa dram áticam ente la imagen 
más expresiva en el ciclo de dinámica refrenada: la “abrupta roca” del soneto 
XIV (266). En lo más hondo de la experiencia visionaria no se perfila el sacro 
bosque, la primigenia “ basílica” anterior al formalismo católico, ni mucho 
menos el Arbol-Arpa de la Vida robusto, trascendente y venerado, además, por 
el espíritu religioso que druidas encarnan; lo que sí se m anifiesta es un malo
grado promontorio amorfo, verdadero correlato a los esfuerzos innúmeros de 
Othón por resolver, en armonía, el caos personal.30 Se dibuja a la “abrupta 
roca” como si constreñida por nahuales y  brujas que la coronan danzando en 
círculo (“ .. .Ya en ronda ciega/el coro de las brujas se despliega / de t i  en redor, 
sobre la abrupta roca.” 266), forma geométrica, por cierto, que simboliza ple
n itud y perfección.31 De ahí que la escena sea la de un rito donde se celebra 
la perfecta imperfección a la cual el aquelarre se consagra.32

Tal la sin duda poco grata aunque sumamente expresiva delineación del 
yo auténtico: en un momento, la agonía de un Cristo que pondera su ineluctable 
destino para tantos inútil (V. 262) ;33 en otro, la de muertos que, en extrema 
soledad, claman por la resurrección mas sólo la reciben de los demiurgos del 
mal (X II. 265); todavía en otro, los marginados “sótanos hendidos” (XI. 264), 
correlatos soterraños al yo subconsciente, tam bién en desahucio; aún en otro 
momento, sobre tierra, la melancólica y no menos m arginada “ destruida 
tienda” dentro de la cual el descorazonado poeta, a canto de grillo — que es 
el canto del Arte —, se ve obligado a reconocer la incoherencia de su alma; 
a más altura, y por último, los íntimos avatares, un monte atrofiado y un 
conciliábulo, cuyos esfuerzos de trascendencia son abortos. He aquí una visión 
espeluznante que el poeta, si capaz, no está dispuesto a aceptar en su totalidad. 
P ara  ello, los procedimientos de rechazo distant frecuentemente de los expre-
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sivos con los cuales la ha elaborado. Resulta, en conjunto, un dibujo complejo 
no en pleno equilibrio; hemos de ver ahora cómo Noche rústica . . .  se configura 
en u n a  extraordinaria y bella unidad malograda.

*

E l problem a fundam ental consiste en traducir la experiencia visionaria a un 
episodio onírico. A diferencia de un visionario que postulara el sueño como 
oráculo de la verdad, sea del cosmos o del propio ser, por medio de una serie 
de afirmaciones e improvisados sucesos en la tercera y últim a parte del ciclo 
que no del todo armonizan con la experiencia nocturna, Othón ambivalente
m ente lo avalora .34 La insegura interrelación estructural que hemos de estudiar 
da  pábulo a la hipótesis de que, voluntarioso de eludirse a sí mismo, él llega 
a la  noción de lo nocturno como onírico de m anera apresurada, sólo en las 
e tapas tard ías de la composición de la obra, después de haber escrito la auto- 
rrevelatoria escena de maleficio.

Lo primero es razonar la  función de Peón Contreras en la Noche rústica. . . 
D entro  de la ficción del ciclo él es, en cierto sentido, el compañero ideal de 
O thón, y  por eso, el lector ideal ya que acepta Ja invitación condicional: “Si tu  
voz melancólica no entona / ya  sus himnos de am or . . Es decir, si a ti  como 
a mí te  aflige un sentido de pérdida espiritual, entonces . .conmigo vuela / a 
esta  región que asombra y que consuela” (I. 260). E l dilema es precisar dónde 
se le ubica. El “ Oíd” del ruiseñor (V. 261) y la apelación de los nahuales, 
“ ¡Oh, representación de los m ortales!, / m ostrad aquí vuestro asombrado 
gesto . . .” (XIV. 266), ambos dentro de lo onírico, se dirigen a Peón Contreras, 
no sólo a  Othón. Y aquel “Vamos al aquelarre . . .” (X II. 265) junto con la 
declaración “Pienso que el cielo llora, ¿no lo adviertes?” (X II. 265) se dan  
tam bién  en el mismo ám bito dimensional. Fuera  del sueño, sin embargo, 
recae lo del noveno verso en el último soneto: “Poeta: es fuerza abandonar 
el m onte” (XXII. 270). De ahí que Peón Contreras se halle tan to  fuera como 
dentro  de lo soñado, incongruencia en sí que se puntualiza más de una vez. 
Obsérvese, por ejemplo, que el monte del último soneto es el mismo que figura 
en el primero; en ambos momentos nuestro poeta, desde la ostensible cumbre 
de ese promontorio, le habla a  Peón Contreras; m as supuestamente tam bién 
duerm e en los sonetos XV (266-267), XVI (267) y  X IX  (268-269) soñando 
la aven tu ra  poética en la cual se recoge al compañero para quien él hace de 
Virgilio guía.

Otro problema formal es determinar cuándo lo onírico propiamente 
comienza, ya que la aclaración en el soneto XV de que lo visionario sólo ha 
sido un  sueño no cuenta con ningún precedente. D a lugar a avaloraciones 
difícilmente reconciliables entre sí. Al comienzo se exalta  la aventura (“ . . .con
migo vuela / a esta región que asombra y que consuela, . . .” I. 259-260); 
“Noche profunda, noche de selva, / de quimeras poblada y de rumores, / sumér
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genos en ti: . . . / . . .en el sagrado horror de tus misterios” I I . 260); más tarde, 
hacia el último tercio, se le transform a en una “ . . .vana / pesadilla m aléfica.. .” 
(XV. 267). más sutil la diferencia entre su consagración poética (“ha de escu
charse la oración alada, / no el canto celestial de los poetas” I I I .  261) y su 
nombramiento como un “sueño celestial” (X X II. 270) debido a que, contex- 
tualm ente, la “oración alada” del sacro bosque no equivale a un “canto 
celestial” porque no baja inundando a lo sublunar sino que se verticaliza 
trascendente. Los sonetos X X II y I I I  son oblicuamente antitéticos. Cifran 
la disyuntiva entre un conceptualizar más o menos dentro de los cauces del 
tradicionalismo literario y de la Iglesia, por un lado, y un poetizar relativa
mente inusitado por el otro, donde la palabra es búsqueda en el misterio que 
a sí misma se consagra y no lo consagrado a priori.

Ante el sentido de “oración alada” , poesía que obedece a  una necesidad 
expresiva de redención, se contrapone el de “sueño celestial” del últim o soneto. 
N uestra hipótesis es que se significa no más que lo onírico como valor literario; 
es decir, m ateria elaborable en la artesanía verbal destinada para  el buen 
gusto de los cognoscenti a quienes Peón Contreras m anifiestam ente representa: 
“Tú que de P an  comprendes el lenguaje, . . .” (I. 260). L a suspensión del 
“ sueño celestial” del poeta indica, por lo tanto, que el ciclo llega a su fin. 
Aparte del recreo artístico, hay ineludibles quehaceres m undanos (X X II. 270).

La real es lo mundano, cuya importancia prim ordial, mediante una 
serie de procedimientos, el poeta confirmaría. Le delimita, primero, cualquier 
posible sentido ulterior a la experiencia onírica, en sí algo como un exorcizar 
que concede a la vez que niega. Tal la voluntad de rechazo, que Othón dedica 
dos sonetos a la tarea  (XV y X IX ). Cuando en el soneto XV (266-267) se 
indica que el episodio infernal no ha sido más que el terro r nocturno de una 
“vana pesadilla maléfica” , se cifra una ambivalencia debido a los términos 
“ maléfica” y “ terror” como tam bién al dibujo del gallo que representa, ante 
lo descomunal, lo característico a la vida cotidiana del campo y, de ahí, la 
seguridad que brinda lo familiar. Pero si el sueño hubiera sido, en verdad, una 
vana ilusión, el poeta no necesitara de la nota doméstica, ni tampoco de un 
grato y puntualizado amanecer, ni mucho menos de un despertar; en términos 
breves, no tendría que enfáticamente dividir el mundo poético de su Noche 
rústica . . . entre la fantasía y la realidad. En el soneto X IX  (268-269), el 
deslinde entre ambas dimensiones se acentúa. E l poeta  concedería que, 
soñando, se hallaba vulnerable a la muerte; mas confirma como auténticos 
peligros, ante los ilusorios de lo onírico, el “lobo fiero” y el “ amigo traidor” 
(XIX. 269). E l lector recuerda el viento espantado del soneto IV cuando se 
acuña otro momento de dinámica refrenada: el alm a a tón ita  en la “Duda 
m o rta l. . .” (X V III. 268); incluso se conjetura en el verso que podría deberse 
a la contemplación de “ . . .lo incógnito delante” (X V III. 268). Pero ahora lo 
incógnito ya no es lo sacro sublime y aterrorizador, sino la violencia y muerte
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conjeturables que surgieran de luchas desesperadas tales como la del hombre 
contra bestia  feroz, o contra o tro  hombre o, suicida, contra sí mismo. Cierto, 
para  lo diurno y lo nocturno h a y  un  común denominador: la  muerte. Más, en 
ú ltim a instancia, dentro del m undo de la realidad y no de lo soñado, se subraya 
el tem or a  la muerte corporal. Que en sí sea ella un tem a para  sobria reflexión 
es innegable; aunque jamás se com pararía en seriedad m eritoria de explora
ción a rtís tica  a la del anonadam iento del alma en caos. De aquí que en los 
sonetos X V III y XIX, el tem or a  la muerte física, si no una soslayada trans
posición del temor a la espiritual, sea vana inquietud, ya  que el máximo 
peligro es una  inadecuada creación del propio ser, no una  “fiera” (XVIII. 268), 
o un  “ asesino” , o un “amigo tra id o r” (XIX. 269).

L a  evocación de una conflictiva realidad circunstancial se vincula, por 
supuesto, con la experiencia nocturna. Un alma en desarmonía necesaria 
e insistentem ente percibe desarm onía en torno, ya que “ lo grotesco” según 
K ayser, “ es el mundo enajenado” .35 O sea, al avaloram iento grotesco y onírico 
de lo persona] le corresponde ta n to  la visión de un m undo no menos desavenido, 
como tam bién  la imposibilidad de aceptarlo: “ . . .vuelve la  vida ingrata y 
fría, . . .” (X X II. 270). Estas pa lab ras confirman el aborto del sueño visionario; 
si el proceso de anagnorisis verdaderam ente se hubiera cumplido, el poeta 
sería incapaz de acotarlas hacia el final del poema. E n  ello, no im porta incluso 
la índole de lo captado. W ordsw orth, por ejemplo, reconoce la pérdida ine
v itab le de esa “primera visión” que se goza en la inocencia. Baudelaire con
fron ta  el m al dentro del propio ser. Ambos in tentan la resolución artística 
de sus ín tim os desgarros sin e ludir lo complejo y válido intuido. Consecuencia: 
un “P re lu d e” inglés y un “Le voyage” francés. Y  es que la  pérdida de fe dentro 
de la  esfera de los valores tradicionales de la sociedad sólo se resuelve favo
rablem ente por medio de la c rea tiva  elaboración de un  nuevo esquema inter
p reta tivo , lo cual Othón, profundam ente dividido entre sí, sólo lleva en parte 
a cabo. Bien dice Marx que el las tre  de la tradición caduca “ . . .oprime como 
une pesadilla  . . .” 36

Se alejaría Othón de su experiencia onírica no sólo llamándola incon
secuente sino que también situando, en su lugar, las tensiones y peligros del 
diario v iv ir. Se vale, además, de u n  procedimiento para  m inim izar lo expresivo 
de su verso: pluraliza las voces ficticias. Dentro del m arco de la fábula se 
responsabiliza de sólo ocho de los veintidós sonetos, los núm eros I, II, III , X II, 
X V II, X V III, XX I, y X X II. E n  los sonetos cruciales de lo satánico, números 
X II I  y  X IV , las voces, respectivam ente, son las de cuatro brujas y nahuales. 
Sin duda, a través de tal distanciam iento estético, se increm enta la complejidad 
del ciclo y  se socava cualquier tendencia hacia el sentim entalism o confesional 
que O thón censura en el prefacio a  los Poemas rústicos (228). Todo ello se 
a justa  a  su formalismo de cuño parnasiano. Mas si se tiene en mente la to ta 
lidad de sus nociones del arte, el juego poético de voces es, una  vez más, ejemplo
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de la proverbial espada de doble filo. Autentifica, por un lado, lo nocturno 
ya que, cuando dentro de un sueño se les a tribuye poder expresivo a  la N atu ra
leza y a seres maléficos, se crean para lo narrativo  simbólico fuentes objetivas, 
por otro, así tam bién nuestro poeta se soslaya porque en el crucial soneto XIV 
generaliza el hallazgo de lo personal (“ ¡P o r doquiera el mal . . .  !” 266) y se 
lo confiere a los nahuales.

*

Fórmulas de autoelusión: universalizar lo que simbólicamente representa 
la índole del yo íntim o y atribuir el proceso a  terceras partes; m ultiplicar voces 
ficticias; delimitar, si no negar, el valor de lo onírico; y asentar como el fulcro 
de inquietud no la voluntad y apetitos personales vinculados en dialéctica 
a una realidad externa, sino a ésta cual v ida “ingrata y fría” (X X II. 270), 
o sea, enajenante y  enajenada, donde la angustia se emblematiza en el tem a 
de la muerte a manos de ese extraño fam iliar que es cualquier Otro. Ahora 
bien, la incapacidad de legitimar la visión onírica obedece a un aspecto psico- 
verbal que en Othón se compagina con su poder de captación simbólica. 
Viene a la memoria un pasaje que se recoge en un ensayo por Gregorio Martínez 
Sierra sobre la limitaciones artísticas de Núñez de Arce: “H ay dos clases de 
poetas: los que piensan por imágenes y los que ven por ideas .” 37 Ju n to  con 
Núñez de Arce (y se podrían agregar los nombres de otros postreros versi
ficadores del siglo diecinueve, tales como Campoamor, B artrina, y Acuña) 
el Othón de nuestro ciclo tiende a pertenecer a la última. Es un poeta  explica
tivo, lo cual conjuga con su entendimiento de la artesanía literaria como una 
“labor intelectual” . Casi siempre cuando elabora una imagen el concepto se 
agrega para aclararla. Por ejemplo, en el soneto V III (263) el valor de las 
imágenes finales “ llam a postrimera” y “ últim o rescoldo” abstractam ente se 
anticipa:

. . .  te  seg u iré  m o s tran d o  
la ilusión, en  la  lla m a  p o s tr im e ra  
el recuerdo, en  el ú lt im o  rescoldo.

E n el soneto IX  (263-264), la función simbólica de la quim era (“pálidas 
luces . . .” ) prosaicam ente se resuelve en el terceto final:

Q ue no ex iste  lo e s té r il n i lo  inerte  
si P a n  lo toca, y  a l b r o ta r  u n  beso 
siem pre esta lla  la  luz , a u n  de  m uerte .

E n este m omento el concepto no sólo sirve para explicar. Característica de 
Othón que recuerda apenas algo al verso metafisico y barroco del siglo dieci
siete, es el esfuerzo de acuñar imágenes de abstracciones en sí: el beso, símbolo 
archi-consagrado, es por analogía el p ivote tác til para esa luz abstracta  aunque 
no menos simbólica y consagrada que surge de otra abstracción. A la última, 
el conjunto análogo casi ni se visuaüza y menos impresiona.
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E n  el soneto I I  (260), después de dos cuartetos descriptivos de cierto 
vigor, sobre todo el segundo con un fructífero hipérbaton, el poeta aclararía 
el singular valor de lo que acaba de haber elaborado. P ara  ello, los dos tercetos 
que, a  pesar de la personificación (“el rey de los fantásticos imperios” ), resultan  
fundam entalm ente conceptuales: “que nos envuelva / . . .en el sagrado horror 
de tu s  m isterios.” Caso sem ejante el soneto X V II (267-268). La prim era estrofa 
es v iv idam ente descriptiva. E n  la segunda, verso cinco, la imagen pétrea  de 
latidos líricos deriva m ediatizada por el intelecto. Si inicialmente el poeta  la 
hub iera  intuido, habría eliminado la declaración “ la piedra tiene acentos . . .” 
ya que el hallazgo que sigue, “ . . .Vibra cada / roca intensamente . . .” , le 
supera a  raíz del verbo dinámico “Vibra” en lugar del copulativo “ tiene” 
y del concepto abstracto “ acentos” .

N o se aclara el valor simbólico del árbol en el soneto I I I  (267-268) 
sino h a s ta  la última estrofa y  de una manera discursiva:

. . .  no  h a y  c an to re s  
que  a  tu s  h im nos resp o n d an , n i oídos 
que  c o m p ren d an  tu  e s tro fa  g ig an tea .

A hora bien, este soneto deno ta  otro rasgo estilístico. La mudanza del árbol 
en a rp a  se lleva a cabo por medio de una serie comparativa. E l prim er paso 
es sem ejar la penetración de la  luz lunar dentro del follaje del árbol a la f iltra 
ción del mismo fenómeno a través de “fino encaje” (III. 260). E n el segundo 
paso, se materializa un dejo m ás lo luminoso al evocarse un “haz de vibradores 
/ hilos de luz . . .” (III. 261) tem blando como si “ . . .tañidos / por un plectro 
que el céfiro menea” (III. 261). Sólo después de estos dos símiles que consti
tuyen  un  sostenido proceso transform ativo afirm a Othón la doble índole del 
árbol: no meramente un  fenómeno natural del descampado sino tam bién un  
“ i A rpa  inmensa del cam po!” . . . (III. 261). E l símil como procedimiento 
a rtístico  es un concesivo gesto a la percepción colectiva de una supuesta 
realidad  externa, lo cual se acusa en el soneto X V II (267-268) cuando el poeta  
califica lo intuido, rocas vibrantes, con el momento “ . . .como un cuerda, . . .” 
y luego procede, típicam ente, a  explicar lo simbólico de la imagen: “ que en 
sus moles quedó perpetuam ente / del Génesis la voz petrificada.”

E n  resumen, una propensión a aclarar la imagen simbólica y un proce
dim iento de comparación a favor de la transm udanza del concepto o del 
fenómeno. Se acusa desinterés, si no incapacidad, de zambullirse directam ente 
en lo metafórico. Es como si a  Othón, igual que a Núñez de Arce, le refrenara 
cierto respeto al entendimiento común; de ahí el lastre  explicativo a la creación 
verbal. Lo prosaico analítico es un elemento frecuentemente dañino. Caso 
ejem plar, el soneto V II (262-263) donde lo abstracto  en sí se ahueca en el 
verso “ el m ás grande y asom brador portento” debido a hipérbole; tam bién  
irredim ibles el verso “bajo la estrecha cavidad caliza” y los complementos 
binarios, “ rápida y certera” y “ mortífero y to nan te” .
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Tales rasgos de estilo, en conjunto, sirven para comprender el porqué 
no se legitima cabalmente lo onírico. Son indicios de un poeta no del todo 
consciente del poder visionario de su imaginación; paradoja, ya  que suela 
explicar los símbolos que formula. Mas de los tres imprescindibles para le 
experiencia nocturna, la “destruida tienda” , los “sótanos hendidos” , y la 
“abrupta  roca” coronada por un avatar colectivo de autocondena, por medio 
del cantar de un grillo sólo en parte adivina Othón el sentido ulterior del 
primero; no logra aclarar los otros dos.

Tenemos en Othón a un poeta incongruente que, a pesar de ciertos 
marcados rasgos de estilo, no evidencia la voluntad por una retórica uniforme. 
La tex tu ra  léxica en su ciclo varía. L a ta  diferencia hay entre la terminología 
caballeresca que se recoge en la primera estrofa del soneto I  (259) y  la dicción 
neoclásica en los sonetos Y (261-262) y V I (262), llena de imperativos poéticos, 
“ Oíd . . . Escuchad” , de preciosismo literario, “ linfas . . . g rác il. . . gorgori
tas . . . parleros borbollones” , y de personificación mítica. A su vez, todo ello 
se contrasta con la tónica verbal de la experiencia visionaria en sonetos tales 
como el I I I  y el V y del X I y al XIV.

El artista  que se orienta hacia el equilibrio interior y hacia la armonía 
con lo circunstancial se empeña en elaborar una sola retórica que coincida 
con el descubrimiento heurístico de su propia y  auténtica visión. De ello, 
algo y más hay en Noche rústica . . .; empero, también incongruencia en lo 
estilístico y en lo arquitectónico que testim onia una profunda incoherencia 
espiritual. Correcto el juicio de Max Henríquez Ureña que en Othón hay una 
variedad de estilos.38 Y es que nunca halla su propia voz porque jam ás logra 
una plena anagnórisis. De los tres libros que proyecta y que la m uerte le frustra, 
dos se titularan, significativamente, Poemas del odio y Poemas brutales (22). 
Le creadora vía purgativa aún daba para  mucho.

*

A pesar de la negación ambivalente de lo onírico, dentro de la resquebra
jada unidad de Noche rústica . . .  la voluntad de reconciliación espiritual y 
artística impulsa a Othón a que formule algún medio de redención, si no cabal, 
aunque sea provisorio. De ahí el soneto X V II (267) donde “el antiguo concepto 
cristiano de liber naturae cuyos símbolos dan la medida de los a tributos e 
intenciones de su au to r” 39 se evoca cuando se transform a el oro y el granito 
en libros aurales de lo Divino que reclam an del hombre tan to  el esfuerzo 
(“ ¡L ucha!” ) como una actitud celebratoria (“ ¡Vive y goza, m o rta l. . . !” ), 
m ientras que, física y simbólicamente antitéticas al “agrio peñón” (I. 260) 
y a la “abrupta roca” (XIV. 266), las “agudas cumbres” de perfecta trascen
dencia forman un coro que le recordaría sus obligaciones espirituales: „¡O ra 
y piensa !”
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Respecto a estos juicios imperativos hay  sólo un problema: se lorm ulan 
un  paso después del campaneo m atutino (XVI. 267) y dos después del canto 
del gallo al romper el alba (XV. 266-267). Y a que no surgen de la experiencia 
noctu rna , no constituyen intuiciones arraigadas en el reconocimiento creador 
del au tén tico  ser. Pertenecen, más bien, a la sobreestructura — al ethos — de la 
sociedad que reclamara la lealtad  del poeta; una  sobreestructura, por cierto, 
en p lena  crisis transform adora. De mayor acuerdo con la índole de un alm a 
en conflicto y duda es la afirmación de la v ida como “ . . .ingrata y  fría” 
(X II. 270); con lo cual queda en entredicho la firmeza de su convicción en la 
v iab ilidad  de lo social y lo profundo de su fe en la bíblica fuente del deber.

E n  el último tercio del ciclo el poder redentor de lo telúrico m aterno 
concuerda más con el delineamiento onírico de lo espiritual y con las implícitas 
nociones del arte expresivo que llegan a objetivar una naturaleza superna: 
“ ¡ S a n ta  Naturaleza, m adre m ía !” (X X II. 270) ; esto es, a una Natura Naturans 
p an te is ta . L a  Madre N aturaleza es misterioso origen de fertilidad (“Escucha 
el ru ido  místico y profundo / con que acompaña el alma Prim avera / esta labor 
enorm e que se opera / en mi seno fructífero y fecundo.” XX. 269), asimismo 
de única consolación para un desolado cuyo “ . . .intento de invocar y  subyugar 
aspectos de lo demoníaco del mundo . . .” ,40 en particular los de su interioridad, 
ha  culm inado en un disparejo aunque extraordinario logro. Al asegurarle que 
él v ive en unidad fundam ental con ella ya que lo circunscribe (“ . . .vives 
conmigo . . .” ), le promete tregua a su m arginado ser; sobre todo porque le 
asegura un  grato sepulcro (“ !Con cuánto am or abrigaré tus huesos !” X X . 
269), el único recinto inviolable para la “ . . .vencida carne . . .” del hombre 
(XX. 269) en perfecta inconsciencia, allende el frenesí que es la vida, un 
desasosiego que ha inducido a  Manuel José Basilio Othón y Vargas, ansioso 
de redención, a la aventura poética: Noche rústica de Walpurgis.
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en  c if r a  ro m a n a  el núm ero  del so n e to  cuando  s irv a  a  m a n e ra  de clarificación.

2 M o n k , Sam uel H .: T he Su b lim e  : A  study o f C ritica l Theories in  X V I I I  C entury  
E n g la n d . A n n  A rbor, 1960, f i r s t  ed itio n , 1935, T he U n iv e rs ity  o f  M ichigan P re ss , p ág . 
92. E n  e s ta  m onografía  sobre N oche rústica  . . . to d a  tra d u c c ió n  de lengua e x tr a n je r a  es 
n u e s tra .

3 K a n t ,  Im m anuel: O bservations on the F eeling  of the B eau tifu l and  Sub lim e, 
t r a n s la te d  b y  J o h n T . G o ld th w ait. B erkeley , 1965, U n iv e rs ity  o f  C alifornia P ress , p ág . 47.

4 I b id . ,  pág . 48.
5 L o e . c it.
6 A b ra m s , M(eyer) H (ow ard ) : T he C o rresp o n d en t B reeze: A  R o m an tic  M etap h o r, 

In :  E n g lis h  R om antic  P oe ts: M odern  E ssa ys in  C ritic ism , ed ited  b y  M. H . A bram s. (N ew  
Y ork , 1960, O xford  U n iv e rs ity  P re s s , pág . 37. E s n u e s tra  la  trad u cc ió n  a l españo l.

7 A b ra m s  nos reco rd a ría  q u e  “ . . . las ecuaciones sim bólicas en tre  el a ire , la  r e s 
p ira c ió n  y  e l a lm a  no son ex c lu s iv am en te  ro m án tica s  n i  m ucho  m enos rec ien te s .”  L a s
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tra za  h a sta  e l V iejo  T esta m en to  y  la  m ito lo g ía  greco la tin a . L uego  in d ic a : “ Im p líc ito  
en  e l co n cep to  esto ico  de A n im a  M u n d i  se  recoge  e l de un susp iro , o  g as  d iv in o , que  
in fu n d e e l m u n d o  m ateria l y  c o n st itu y e , a d e m á s , la  p siq u e  h u m an a .”  ( I b id .,  p á g s . 4 4 -4 6 )

8 Al m on ism o  im plícito  en  la  co rr ien te  ex p re s iv a  del pensam ien to  y  a r te  decim onos 
los define  R en é  W ellek  cuando  escribe so b re  el “ n uevo  a r te ” en las le tra s  a le m a n a s  desde 
m ed iados d e l siglo X V II I :  “  . . . e s ta  n u e v a  v is ión  en fa tiz a  la  to ta lid a d  d e  la s  facu ltad es  
del hom bre , no  sólo la  razón , no sólo el se n tim ie n to , sino  la in tu ición  in te le c tu a l, im ag in a 
c ión . Se t r a ta  del renac im ien to  de u n  n eo -p la to n ism o , de  un pan te ísm o  (cu a l fu e ra n  sus  
concesiones a  la  o rto d o x ia); un  m onism o  d o n d e  se log ra  iden tificar a  D ios y  el m undo, 
el a lm a  y  el cuerpo , el su je to  y  el o b je to .”  (W ellek , R ené Concepts o f C ritic ism . N ew  
H a v e n , 1963, Y ale  U n iv e rs ity  P ress, p á g . 165). U n a  de las concesiones, y  v e ta  m en o r en 
la  filosofía id ea lis ta , es el consab ido  p an en te ism o  de  K rause (M orillas, J u a n  L ópez E l 
krausism o español. M éxico, 1956, F o n d o  de  C u ltu ra  Económ ica, págs. 3 8 -39 ). P e ro  en 
M éxico, d u ra n te  el siglo d iecinueve, K ra u se  no  tu v o  epígonos; co n sú lte se  la  o b ra  aún  
fu n d a m e n ta l p o r el O bispo de G u a n a ju a to , el P resb íte ro  E m e te rio  V a lv e rd e  Téllez, 
B ibliografia  filosófica m exicana  (M éxico, 1907, T ipog rafía  de la v iu d a  de  F .  D íaz  de  León).

E l ren o v ad o  en ten d im ien to  que W ellek  esboza  p ro n to  se ex p lay a  p o r  to d a  E u ro p a . 
P u e s to  que  F ra n c ia , desde el Siglo de las L uces, h a  cum plido  la  función  d e  tra n sm iso ra  a  
la  A m érioa h isp án ica  de las in q u ie tu d es  del co n tin en te , es sin g u la r d e sc u b r ir  en  sus 
lite ra to s  del siglo X IX  la  m ism a hu e lla  m o n is ta . H a y  juicio gálico so b re  el tran sfo n d o  
ideológico del rom an tic ism o  que lo co n firm a . Según  Louis R ey n au d , se t r a t a  de un  
p an te ísm o  ang lo -teu tón ico  que se acu sa  a u n  en  el ca tó lico  C h a teau b rian d : “  . . . m ás  que 
el de  B ern a rd in o  de  S a in t P ie rre , el c ris tian ism o  de C hateaub riand  es, p o r  consigu ien te , 
no  sólo u n  gozo esté tico , sino uno  que en cu b re  con  sun tuosos p liegues, e l p a n te ísm o  y  el 
in d iv idua lism o  anglo-germ ánicos del siglo X V II I ,  to d o  lo que el a u to r  d e  E l genio . . . 
c re ía , de b u en a  fe, c o m b a tir .” (R ey n au d , L ou is: le Rom antism e : S e s  O rigines Anglo- 
G ermaniques. P a ris  1926, L ib ra irie  A rm an d  C olin, p ág . 156). Mas en  p len o  siglo p a sad o  y a  
se en ten d ía  que  la  co rrien te  expresiva  n o  se d a b a  d e n tro  de los cauces d e  la  o r to d o x ia  de 
la  Ig lesia . L udóv ico  V ite t (1802-1873) en ju ic ia  el rom an tic ism o  en los s ig u ien te s  té rm inos 
c o n tu n d e n te s : “ E s, en dos p a lab ras, el p ro te s ta n tism o  en las le tra s  y  en  las a r te s .” 
(V ial, F ran c isq u e . Idées et Doctrines L ittéra ires d u  D ix-N euvièm e S iècle. P a ris , 1928 
L ib ra irie  D e iag ra  ve, pág . 94). A d ife renc ia  d e l k raus ism o  español, B é c q u e r  sí b r in d a  uno 
de los m ayo res ap o rte s  pen insu lares a l m on ism o  lite ra rio  que llega a  H isp an o am érica . 
P a ra  u n a  exposición de N atura  N a tu ra n s  en  su  o b ra , véase D íaz, Jo s é  P e d ro : Oustavo 
A dolfo  Bécquer : vida  y  poesia. M adrid , 1971, G redos. págs. 415-428.

9 P a ra  u n  estud io  fenom enològico d e l sim bolism o de form as c irc u n d a n te s , consú l
tese  a  B ach e la rd , G aston : L a  Poétique de l ’E space. Paris , 1967, P re sse s  U n iv e rs ita ire s  
de  F ra n c e  ; sobre todo , los cap ítu lo s “ L a  M aison de la  Cave au  G ren ie r ,”  (págs. 23-50) y  
“ L e n id ” (págs. 92-105).

10 P o u le t, G eorges: L a  D istance In térieure . P a ris , 1952, P lon . p á g . 14.
11 L a  rec tilín ea  fuen te  lite ra r ia  se h a lla  en  L a  Dorotea. E s  el ro m a n c e  “ A  mis

so ledades v o y  . . .”  que en el m om en to  c lav e  lee: “ ¡N o sé qué tiene la  a ld e a  /  d o n d e  vivo y  
d onde  m uero , /  que con ven ir de m í m ism o  /  no  puedo  ven ir m ás le jo s  !”  E l d iscre to  
co m en ta rio  p o r B lecua a  estos versos se a d e c ú a  a  la  reform ulación q u e  d e  ellos lleva  a  
cabo  n u es tro  po tosino : “ . . . la  llegada  del h o m b re  a  su  esp íritu . L ope no  p o d ía  ven ir de 
m ás  lejos: v en ía  del fondo de sí m ism o a  co n tem p la rse  en  puro  e sp ec tácu lo .”  V ega Carpio 
de Lope F é lix : L a  Dorotea, ed ita d a  p o r  Jo sé  M anuel B lecua. M ad rid , 1955, R ev is ta  
de O ccidente , págs. 42 y  141). Según H a r tm a n , rasgo  en la poesía  es q u e  se dé  “ a lgún  
en cu en tro  en tre  la  persona y  su  so m b ra  . . .”  y a  que “ al evocar u n a  e ta p a  su p erad a , el 
p o e ta  c o n fro n ta  su  a u to  —en a jen ac ió n .”  (H a r tm a n , G eoffrey H .: “ R o m a n tic ism  and  
A ntiself-consciousness, R om anticism  : P o in ts  of V iew , ed ited  b y  R o b e r t  F . G leckner
E nglew ood Cliffs, N ew  Je rsey , 1979, P re n tic e -H a ll] , pág. 291. C ie r ta m e n te  m enos 
psicológico au n q u e , p o r m etafisico  en  ten d en c ia , m ás conform e al e s p ír itu  de la  época 
es el ju icio  de Jo h a n n  P au l F ried rich  R ic h te r  (1763-1825) teórico y  l i te r a to  d e l ro m a n ti
cism o a lem án . L o e labora  a  m an era  in te rro g a tiv a  cuando  reflex iona  so b re  la  ecuación 
d is tan c ia  y  m em oria : “ ¿Por qué todo  en  la  añ o ra n z a  (Sehnsucht) y  en  e l recu e rd o , todo  
lo le jano , m u e rto , desconocido, posee la  v ir tu d  m ág ica  de evocar . . .  el in f in i to ? ” (P raz, 
M ario: L a  carne, la  morte e il diavolo nella letteratura romantica [F iren ze , 1966, Sansoni 
ed ito re , pág . 18).

12 A  base de un  enfoque jung iano , E d w a rd  F . E d inger tra z a  las fo rm as  sim bólicas 
de n u tr im e n to  y  el A rbol de la V ida en  Ego a n d  Archetype : In d iv id u a tio n  an d  the Religious 
F unction  of the Psyche. B altim ore, M ary lan d , 1973, P enguin  B ooks, p ág s . 287-292. E l 
á rb o l y  el bosque com o fenóm enos sacros es un  lu g ar com ún en  m ito lo g ía  y  folklore.

7 ActaLiUenria Acaiemiae Scientiirum llu n  j tríele 25, 1935
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V éase, F raze r , S ir J a m e s  G eorge: The N ew  Golden B ough, ed ite d  b y  T heodor H . G aste . 
N ew  Y o rk . M entor B ooks, p á g . 107.

13 D e ah í, ta m b ié n  conceb ib le  com o u n  á rb o l o ra c u la r , y a  que por m edio  de su  
e s té tic a  p leg aria  se a n tic ip a  la  conform ación a rm o n io sa  d e  los m om entos y  valo res 
m ú ltip le s  de  Noche rústica  . . .  y ,  p o r  consiguiente, de  O th ó n , en  ta r to  que, cua l p o e ta , es 
P a la b ra  in te ligen te  e im a g in a t iv a  que se au to e lab o ra . E n  la  lite ra tu ra  occ iden ta l el 
A rb o l O racu la r es u n a  v ie ja  no c ió n  de cuño pagano . V éase H u sb a n d , T im othy : T h e  W ild  
M a n  : M edieval M y th  a n d  S ym bo lism  (New Y ork , 1980, T h e  M etropolitan  M useum  o f  
A rt) , p ág s . 54-57. P a ra  el te m a  d e l h a rp a  eolia en  la  l i te r a tu r a  ro m án tica , véase A bram s, 
M . H .:  T h e  M irror and  the L a m p  : Rom antic Theory a n d  the Critical Tradition . N ew  
Y o rk , 1958, W . W . N o rto n  a n d  Co. págs. 51-52.

14 Ib id ., pág . 175.
16 B audela ire , C harles: E scrits  In tim es. P a ris , 1946, L es E d itions d u  P o in t  du  

J o u r .  p á g . 72.
16 A y rau lt, R o g er: L e  Genèse dii R om antism e A llem a n d . P a ris , 1961, A ubier, p ág .

203.
17 M adison S tein , J a c k :  R ichard  Wagner and the S y n th e s is  of the A rts. D e tro it, 1960, 

W a y n e  S ta te  U n iv e rs ity  P re s s , p ág s . 62-63, 154-155, 159, 169-171). E n  u n a  c a r ta  desde la  
c iu d a d  de  México a  su  e sp o sa  (12 -X I-1 9 0 0 ) O thón  ev id en c ia  su  conocim iento, algo  m ás  
q u e  casu a l, de ópera  c u a n d o  r e la ta  sus im presiones so b re  u n a  m exicana, A tzim b a  p o r  
R ic a rd o  C astro  (1864-1907), a  c u y a  presen tación  h a b ía  a s is tid o . E l juicio, algo severo , es 
de  ín d o le  co m p ara tiv a , p a r a  lo  cu a l se vale de C avalleria R u stica n a  po r M ascagni y  de 
A id a  p o r  V erd i. N o se lim ita  a  co m en ta r la  m úsica; en foca  ta m b ié n  sobre la  e s tru c tu ra  
d ra m á tic a  de los lib re to s (O th ó n : Epistolario, ed itad o  p o r  J e s ú s  Z avala. M éxico, 1945, 
E d ito r ia l  N u ev a  E sp a ñ a , p ágs. 36-37). Como ta n to s  o tro s  lite ra to s , cede a l en tu s iasm o  
w ag n erian o : “oyó a  (Ju liá n )  C arrillo  u n a  conferencia y  co n c ie rto  sobre W agner, y  se 
c o n tr a tó  con él p a ra  e sc r ib ir e n tre  los dos u n a  ‘T e tra lo g ía ’ so b e rb ia  y  grand iosa  ‘a  base  
de  lo  n u e s tro ’.” (M om tejano  y  A gu iñaga, R afae l: A m b ien te  cultural en la juven tud  de 
Othón. S an  L u is P o to s í, 1960, In s t i tu to  Po tosino  de  B ellas  A rtes , pág . 22). Se supone 
q u e  O th ó n  co laboraría  esc rib ien d o  lib retos p a ra  lo cu a l c o n ta r a  con su  experiencia com o 
u n o  de  los destracados d ra m a tu rg o s  nacionales de  e n tre  siglos. Carrillo (1875-1965) 
ta m b ié n  fue  po tosino ; se le reconoce en la  m úsica com o el descub rido r del decim otercer 
so n id o  a to n a l.

18 H en ríquez  U reñ a , P e d ro : E l endecasílabo ca s te llan o . I n :  Boletín de la A cadem ia  
A rg en tin a  de Letras, X I I I  (1944), 743.

19 N av arro  T om ás, T o m ás: M étrica española: reseña histórica y  descriptiva. N ew  
Y o rk , 1966, L as A m éricas P u b lish in g  Co. pág . 503.

20 Se enum eran  los v e rso s  p a ra  fac ilita r la  le c tu ra  d e l com en tario .
21 A lonso, D ám aso : P oesía  española. M adrid, 1966, G redos. págs. 74-75 y  329-330.
22 H egel, G eorg W ilh e lm  F rie d ric h : The Phenomenology of M in d , tran s la ted  b y  J .  B . 

B aillie . N ew  Y ork , 1967, H a rp e r  an d  R ow . págs. 144-145. F re d e r ic k  C opleston, S. J . :  
A  H is to ry  of Philosophy, voi. V I I  : F ichte to Nietzsche. L o n d o n , 1963, B um s an d  O ates, 
págs. 4 0 -43 . Seidel, G eorge J . :  A c tiv ity  and  Ground : F ich te , Schelling, and Hegel. N ew  
Y o rk , 1976, G eorg O lm s V e rla n d  H ildesheim . pág . 47 y  sig u ien tes .

23 L o  único de O th ó n  d ire c ta m e n te  sobre filo so fía  a cad ém ica  se recogne en  u n a  
ep ís to la  a l ecléctico R a m ó n  M an te ro la  (México, 1848-1901), la  cual se p u b lica  com o 
c a r ta  a b ie r ta  en  el d iario  p o to s in o  “ E l Correo de S an  L u is”  (ju lio  de 1884). Iro n izan d o , 
O th ó n  d en ig ra  el idealism o a le m á n  cu ay  propensión es p a n te is ta :  “D icho se e s tá  que  p a ra  
los sab io s y  p a ra  los que a  los e stu d io s filosóficos se co n sa g ra n , c laras, clarísim as deb en  
se r la s  en m arañ ad as  o b ras  d e  m e ta fís ica  a lem ana . . .”  Se su p o n d r ía  que la  c a r ta  fu e ra  
de ag rad ec im ien to  y a  que  poco  a n te s  O thón  hab ía  ido a  la  c iu d a d  de México p o r p r im e ra  
vez, d o n d e  conoció a  M an te ro la  q u ien  lo recibió en  su  ca sa  y  a h í le leyó de sus ensayos 
filosóficos. M as de v u e lta  en  p ro v in c ia , la  gentileza del h u ésp ed  apenas, si acaso, se d e n o ta  
c u an d o  O thón , reco rdando  la  le c tu ra , prosigue dem o ledo r: “ Y  n o  creí yo nunca , com o a  
m u ch o s h e  oído decir, q u e  la s  v e rd ad es  sobre D ios, el U n iv e rso  y  el a lm a e ra n  de ta l  
m a n e ra  te rm in a n te s  y  senc illas q u e  no  necesita ran  de u n e  exp licac ión  aunque fuese ta n  
a la m b ic a d a  y  su til o ta n  seca  y  desca rn ad a  com o las de  la  m etafísica  a lem ana  y  del 
p o s itiv ism o .”  (D rom undo, B a lta s a r :  M anuel José Othón : su  v id a  y  su  obra. M éxico, 1959, 
Im p re so ra  J u a n  Pab los, p ág s . 172-174).

Im posib le  ser a  la  vez p a n te is ta  y  católico. L a  o r to d o x ia  de la  Iglesia es d u a lis ta : 
D ios y  creac ión  no  coinciden . B a lm es , in teligen te  y , a  p e sa r  d e  c ie rto s  ribetes inofensivos 
de  la  escuela  escocesa del se n tid o  com ún , en lo m ín im o  h e te ro d o x o , ac la ra  la  in co m p a
tib il id a d  e n tre  el idealism o a le m á n  y  el cato licism o c u an d o  co n fro n ta  en sus escritos a
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H ege): “ i Qué se rá  este  e sp íritu  un iversal que  ab so rb e , que iden tifica  en  sí to d o s  los 
esp íritu s  p a rtic u la re s  Î ¿N o  es esto  la  p roc lam ación  p u r a  y  sim ple de u n  p an te ísm o  esp iri
tu a lis ta  ? . . .  M as n o so tro s  a firm am os que el A u to r  d e  ta n ta s  m arav illas ex is tía  desde 
te d a  la  e te rn id ad , a n te s  que  n a d a  existiese fu e ra  d e  él; y  ah o ra  conserva, m ueve, v iv ifica  
el m undo , no com o el a lm a  al cuerpo , sino de u n a  m a n e ra  independ ien te , lib re , sin  e s ta r  
ligado con su  c r ia tu ra , sino  ob rando  p o r m edio  de  su  v o lu n ta d  om n ipo ten te  . . . ”  (B alm es, 
Ja im e : Cartas a u n  escéptico en m ateria de religión. B arce lo n a , 1846, Im p re n ta  de A . B rusi, 
pégs. 176 y  182).

24 Véase la  n o ta  p re v ia  y  el soneto “A  A u g u s to  C om te” (194).
25V éase los p o em as “A  la  fe”  (36), “ P le g a r ia  (59), y  “ ¡ P a t r ia ! ”  (130). E n  u n a  

c a r ta  (8 -X II -0 1 )  a  J u a n  B . D elgado (M éxico, 1868-1929), su  único d iscípu lo  lite ra rio , 
O thón  le co m u n ica  su  v o lu n tad  que an tes  de im p rim irse  Poem as rústicos (1902), d onde  se 
recoge n u estro  ciclo de  sonetos, se inc luya  “ . . . u n  d ib u jo  . . .  E s  sim bólico y  le d iré  lo 
que  quise rep re se n ta r , au n q u e  no lo h ay a  lo g rad o : es u n  tr ián g u lo  equ ilá tero , en  c a d a  uno  
de  cuyos lados — el ángu lo  qu ed a  p a ra  ab a jo  — e s tá n  escritas las p a la b ra s  la t in a s : lo 
V erdadero , lo B ello , lo B ueno . E n  el cen tro  u n a  c ru z  de  brazos iguales, sob re  u n  sol que 
fla m e a  — eso n eg io  que  u s ted  ve, son rayos lum inosos — lo cual rep re sen ta  a  Jesu c ris to , 
el V erbo E te rn o  de  D ios, que  es el foco de to d a  a r te ,  de  to d a  Ciencia, de  to d o  lo que  h a y  
in te ligen te  en el h o m b re . E s , en fin , m i lem a, p a r a  to d o  lo que yo he escrito  y  e scriba .”  
(O thón : E pisto lario , p ágs. 43-44). P o r  cató lico , O th ó n  jam ás fue m asón; m as  el tr ián g u lo  
equ ilá tero  con sol ra y a n te  es la  m ism a fo rm a g e o m é tr ic a  — sólo que con  el ángu lo  h ac ia  
a rr iba — de la  cu a l la  m asonería  se vale p a ra  s im b o liza r al G ran  A rq u itec to  del U n iverso  
c u y a  In te ligenc ia  se recoge en  el d ibu jo  a  m a n e ra  de  ojo. Se acusa un  s incre tism o  que, 
en  lo algo pegadizo , es ca rac te rís tico  del siglo d iec inueve . Se ev idencia o tr a  vez  en  la  
fu en te  le jana , n eo p la tó n ica , del tr in a rio  lem a q u e  le s irv e  a l p ad re  del eclectic ism o, V íc to r 
C ousin (F ranc ia , 1792-1867), com o títu lo  p a ra  su  o b ra  no to ria , D u V rai, d u  B ea u  et du  
B ie n  (1858). O thón , deseoso de a firm a r la  ín d o le  c r is tia n a  de su  a r te , ag reg a  la  cruz 
sim bólica.

26 “ . . . d ic it  Glossa [o rd in .]: ‘N ihil est v ita e  labo ribus, e t quod p e iu s e s t, in  fidei 
c e rtam in e  c o n s ta n tia m  p e rd i t .’ E t  Is ido rus d ic it, in  lib ro  2 De S um m o  B ono  [c. 14]: 
‘P e rp e tra re  fla g itiu m  aliq u o d  m ors an im ae e s t: sed  d esp e ra re  e s t descendere in  in fe rn u m .,” 
(D ’A quino , San  T om m asso : L a  Som m a Teologica, X IV . 1966 Casa E d itr ic e  Salan i, pàg . 
409).

27 Q uizá m ed ia tiz ad o s  p o r N úñez de A rce , en  le jan ía  se escuchan ecos de  L eo p ard i; 
la  rep resen tac ión  de  la  sencillez e inocencia c a m p e s tre s  que co n trastan  con  la  in te rio rid ad  
personal es rasgo  ca ra c te r ís tic o  del ro m án tico  ita lia n o . E sa s  “ . . . m u ch ach as de  la  azul 
c is te rn a  . . . ”  re c u e rd a n  m om en tos ta les com o “V ien  fu o r la  fem m in e tta  a  co r de ll’a c q u a  . ”  
en L a  quiete dopo la  tem pesta  (X X IV ) y  “L a  d o n z e le tta  vien  da lla  c am p a g n a  . . .”  en I I  
sabato del villaggio (X X V ). L eopard i, G iacom o: Obra completa en poesía, ed ic ión  b ilingüe, 
in troducción  y  tra d u c c ió n  p o r J u a n  B a u tis ta  B e r tr á n ,  I .  B arcelona: E d ic iones 29, 1978. 
págs. 182 y  184. D e n tro  del co n tex to  de las le tra s  p a tr ia s  finiseculares, “V oz in te rn a ” 
p re f ig u ra  a  “Mis e n lu ta d a s ”  (1890) p o r M anuel G u tié rrez  N áje ra . “A guárdo las ansioso  . .,”  
confiesa el D u q u e  J o b  respec to  a  las que “ E sc u d r iñ a n  del húm edo ap o sen to /rincones y  
covachas,”  en  b ú sq u e d a  de  “ to d as  m is c u lp a s /to d a s  m is fa lta s .”  (N ájera , M anuel G u tié r
rez : Poesías, p ró logo  p o r J u s to  S ierra, I I .  M éxico, 1897, L ib rería  de la  v iu d a  de  Ch. 
B o u re t, págs. 178-179). L as  sem ejanzas con el p o e m a  de O thón re sa lta n : u n a  v o lu n tad  
de au to en c u en tro  p a ra  la  que  se poe tiza  lo d im en sio n a l com o correlato  a  la  in te rio rid ad  
v io lada; ad em ás, u n a  resolución en  lo m ín im o  a le n ta d o ra .

28 L a  su b ra y a  es n u e s tra .
29 A tk in s , S tu a r t :  Goethe’s L a u st. C am b rid g e , M assachusetts, 1968, H a rv a rd  

U n iv ers ity  P ress , p ág . 91. P rob lem ático  d e te rm in a r  qué ta n  b ien O th ó n  conocie ra  la  
o b ra  de G oethe, asim ism o  si dom in ara  la  le n g u a  a lem an a ; ello no  o b s ta n te  su  p arc ia l 
ascendencia  te u tó n ic a , d a to  confirm ado p o r su s  b iógrafos, D rom undo  y  Z a v a la  (Dro- 
m undo , pág . 169; O th ó n , M anuel José: Obras com pletas, ed ición p rep a rad a  p o r  Je sú s  Z avala . 
M éxico, 1945, E d ito r ia l N u ev a  E spaña , p ág . ix ). A  D elgado, que le a y u d a b a  p u b lica r 
sus ob ras, O th ó n  le escribe u n a  c a r ta  ( 12—I I I —03) d onde  corrige la d efec tuosa  o rto g ra fía  
de u n  té rm in o  a lem án  en  la  n arrac ión  Coro de bru jas  que deseaba d a r  a  la  im p ren ta : 
“ . . . an tes  que  se m e olvide, le suplico re c tif iq u e  la  o rtog rafía  de la  p a la b ra  Brooken, 
que v a  en  el o uen to . E s  el nom bre  de u n a  m o n ta ñ a  del H a rz  donde, según  la  leyenda 
a lem an a  — v ea  el L a u sto  de G oethe — se ce le b ra b a n  los aquelarres en  la  noche de  Sant a  
W alp u rg is .”  (O th ó n : E pisto lario , pág . 81). E n  la  R evista  A zu l, d ir ig ida  p o r  G u tié rrez  
N á je ra  y  donde O th ó n  publicó  v arias com posiciones, se recoge e sc r itu ra  de  la  época 
d e riv ad a  de Lausto-, u n  artícu lo  p o r Carlos D íaz  D ufoo , “ G ounod-G oethe”  (2 9 -V II-9 4 ,

7* Acta Litteraria Academiae Scienliarum Hungaricae 2 5 ,10S3



286 L o tta  de la Have, M . A .

pàgs. 193-194); una  selección, “ L a  P a sc u a ,”  de  la  ca s te llan izad a  versificación d e l p o em a  
p o r  T e o d o ro  L ló ren te  (1895, p ág s . 384-385); u n  c u e n to  hum o rístico  p o r C lem en te  P a lm a , 
“ L a  W a lp u rg is ,”  (1895, p àgs. 405-407). D udoso  q u e  cu a lq u ie ra  de estos esfuerzos h a y a  
in f lu id o  e n  el génesis de Noche rús tica  . . . que , a u n q u e  se pu b lica  en  1897, y a  se  e sc r ib ía  
d u ra n te  la  p rim av e ra  de 1894, lo  cu a l n u e s tro  p o e ta  c o n s ta ta  en  u n a  c a r ta  (2-V -94) 
a  D e lg a d o  (O thón : E p is to la rio , p á g . 6). E l P arnaso  de M éxico , ed itado  p o r  E n r iq u e  F . 
G ra n a d o s , recoge u n a  leyenda , “ E l llano  del d iab lo ,”  de  V icen te  R iv a  P a lac io  y  J u a n  de 
D ios P e z a  e n  colaboración. L o  q u e  tien e  en  c o m ú n  con  n u es tro  poem a es la  fá b u la , en  
ta n to  q u e  inc luye  un  aq u e la rre , y  e l tra sfo n d o , u n  d escam p ad o  m exicano. M as el to n o  y  la  
m é tr ic a  d e l  to d o  d ifieren; la  “ le y e n d a ”  es u n a  h u m o ra d a  en  octosílabos in tra n sc e n d e n ta l. 
N o  h e m o s  log rado  d e te rm in a r c u á n d o  p o r p r im e ra  vez se  pub lica . A m ás ta r d a r  h a  de  
h a b e r  s id o  d u ra n te  la  creac ión  d e  N oche rústica  . . .  y a  q u e  R iv a  P alac io  n u e re  e n  1896 
(G ra n a d o s , E n riq u e  F .: P arnaso  de M éxico  : antología de poetas m exicanos, I .  M éxico, 
1919, P o r r ú a .  págs. 457-479).

30 E l  co rre la to  to p o g rá fic o , com o “ . . . s ím bolo  de  pecado . . .,”  re sp o n d e  a  la  
tr a n s m u d a n z a  de “ . . . concep to s m o ra les  y  teo lóg icos en  valores esté ticos d e l p a is a je .”  
A b ra m s  b o sq u e ja  la  índole y  d ifu sió n  eu ro p eas d e  este  p roceso hac ia  u n a  “ . . . f ís ico - 
te o lo g ía  . . .”  en  N atura l Supern a tu ra lism , p ás . 99-102 .

31 P a r a  el tem a  del c írcu lo  c u a l sím bolo  “ . . . de  p le n itu d , de to ta lid ad , d e  u n ió n  de 
lo  a n ta g ó n ic o , de lo p ro lifico , d e l om bligo  d e l m u n d o  y  del e je  del un iverso  . . .”  véase , 
E d in g e r , p á g . 4.

32 Se acop la  la  a c tiv id a d  d e  las b ru ja s  de O th ó n  a  la  que el fo lk lo re  les a tr ib u y e . 
V éase B a ro ja ,  Ju lio  Caro: L a s  bru jas y  su  m undo. M adrid , 1961, R ev is ta  de O cciden te , págs. 
185-189 ; ta m b ié n  la o b ra  de 1584 p o r H e in rich  K ra m e r  y  Jam es S prenger, M a lleu s  
M a le fic a ru m , ed ited  a n d  tr a n s la te d  b y  S um m ers R e v . M ontague. N ew  Y o rk , 1971, 
D o v e r P u b lic a tio n s , págs. 66, 104-109, y  140-144. R esp ec to  a  la  b ru je ría  m e x ic a n a , 
co n sú lte se  la  m onografía  d e  M endoza, V irg in ia  R . R . de: L as b ru jas  en  el fo lk lo re  d e  
M éxico . I n :  A n u a rio  de la  Sociedad F olklórica de M éxico , V I  (1950), 475-483.

F en ó m e n o  del fo lk lore u n iv e rsa l, el n a h u a l v a r ía  de  nom bre según  la  len g u a . E n  
M éxico, es d e  origen p re -co rte s ian o  y  se le a tr ib u y e  el p o d e r de ad q u ir ir la  fo rm a  d e l 
a n im a l c u y o  esp íritu  le sea a fín  (M endoza, V irg in ia  R . R . d e : E l nah u a l en  el fo lk lo re  d e  
M éxico. I n :  A n u a rio  de la Sociedad F olklórica de M éxico , V I I I  [1951], 123-137). E n  N oche  
rús tica  . . ., deb ido  a l té rm in o  a u tó c to n o  co n  el c u a l se le evoca , es co lor local a  fa v o r  de 
u n a  l i te r a tu r a  nacional.

33 V ie ja  noción en  el ca to lic ism o ; F ra y  R a im u n d o  de  C apua, p o r e jem p lo , se  la  
a tr ib u y e  a  s u  coetánea , S a n ta  C a ta lin a  de  S iena (1347-1380). Según “ . . . los m a n u s c rito s  
de F r a y  T o m á s , el p rim er con feso r d e  la  S a n ta  . . . ,”  e lla  “ . . . m an ifestó  d u ra n te  u n o  de  
sus é x ta s is  q u e  la  causa de la  t r is te z a  del S a lv ad o r y  de  su  su d o r de sangre en  el h u e r to  de  
los O livos fu e  su  previsión de  que  m u ch as  a lm as  no  a lc a n z a ría n  a  gozar de los f ru to s  d e  su  
p a s ió n .”  (C ap u a , F ra y  R a im u n d o  d e : V ida  de S a n ta  C a ta lina  de S iena . B uenos A ires , 1947, 
E s p a s a  C a lp e . pág . 104).

31 L a  psicología y  la  c r ític a  li te ra r ia  h a n  e lab o rad o  u n  en tend im ien to  h a r to  u n ifo rm e  
de lo  o n ír ico . Se insiste en  el co n cep to  del sueño  co m o  u n  proceso de in teg rac ió n  a  base  
de u n  v is io n a rio  reconocim iento  d e  lo veríd ico  d e l y o  y  del cosm os. P a ra  B éguin , el su eñ o  
ro m á n tic o  es “ . . . u n  m odo com o d escender en  el yo  h a s ta  la  región donde se so b re p a sa  
el su b je tiv ism o  y  se desem boca e n  u n a  n u ev a  y  m ás  p ro fu n d a  com unicación  co n  la 
re a lid a d , y a  n o  ind iv idual, sino cósm ica  o d iv in a .”  (B égu in , A lbert: A m e  R om an tique  
et le R êve. P a r is , 1961, L ib ra irie  Jo s e  C orti, p ág . 323). J u n g  sostiene que la  fu n c ió n  
g en e ra l d e l so ñ a r  es la  de c o n tr ib u ir  a  u n a  h o m eo stasis  p s íq u ica  (Cari G. Ju n g , e d ito r , 
M a n  a n d  H is  Sym bols. N ew  Y o rk , 1964 D ell P u b lish in g  Co. pág . 34). E d in g e r  in d ic a  
que “ . . . lo s  sueños son exp res iones del eje E go-Y o. C ada  sueño es com o u n a  e p ís to la  
desde u n  le ja n o  E g ip to  p a ra  a lu m b ra rn o s  (Ego an d  A rchetype, pág. 125). J a n k é lé v itc h  
e lo c u e n te m e n te  discurre en  to rn o  a  lo n o c tu rn o  cu an d o  com ienza  “ . . . ‘L a  v ita  n u o v a ,’ 
es d ec ir , e l cao s  d en tro  de la  n a tu ra le z a  y  d e n tro  de  la  consciencia , a l m ism o tie m p o  q u e  
se c e le b ra n  la s  nupcias de la  conciencia  y  de  la  n a tu ra le z a .” (Janké lév itch , V lad im ir: 
Le n o c tu rn e . In :  Le Rom antism e A llem and , A lb e rt B égu in , éd iteu r. Paris , 1949, L es C ah ie rs  
de S u d . p á g . 97).

35 K a y se r , W olfgang: T he Grotesque in  A r t  an d  L iterature. N ew  Y ork , 1966, Mc 
G raw -H ill. p á g . 184.

36 M a rx , Carlos: E l dieciocho brum ario de L u is  B onaparte  (Moscú, s. f., E d ito r ia l  
P ro g reso , p á g . 9.

37 M artin e z  Sierra, G regorio : M otivos. M adrid , 1920, E d ito ria l C alle ja  S a tu rn in o , 
págs. 7 4 -7 5 .
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38 H en ríq u ez  U reña , M ax: A p ro p ó s ito  d e  u n  panegírico . In : C rónica. G u ad a la ja ra , 
M éxico, añ o  I ,  n ú m . 18 (16 de sep tiem bre  d e  1907), 299.

39 A bram s, N a tura l Superna tu ra lism , p ág . 88. E l reconocim ien to  d e  la  v ita lidad  
r í tm ic a  y  p len a  d e  sen tid o  en  la  m a te r ia  q u iz á  te n g a  com o fuen te  u n  a r t íc u lo  p o r  Salvador 
R u e d a , C olor y  m úsica . In :  R evista  A z u l,  I  1896, p ág . 126 que , con fo rm e a  los valores 
d e l sim bolism o fin isecu la r, p a rc ia lm en te  re z a : “ T o d as las cosas c a n ta n  a  u n  h im n o  a  los 
o ídos q u e  saben  escucharlo ; to d o  tien e  su  m e lo d ía  in te rn a , que no  se e x p re sa  con  no tas , 
p e ro  que  h ace  llegar su  can to  a  n u es tro  e s p ír i tu .”  L a  m a te ria  com o in tr ín se c a m e n te  v ita l 
es noción  que  cunde , ta n to  en las c iencias co m o  en  la  filosofía, a  fines d e l sig lo  X V I I I  y  a  
com ienzos de l siglo X IX . (P iper, H e rb e r t W a lte r : T h e  A ctive Universe : P a n th e ism  and  
the Concept of Im a g in a tio n  in  the E ng lish  R o m a n tic  Poets. N ew  Y ork , 1962, O xfo rd  U ni
v e rs ity  P ress , p ág . 18 y  siguientes).

10 K ay se r, p ág . 188.
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Contribution à une rhétorique de la 
poésie moderne

V a j d a  Andkás

La Rhétorique générale du groupe p liégeois (Paris, Larousse, 1970) est 
suffisamment connue de nos jours — voire même enseignée depuis presque 
dix ans — pour qu’il ne soit guère nécessaire d ’en donner un compte-rendu 
détaillé; il est indispensable cependant, pour la clarté de nos propos, de résumer 
très brièvement le système des figures que les auteurs ont élaboré.

A la base des niveaux linguistiques (morphologie, syntaxe, sémantique) 
e t en y a joutant pour quatrième un niveau logique, ils distinguent quatre 
grands groupes des métaboles: métaplasmes, métataxes, métasémèmes e t méta- 
logismes; cette quadripartition est entrecoupée par les quatre opérations 
principales: suppression, adjonction, suppression-adjonction (=  substitution) et 
permutation, dont les deux dernières ne sont rien d ’autre que l’action simultanée 
des deux premières, sur l’axe paradigm atique dans le cas de la substitution, 
sur l’axe syntagm atique dans le cas de la permutation. C’est ainsi qu’on 
a finalement un tableau contenant seize cases, dont une, celle des métasémèmes 
par perm utation, reste vide, é tan t donné que les « groupements de sèmes 
que constituent les m ots ne sont pas pourvus d ’un ordre linéaire . . .  Il s’ensuit 
qu’il n ’y a pas de sens à envisager une opération bouleversant l’ordre des 
sèmes » (Rhétorique générale, p. 94). Cette case vide marquée par un  X ,  voici 
(a structure de ce tableau général des métaboles (ibid., p. 49):

^ - —̂ _ ^ T y p e s
O pérations

M étap las
mes

M é ta ta x e s M étasém è
mes

M étalogis-
m es

Suppression

A djonction

S u b stitu tio n

P e rm u ta tio n > <
Après avoir examiné de près les figures classées dans ce tab leau  (classi

fication incontestablem ent très bonne, sinon la meilleure jusqu’ici), e t avant 
d ’entreprendre de « décrire les conditions de production d ’un  éthos spéci-
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figue », les auteurs précisent q u ’« On ne trouvera, dans les lignes qui suivent, 
qu’une simple esquisse des directions que p rendront nos analyses futures. 
Le lec teu r pourra prendre une connaissance plus détaillée de ces vues dans un 
ouvrage ultérieur et qui constituera en quelque sorte le prolongement de 
celui-ci » (ibid., 147). Or, cet ouvrage ultérieur, ce prolongement, c’est la 
Rhétorique de la poésie, parue en 1977 (P. U. F., Paris, « Éditions Complexe »), 
écrite p a r  les mêmes auteurs (Dubois, Edeline, Klinkenberg, Minguet) sauf 
deux (Pire, Trinon). Prolongem ent quelque peu décevant, et non seulement 
pour des raisons personnelles; en effet, le noyau de la théorie exposée dans 
cet ouvrage, avec son modèle triadique et ses catégories (sujet vs objet, moi 
vs m onde extérieur, anthropos vs cosmos), correspond ostensiblement à ce 
que j ’a i développé dans un article de cette même périodique en 1974 (Quelques 
traits particuliers de la poéticité chez P. Reverdy, pp. 53—60 sqq.), e t les 
coïncidences ne s’arrêtent pas là: pour n ’en citer qu’une seule, les auteurs 
c iten t à  t itre  d ’illustration le même poème d ’U ngaretti dont l’analyse m ’a 
servi de po in t de départ (Rhétorique de la poésie, pp. 87 — 8 8 ). Non; les causes 
essentielles de cette déception résident ailleurs, notam m ent dans la hâte  sen
sible des auteurs de joindre leur rhétorique générale à une théorie encore plus 
générale, aspiration dont témoigne entre autres l ’affirmation pour le moins 
d iscutable que voici: « . . .il fau t insister sur ceci qu ’une “grille” telle que celle 
proposée p a r  Rhétorique générale est apte en principe à couvrir toutes les struc
tures littéraires à n’importe quel niveau » (ibid., p. 19.; c’est moi qui souligne). 
Cette h â te  a pour conséquence que les auteurs brûlent pour ainsi dire tou te  
une é tap e  de leurs propres investigations, e t précisém ent celle qui aurait réalisé, 
pour reprendre le terme liégeois, la « médiation » entre une rhétorique fon
dam entale  e t une rhétorique de la poésie. C’est cette  lacune que je me propose 
de com bler, du moins partiellem ent, dans ce qui suit.

R evenons tou t d ’abord au  tableau général des métaboles cité ci-dessus, 
e t plus précisém ent à sa dernière case qui contiendrait les métalogismes par 
perm utation . Outre les perm utations chronologiques, figures devenues banales 
dans les tex tes du X X e siècle e t bien fréquentes déjà dans la littérature dite 
traditionnelle, la Rhétorique générale ne présente qu ’un  seul exemple de per
m uta tion  métalogique proprem ent dite, un tex te  de Michaux: « Je  m ets une 
pomme su r ma table. Puis je me mets dans cette pomme.» E t citons to u t de 
suite les m ots qui introduisent cet exemple: « Qu’elle soit rare, en dehors d ’un 
langage surréaliste, n ’enlève pas son intérêt à la  perm utation métalogique » 
(p. 143). C ette constatation est incontestablem ent vraie quant à l’in térêt de 
la figure en question; elle provoque néanmoins deux objections bien fondées. 
En ce qui concerne la rareté de ce métalogisme, nous n ’y croyons pas; il est 
même la  source majeure d ’un certain effet hum oristique. Voici par exemple 
deux définitions de K arinthy: « Beurre . . .  A l’é ta t glacé, on met du pain 
là-dessus »; « Natation. Deux ou plusieurs hommes s’accrochent simulta-
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ném ent à un grand morceau d ’eau, e t ils le tiren t jusqu’à ce qu’ils en arrivent 
à la fin »; e t voici enfin les excuses d ’un  assassin: « . . .et alors il [la victime] 
a serré son cou entre mes mains, e t j ’ai eu beau à le prier qu’il ne me fasse 
pas de mal, il l ’a  serré contre mes m ains jusqu’à ce qu’il se soit étranglé. » 
Qu’est-ce que ce sont sinon des perm utations métalogiques ? D ’un au tre  côté 
l’on ne voit guère le bien-fondé de cette  mise à part nonchalante du  langage 
surréaliste qui caractérise tou t de même une très grande partie de la  production 
poétique française du X X e siècle. On est donc tenté d ’ém ettre l’hypothèse 
que la raison de cette mise à part réside dans l’impossibilité où se trouvent 
les auteurs d ’intégrer dans leur tableau rhétorique toute une série de phéno
mènes de la poésie moderne. Or, de cette  hypothèse il en découle une autre, 
à savoir qu’au point terminal de ce tab leau  on pourrait peut-être  en ouvrir 
un autre pour les figures qui n ’y trouvaien t pas leur place (et pour celles qui 
y  étaient intégrées à to rt, comme nous allons voir). Pour assurer la  continuité 
des deux tableaux, on esquissera le deuxièm e de la manière suivante:

Deux rem arques s’imposent à propos de ce dessin. On voit bien d ’une 
part que le nouveau tableau suppose le même groupement quaternaire des 
figures qu’a établi son prédécesseur, supposition que signalent les pointillés 
e t dont il faudra encore vérifier la justesse. D ’autre part, le point d ’interrogation 
mis dans la colonne des opérations m arque nos doutes à l’égard de leur perti
nence à ce niveau; question à laquelle nous reviendrons par la suite.

Retournons m aintenant à la figure prétendum ent rare de la  perm utation 
métalogique dont un des amateurs les plus illustres est certainem ent Malcolm 
de Chazal; voici un texte du Sens magique (II):

Acta Litter aria Academia* Scientiarum Hungaricae 25,1983



L ’eau  d i t  à  la  vague:
« T u  m e  bois. »
— « C o m m en t le p o u rra is-je  î  
R e p r i t  la  vague,
J e  su is t a  bouche. »

C’est un morceau qu’on peu t qualifier sûrem ent de métalogisme, on pour
rait mêm e dire, mais ceci n ’est plus aussi sûr, qu ’il y  a là une sorte de perm u
tation ; ce tex te  présente cependant une différence essentielle par rapport à la 
pomme de Michaux. Dans le cas de cette dernière il s’agissait d ’une simple 
interversion de « l’englobant» e t de « l’englobé» (homme et pomme); 
cette interversion une fois neutralisée, la figure disparaît, e t la relation des 
deux rôles redevient normale; autrem ent dit, la figure est facilement réductible. 
Tel n ’est pas le cas de l’eau et de la vague; si l’on in tervertit leurs rôles respec
tifs, le résu lta t reste bien semblable à l’original, la figure ne disparaît point, 
comme le démontre suffisamment la transform ation suivante:

*L ’e a u  d i t  à  la  vague:
« Je  te bois. »
— « G om m ent le pourra is-tu?  »
R e p r i t  la  vague,
« J e  su is  t a  bouche. »

Ce qui rev ien t à dire que, cette fois, la figure semble irréductible, ou, pour être 
plus précis, elle n ’est pas réductible d ’un seul coup à une forme normale quel
conque, pareille à celle qu’on peut entrevoir im m édiatem ent à travers le 
texte de Michaux. « Se m ettre  dans une pomme » est manifestement l’inverse 
de « m anger une pomme », tandis que tou t ce qu ’on peut faire avec le pe tit 
poème de Chazal et de même avec sa transform ation arbitraire, c’est les réduire 
au mêm e métasémème: « La vague est la bouche de l ’eau ». E t voici un  au tre  
exemple de Chazal (Sens magique, CCCCLX) où l ’on rencontre la même 
difficulté de réduction:

L e p a rfu m  
Se p ro m en a  
N u  
A vec
P o u r  to u t  cache-sexe 
L a  fo rm e 
D e la  fleu r.

Si dans le cas de Michaux il s’agissait d ’une interversion de l’englobant e t de 
l’englobé, cette fois on peut dire que c’est le corps e t l’habit qui sont in te r
vertis, ce qui est presque la même chose; pas to u t à fait la même pourtan t, 
car ici, to u t  comme dans le cas de l’eau et de la vague, une redistribution des 
rôles (d’après laquelle la fleur aurait « pour to u t cache-sexe » le parfum) 
n ’efface pas le caractère métalogique, e t à la fin d ’une réduction plus radicale 
on au ra  toujours un métasémème, de type « Le parfum  est l’habit de la fleur » 
ou inversem ent.

292 . . Vajda, A .  -
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On pourrait multiplier sans aucune difficulté les exemples de ces méta- 
logismes qui rempliraient donc la première colonne de notre tableau; passons 
m aintenant à la colonne des métasémèmes. Voici deux m étaphores in praesentia 
dont la structure superficielle est strictem ent identique:

1 ) Le lion est le roi des animaux.
2 ) Le gris est le cendrier du soleil. (Chazal, Sens plastique.)

Dans le cas du premier exemple une simple substitution suffit à faire 
disparaître la figure; en effet, si Гоп d it: « Le lion est le plus puissant etc. 
des animaux », la figure disparaît, e t sans une trop grande perte de signifi
cation. Que substituer cependant au « cendrier»? Sans dire que c’est théori
quem ent impossible, on est sûr d ’avance de ce qu’une substitution quelconque 
affaiblirait peut-être la figure mais ne l’anéantirait pas; on retrouve donc, 
dans la famille des métasémèmes, la même irréductibilité qu’on a constatée 
dans le cas de certains métalogismes. E t  nous arrivons au même résultat 
en essayant de réduire quand même les deux expressions à deux formes équiva
lentes, telles que:

Г) Le lion est parm i les anim aux ce qu’est le roi parm i les hommes.
2 ’) Le gris est par rapport aux (autres) couleurs [ou encore: pa r rapport 

à la lumière] ce qu’est le cendre par rapport au feu.

Bien que les deux formes dérivées soient bien semblables, elles présentent 
une différence essentielle: tandis que V )  contient les trois élém ents de 1) et 
un quatrième en plus (les hommes), 2’)  ne conserve qu’un seul élém ent de 2) 
(le gris), les autres ayan t été obligatoirement soumis à des transform ations 
métasémémiques (p.e. métonymique dans le cas de cendre-cendrier). Ajoutons 
que, si T )  peut être considéré to u t simplement comme une form ulation plus 
explicite de 1), dans le cas de 2’)  la perte de signification par rappo rt к 2) est 
plus que considérable.

E t, tou t comme dans le cas des métalogismes, les exemples ne m anquent 
pas; Chazal tou t seul nous en fournit en abondance: « Les vallées sont les 
soutien-gorge du vent » (Sens plastique) ,  « Le rose, c’est les dents de lait 
du  soleil» (ibid.), ou encore le morceau n° 102  des Poèmes (J .-J . Pauvert, 
1968):

L e baiser 
E s t  le sein  
Q ui tè te .

Que l’irréductibilité constatée soit absolue ou relative seulement, peu importe, 
toujours est-il que les essais de transform ation tracent une frontière assez 
nette  entre ces figures e t les métasémèmes « classiques » ; p a r contre, la 
frontière entre ce type des métasémèmes et les métalogismes devient plus 
vague: en effet, à propos de notre dernier exemple, on peut se dem ander à
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juste  titre  s’il s’agit d ’un métasémème, d ’un métalogisme, ou, ce qui est le 
plus vraisemblable, de la combinaison des deux.

A vant d ’aborder les deux derniers groupes de ces « superfigures », il 
fau t faire une remarque im portante. La reductibility d ’une figure signifie 
qu’il est possible de la ram ener à une forme « norm ale » quelconque, c’est-à- 
dire qu ’on peut restituer le code que la figure a  altéré; autrem ent d it, les 
figures répertoriées par la  rhétorique classique (et p a r la Rhétorique générale) 
sont en quelque sorte des figures destructives, évidem m ent sans le sens péjo
ra tif  que ce terme com porte en général. La restitu tion  du code est particu
lièrem ent facile dans le cas des métataxes e t des métaplasmes: qu’il s’agisse 
par exemple d ’une inversion ou d ’une m étathèse, on peut restituer l’ordre 
norm al des mots ou des sons sans aucune difficulté. Figures réductibles e t 
irréductibles s’opposent donc les unes aux au tres comme figures destructives, 
ex istan t par rapport à une form e normale quelconque, e t figures constructives, 
dans le cas desquelles une telle forme n ’est pas reconstituable, qui ne consti
tu en t donc pas une déform ation mais une « form ation » originale. Les auteurs 
de la  Rhétorique générale reconnaissent bien l’existence de telles figures irré
ductibles, où « Les redondances du discours ne suffisant plus à sauvegarder 
la communication, il n ’e s t . . . plus possible de réduire l’écart à quoi que ce 
soit» (p. 61); ils les insèrent cependant dans leur tableau, bien qu’elles y fassent 
exceptions, leur juste place é ta n t parmi les figures que nous venons d ’appeler 
constructives (sans aucun rapport, précisons-le to u t de suite, avec l’appellation 
traditionnelle de « figures de construction »).

C’est ainsi que nous transférerions volontiers dans la colonne des m éta
taxes de notre tableau un exemple de la Rhétorique générale, la Louange de Dieu 
de P ierre Garnier:

MAHOMET
SO L E IL P E U P L IE R

RIMBAUD DIEU BEETHOVEN
R O U E

JESUS
E TO IL E

E n effet, à notre avis il ne s’ag it pas ici d’« une forme radicale de suppression » 
mais bien d ’« un nouveau systèm e relationnel en tre  les mots » (p. 75), il ne 
s’ag it pas d ’une destruction de la syntaxe m ais de la construction d ’une 
« syntaxe » nouvelle. Qu’on pense к Un coup de dés . . .  de Mallarmé ou à 
Quelques-uns des mots . . . d ’É luard , il est évident qu ’il n ’y a pas là de relations 
syntaxiques à restituer, comme il n ’y a pas non plus de sémèmes à restituer 
à p a rtir  des néologismes ou forgeries de Michaux (cf. Rhétorique générale, p. 61).

Celles-ci sont déjà des métaplasmes, mais des métaplasmes irréductibles, 
appartenan t donc à la grande famille de nos « superfigures », tou t comme les 
produits du lettrisme, du spatialism e etc. Ce que Serge Brindeau dit à propos
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du lettrisme, plus précisément à propos d ’un vers de Mallarmé transform é par 
Isou, met bien en lumière ce passage de la déformation à la création qui mène 
des figures « classiques » à celles de notre tableau : « . . .si l’on p a rt d ’une 
platitude quelconque, vaguem ent rimée, assonancée, rythm ée, qu’on aura 
bâclée en une m inute ou deux e t qu’on prend cet abominable brouillon comme 
support d ’un travail de la matière sonore dans le sens de l’expressivité, on 
verra le poème apparaître, tellement ém ouvant de beauté . . . p a r rapport à la 
médiocrité initiale. Quiconque aura écrit au moins un poème lettriste  (même 
en croyant se livrer à un pastiche) comprendra l’espèce de fascination qu’exerce 
cette technique de création poétique. » (La poésie contemporaine de langue 
française depuis 1945, Paris, Bordas, 1973, p. 507.) Les textes d ’Isou apparais
sent bien comme les résultats d ’opérations m étaplastiques, sans pour autant 
donner l’occasion de reconstruire un texte sous-jacent; citons seulement une 
strophe de son Marbre pour Dante:

T a ra tz n p â p m  T a ra tz n p â p m  T a ra tz n p â p m
H a a a  H a a a
T a ra tz n p â p m  T a ra tz n p â p m  T a ra tz n p â p m
H a a a

Cas typique du métaplasme par adjonction répétitive, mais sans la moindre 
possibilité de réduction; et, si Isou élève au rang du poème une suite sans 
signification de sons, É luard  fait de même avec une page blanche qui ne 
porte qu’une sorte de dédicace (dans Les nécessités de la vie . . ., 1921). On ne 
peu t pas dire cependant que ce soit là une figure de suppression, sans se voir 
contreint du même coup à indiquer du moins approxim ativem ent ce qui était 
supprimé; et nous avions également to rt de parler tou t à l ’heure d ’adjonction, 
car il ne peut y  avoir ni suppression, ni adjonction, que par rapport à quelque 
chose, et, dans le cas du texte d ’Isou, ce quelque chose est absolum ent indé
chiffrable.

Nous arrivons ainsi au problème des opérations, posé dès le début de ces 
réflexions qui ont réussi peut-être à dém ontrer la raison d ’être de notre tableau 
rhétorique complémentaire, fondé sur la distinction de deux type de figures, 
réductibles et irréductibles, celles-ci constituant visiblement l ’apanage de la 
poésie moderne. L ’articulation verticale de ce nouveau tableau est restée 
conforme à celle du tableau de la Rhétorique générale (à cette différence près 
que l’ordre des colonnes est inversé, pour assurer, comme nous l’avons dit, 
la continuité des deux systèmes); mais l’articulation horizontale n ’a pas pu 
être reprise à cause de la contradiction évidente du caractère irréductible de 
ces « nouvelles » figures e t la nature des opérations, ces dernières supposant 
a priori une possibilité de réduction. Il n ’est même pas sûr que l ’articulation 
horizontale du nouveau tableau doive être basée également sur des opérations 
quelconques (s’il en existe d ’autres); on peut imaginer d ’au tres points de vue 
non moins pertinents. L ’irréductibilité n ’exclut pas, par exemple, les possi-
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bilités de transformation-, dès lors un groupement de ces figures basé sur les 
d ifféren ts types des transform ations possibles ne p ara ît pas du tou t inimagi
nable. D ans ce cas, contrairem ent aux opérations du premier tableau qui 
caractérisent l’acte créateur, ici ce serait le point de vue du récepteur qui ser
v ira it de base à la classification. Pour le moment nous nous contentons du fait, 
prouvé p a r les exemples cités, que ce deuxième tableau n ’est pas vide; quant 
à la  question de son articu lation  plus fine, nous la  laissons ouverte.

Quelques mots encore po u r terminer. Nous avons employé les termes de 
réductib ilité  et d’irréductibilité sans faire référence à deux théories où ils 
occupent une position centrale : chez Jean Cohen (Structure du langage poétique, 
P aris, Flammarion, 1966; Le haut langage, Paris, Flam m arion, 1979) e t chez 
A. K ibéd i Varga (Les Constantes du poème, La Haye, Van Goor Zonen, 1963). 
Uécart de Cohen est certainem ent en proche parenté avec l’étrangeté de 
K ibédi Varga, il y a cependant une différence essentielle entre les deux notions: 
tand is  que le critère de la poéticité de l’écart est sa réductibilité, les écarts 
irréductibles, ceux par exemple de certains textes surréalistes, é tan t considérés 
p a r Cohen comme non-poétiques, l’étrangeté est caractérisée justem ent par 
son irréductibilité, l’étrange réductible n ’é tan t au tre  chose, selon Kibédi 
Varga, que « le phénomène communément appelé préciosité » (op., cit. p. 2 2 ). 
Or, il p a ra ît que la répartition des figures esquissée ici dissipe la contradiction 
de ces deux conceptions; e t s ’il en est ainsi, c’est déjà un résultat non négli
geable.
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Ossip Mandelstam: I was Washing Outside 
in the Darkness

L á s z l ó  L a t o k

This short poem starts  with a concise situation report, a factual sentence, 
which apparently is isolated from the poet’s sentiments, i t  does not say 
anything about his intim ate world:

(I  w as w ash ing  ou ts ide  in  th e  darkness)

I t  may recall, of course, for m any people, especially those, who were 
brought up in the country, thus knowing the preparations for leaving be
fore daybreak the barren village yards, the luminous darkness for the first 
glim mer of dawn and the creepy-crawly feeling of washing in the open air. 
This experience m ust have been quite common in M andelstam’s life, as usual as 
the way he is writing about it.

Chukhovski remembers him as follows:

H e h a d  n e ith e r  p ro p e r ty , n o r a  p e rm a n e n t ho m e . H e  led a  vagabond’s 
life. H e  a rr iv ed  w ith  h is w ife a t  a  tow n , w here  h is  ad m ire rs , lovera o f 
p o e try  p u t  th e m  u p  for a  couple  o f  m o n th s , u n ti l  h e  g rew  tired  o f th e ir 
h o sp ita lity , an d  le f t fo r a n o th e r  place.

The date of th e  poem is 1921, we should therefore keep in mind, how 
tu rbu len t a background Russia itself was behind the  restlessly coming and 
going poet: the shaken hectic world after the apocalypse of World W ar I. 
Everything is tem pestuous and unstable, millions of people pursue their 
consciously chosen aims or simply set out into the world seeking bread or a 
home. Mandelstam has just arrived a t Saint Petersburg from the Crimea 
recently liberated from the  rule of W rangel: he joins th e  Soviets, but he 
obviously has no clear idea of his own future or th a t  of the  Russian people. 
At th is historical moment th a t urges people to  self-analysis, personal episodes 
m ay appear particularly  significant in the magnetic field of larger scale events.

I  w as w ash ing  ou tside  in  th e  darkness, 
th e  sk y  b u rn in g  w ith  rough  s ta rs , 
a n d  th e  s ta r lig h t, s a lt  on  an  axe-b lade.
T he co ld  overflow s th e  b arre l.
T h a  g a te ’s locked,
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the land’s grim as its  conscience.
I don’t think there is a rule more pure than the truth o f fresh linen.

Star-salt is m elting in the barrel,
icy water is turning blacker,
d e a th ’s grow ing p u re r ,  m isfo rtu n e  sa ltie r,
the earth’s m oving nearer to  truth and to dread. 1921

W hen reading this poem we are the witnesses of a kind of similar tran- 
substan tia tion . How does the  p o e t suggest this ? In  the  second line he is sud
denly projecting the heaven shining with “rough stars” above the lonely man, 
and th is  background gives ligh t to  the  initial picture, gives i t  a turn, places 
it  in to  new  dimensions, fills i t  w ith  unexpected tension: the  universe arches 
above h im  freezingly and fatefully  ju s t like A ttila József’s sky glittering with 
“icy k n o ts” and it becomes a t  once the embodiment of cosmic loneliness. 
The th ird  line — a characteristic m otif of M andelstam’s lyrics — condenses 
the tw o extrem es the w ordly-hum an and the heavenly-inhum an into a single 
form ula:

and  th e  s ta r lig h t, s a l t  o n  a n  axe-blade

T his unusual image interw eaves the trains of two opposing lines of as
sociations: the axe-blade is a hum an  object, the tool of everyday working life, 
bu t a t  th e  same time its cold gleam ing is threatening in the  night yard: it  is a 
m asterless thing which a t this m om ent has gone over to  the  hostile world sur
rounding us. The universe took possession of it, her strange shining settled on 
it. Also th e  metaphors of the starligh t, and the salt have a position in the 
focus of manyfold flows of ideas: first of all the granule-crystalline cold shin
ing of sa lt leads directly to  th e  picture of “rough s ta rs” . B ut we can find a 
more ind irect, mythical-magical line as well: according to  the ancient belief 
th a t  hum an  destiny is governed by  the  constellation. Sim ilarly to stars, salt 
also symbohzes fate: it  is associated with sweat, tears, and th irst, or more 
generally: suffering and to rm en t in  body and spirit. B u t i t  recalls the symbol 
of “ sa lt and  bread” as well th u s  referring to the fundam ental existence, 
uncorrup ted  fellowship, honest poverty , good intentions and  love. Let us recall 
the lines of another poem by M andelstam  which throws light upon the formerly 
s ta ted  facts:

. . . To w hom  th e  m erc ile ss  o rder o f th e  b i t te r  
s ta rts /is  sa lty  r ig o u r  in  a  low , sm oky h u t./O n  
th e  ground th e re  is so m e  w a rm  p o u ltry - l it te r /
I g o t a  w h iff o f th e  b ru te  sheep-flock’s 
w arm th ./H ow  I  y e a rn  fo r life ! F o r a  good w ord , 
for a  cares. T he f la m e  o f  a  single m a tch  
w ould w arm  m e u p ./Y o u  see: I  have  g o t o n ly  
a  w ater-jug  in  m y  h a n d s /a n d  m y ears are  
tickled by  th e  ru s t l in g  s ta r s . /  . . . /F o r 
som e people th e  n ig h t  b rin g s  b itte r  tea rs  
an d  gall/for o th e rs  i t  m e a n s  sa ltly  b iting  
festive pain ./O h , h o ld in g  a  lam p  on a rod 
u p  to  th e  h e ig h t/g o in g  a f te r  you r dog w hile 
s ta r-sa lt is d ro p p in g  . . . /
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In  the parts quotated  above the above sketched associations — we 
m ight say — happen in our very eye: star — salt — suffering — simple fellow
ship — mentioning only the main line of images.

The last line of the first stanza turns back to  the initial picture. But 
in the meantime the universe with her space-cold flowed in to  the every
day hum an scene and hum an loneliness is filled with the feeling of cosmic 
loneliness. Behind the direct visual experience of the line “the  cold overflows 
the barrel” there is a latent, a heavier, a more severe experience bu t this 
picture is not simplified into a symbol bu t — as so m any tim es in modern 
lyrics — it refers to  another sphere of the poem’s message.

All what I  have said about the first p a rt is present only as an obscure 
emotional connotation. The reader may think th a t the poet pain ts a simple 
genre-picture — it is true, however, th a t with slightly unusual scenes — 
with which he wants to  say exactly as much as he says: he is washing 
himself under the starry  sky in the cold water of the barrel. However, the 
second verse puts into words the experience suggested by the first one in a 
strict conclusion with rational exactness. Does it really pu t th is into words? 
The attentive reader feels as if the latent tragic tension of the starting  pic
ture broke out with a blow and shaped the three sentences of the second 
part — now in the less obscure layers of the poet’s conscience:

T he g a te ’s looked,
th e  la n d ’s g rim  as its  conscience.

The poet feels the choking loneliness; the distrustfully closing human 
world as well as the scenery inspiring bleak rigour are both  facing him as 
hostile powers: he is alone among people, and he is alone in the  indifferent 
universe. The ex ten t of loneliness in the shy Mandelstam can clearly be seen 
from the portra it given by Chukhovski:

I  c a u g h t s ig h t o f  M an d e lstam  a t  th e  s ta tio n  in  L en in g ra d . H e  w as s itt in g  on a 
sh ab b y  su itcase  w ith  h is  w ife. T he su itcase  w as sm all an d  th e  coup le  —'p re ss in g  close to 
each o th e r  in  th e  large  h a ll — w as perch ing  on  i t  as tw o  sparrow s.

And a picture from 1922, when he was living in a room of the House of 
Artists in Leningrad which he had got with the help of Gorky:

H e  w as ly ing  on  th e  bed  w ith  h is face tu rn e d  to w ard s th e  w indow  look ing  on  th e  
N ev a  a n d  he-w as sm ok ing  a  c ig a re tte . H e  ow ned n o th in g  in  th e  w hole ro o m , expec t the 
c ig a re tte  — n o t even  a  single persona l o b jec t. T hen  I  u n d ers to o d  h is  b as ic  tr a it :  his 
rootlessness in  e v e ry d ay  life. H e  w as th e  so r t o f  m an  w ho h a s  n o  life -s ty le  an d  lives 
ou ts ide  all conven tions.

Mandelstam’s loneliness was probably the result of the complex factors 
of his personal and social fate, an accepted maxim (“ I  accept your ill, strange 
world, large wilderness” ) bu t a t the same time it was a painful, forced prison
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from  which he broke out sometim es with a desire to  get into the warm com
m u n ity  of the poor. (“How I  yearn  for life ! For a good word, for a caress !” )

The negative extreme: from  the human microcosm glowing between the 
tw o w ays of being lonely sparks out the maxim form ulated in a plainly beautiful 
p ic tu re  as the only possible m oral principle:

I  don’t  th in k  th e r e  is  a  ru le  m ore p u re  
th a n  th e  t r u th  o f  fre sh  linen,

In  addition, according to  the inner rules of the poem this picture fits 
in to  tw o  spheres. On the one hand into the basic situation: it  refers to the 
clean sh irt the poet preparing for the day shall p u t on after washing himself. 
On th e  o ther hand into the  m ost significant sphere of the message: the fresh 
linen, cambric, — the popular symbols of locutions, proverbs, of folk-poetry 
and p o e try  — recalls the clear world of the poor, the  blameless and spotless 
honour.

T ru s t and distrust are rad iating  from this rule. T rust in the sense, th a t 
even in  choking loneliness there  can be a way of exercising human con
tro l. A nd  a  distrust in society, in  the power of moral rules. The long, b itter 
h istorical bits of experience of the  Russian bourgeois intelligentsia are sum
m arized  in this life-principle embedded by doubt.

In  the lines glowing w ith  the choking sentim ents of the confession 
referring to  the whole of life, th e  tension of the poem reaches its peak, then, 
in th e  la s t stanza it returns to  th e  starting motif. In  the  everyday scene dawn 
is com ing, the stars are growing dim and disappear:

S tar-sa lt is m e ltin g  in  th e  barrel, 
icy w ater is tu r n in g  b lacke r,

B u t now the stars are reflected in the w ater of the barrel giving the 
feeling th a t  the icy universe has become the content of the hum an world. 
W ith  its  double affinity th e  salt-m otif re-appears connected to  the stars on 
the one hand and to hum an fate  and suffering on the other. The picture is 
still growing: in the poem the  diminishing stars do no t promise the coming 
of daw n — but they leave behind a black, shining darkness.

A nd  in the mind of the  poet, standing eye to  eye w ith the unsym pathetic 
hum an  world and the hostile universe, suddenly the  pain, death with its 
definite outlines and the vision of fears take shape:

d ea th ’s g row ing  p u re r ,  m isfo rtune  sa ltie r,
th e  e a r th ’s m o v in g  n e a re r  to  t r u th  an d  to  d re a d .

I f  we try  to make ou t th e  obviously most im portan t message of the 
poem we won’t  get a shocking new tru th  but the more or less common emo
tional overtones of a more or less common experience : the poet is lonely washing
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himself and the feeling of loneliness and uneasiness overcomes him. However, 
the poem is beautiful because he puts the experience into words with an 
exceptional intensity of only poorly analyzable poetic means. We often get 
the feeling th a t certain moments in life, certain parts of the world suddenly 
give an experience which we are unable to  p u t into words. B u t poetry is 
able to  name these dim  impressions and — a happy coincidence — it evokes 
recognition in the reader. This wonder appears in this poem: the  poet shows 
us a vision developing from the meeting of experience and consciousness and 
th is is reinforced w ith the evidence of elem entary experience.
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The Grammetrical Reading of 
Robert Duncan’s ‘The Propositions, 2’

E n ik ő  B o l l o b á s

The m ost difficult step in the description and exegesis of American 
post-m odernist versification is the  first one, th a t of finding the  appropriate 
measure. Most critical and prosodic approaches fail here because th is  is a 
poetry which shows no overt m etrical or gram m atical regulations, and  hardly 
any substitutional or metaphorical structures, bu t is still built on the  counter
point of certain contiguous units. These un its  and the measure arising from 
their interaction are not as easy to  formalize as were meter, rhym e or parallel
ism. This is why the structuralist approach, for example, leads nowhere when 
applied to  Charles Olson’s, R obert D uncan’s, Robert Creeley’s or Denise 
Levertov’s poetry: no neat patterns, of sound, grammar or im agery, are 
imposed upon the tex t in order to  ‘bring home the experience’. The struc tu ra l
ist interpretation leaves us w ith some skinny meaning, m aking — in every 
case — less of the poem than  w hat is really there, and one does n o t understand 
why Olson, Duncan, Creeley or Levertov are considered such g rea t poets.

For the post-moderns, the poem is a  force-field, an act of m easure in the 
sense th a t  is measures both poet and his words, and produces an exchange of 
forces between them. The unit of m easure in this exchange of forces between 
poet and language is the sentence, which can follow the m utations between 
poet as both m aster and servant of language, and language as bo th  subject 
and object of the poet. The sentence is a  mobile unit, its m ovem ents are 
reflected in the interplay of the continuity  and discontinuity, the  coherence 
and incoherence, of grammatical and prosodic structures.

The prosodic practice of the post-m odem s has not yet been adequately 
described for lack of a prosodic theory th a t  can account for the m easure created 
by sentencing. There seems to  be a gap of several decades by  which poetic 
practice has outpaced scholarly description. Organicist-immanentist poetries 
work w ith a poetic material unsupported by independent and abstractable 
systems such as meter, rhyme, parallelism , metaphorical and subsitutional 
formal patterns. Instead of ‘pa ttern ing’ their text, the post-m odernists rely 
heavily on intertextual relationships; syntax, asymmetry, sentencing, linearity 
and text-gram m atical operations gain prosodic significance. N ot th a t  these
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gram m atical strategies were completely missing from  metered or otherwise 
‘p a tte rned ’ poetries, b u t ra ther they were trea ted , by poets and prosodists 
alike, as of secondary importance, coming only after the prim ary order of 
sim ultaneous patterns. L ittle  attention was given to  structures of continuity  
such as morphological segmentation, word order, sentencing, syntactic and 
sem antic context, to  th e ir  transforming power effective not only within gram 
m atical spheres b u t prosodic ones too. Y et the  density th a t distinguishes 
poetry  from prose arises n o t from the presence of a  patterned superstructure, 
b u t from the interplay  of simultaneous and contiguous structures, from the 
counterpoint of gram m atical and prosodic operations. This interplay of gram 
m ar and  prosody has to  be accounted for in m etered verse just as in open forms, 
and  i t  is grammetrics, th e  discipline born out of th e  hybridization of linguistics 
and  prosody, th a t is capable of performing th is  task.

In  the following I  would like to give a gram m etrical reading of a poem 
by  R obert Duncan, ‘The Propositions, 2’. I  am  giving this kind of analysis 
in  the  hope th a t th is approach is sympathetic to  post-modernist poetics. I  also 
hope th a t  my analysis does not remain form al description but grows in to  
exegesis.

*

LO V E th e n :
m ig h t I  d e n y  th e  force th a t  d rove m e to  th e  g round  
prim e re a l i ty  ?

H ave  y o u  n e v e r  com e to  grief
in  w hich  lo v e  h o ld s reciprocal p a in  
o f  h e a r t  ? T e a rs

in  n a tu ra l f lo o d  t h a t  verifies ?
The sex u a l d riv e , erec t

in ten tio n , is d e e p , is abso lu te .
N o m ore  d e e p  o r  ab so lu te

th a n  ten d e rn ess . I t  is life
th a t  te n d e rs  g re e n  shoots o f 
h u r t  a n d  h e a lin g  w e nam e Love.

In  th e  d re a m  th e  M asters o f C ru e lty  g a v e  m e 
th e  choice : S h a ll w e

te a r  o u t yo u r  ey es  . . .  o r his 1
“ N o ! N o, te a r  o u t  m y  eyes.” B u t w h a t is te r ro r?

I t  flow s b o th  w ays.
I  saw  th e ir  t r a p .  I  d id  n o t dare  

see his p a in , a n d  a sk d  him  
to  b e a r w ith  m e.

“ No. H is .” Is  th is
h idden  in  b lin d  L ove  ?

J o y  too  w e sh a re  perilously .
Or are y o u  so c o n f id e n t in  p leasure y o u  fo rg e t w holeness o f 

experience ?
The agony  h e  fe l t  w as for me. W e  

could n o t  d isg u ise  th e  absolute
sentences o f  p a in  t h a t  w rackd  h im .
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I  could n o t le t h im  go free th e n  
in to  h is ow n p a in . B u t  be-longing 

claim d th e  seeing i t  th ru .
The Crown th e  K in g  w ears, R ec ip ro c ity  

is n o t a c tu a l.
L ove p ro spers in  r ig h t reason , b u t in  season
has rigorous ro o ts  in  ro m a n tic  legend, 

fu lsom ely  to
“ row  on M oonm ere ,”  obey  

th e  p u ll o f  m ag ic  s tones, d ream  
associations, sc r ip tu re s  o u t o f  god-in tox ica tions, 

w eirds, re tu rn s  . . .
The com fortab le  h e a rth -f ire  w arm s because o f w arn ings.
“ In  sickness a n d  in  h e a l th ” h e a lth  

n o t easier . . . A re  th e re  
delicate  a d ju s tm e n ts?  n o t to  acclaim  
o r re s tra in . T he s ig n a tu re  m u s t be adm ired .

Olson n am es L ove  one o f  ou r fo u r qualities. W h a t 
sensations p ro sp e r in  th e  good ?
P a in , p leasu re , in  th is  focus 
we ho ld  to  th e  co n d itio n .
T he q u a lities  as w e know  th e m  in 
form  d em an d .
A nd for L ove I  s ta n d  perilously .

“H e  know s b e t te r ,”  F re u d  said ,
m ean ing  th e  cock  gives h is ow n cond ition .

B u t th e  sick  K n ig h t o f  th e  (H eart) 
followed th e  w h ite  H a r t  in to  its  w ilderness.

“ In  sickness an d  in  . . .”  th e  L and  
th a t  is H e a lth  b lig h ted  

everyw here
tro u b led  by  in s is te n t Falseness

th a t  th rew  u p  K n ig h ts  a n d  D em oiselles 
th a t  d id  desire  th e  H e a r t  to  e a t 
th a t  b ro u g h t g r ie f  to  F a ir  T h ings 
th a t  h id  g re a t  W ea lth  b en ea th  its  H ill.

N ie tzsche’s p o r t r a i t  w here  all h as  fa llen  in to  th e  b lack  
I  h an g  u p o n  m y  w all.

Love se ts  its  tr iu m p h s  in  th e  vo id , 
com m ands th e  rea l.

Let me begin the analysis w ith simple counting. There are 69 lines in  the poem, 
varying in length from one to  eleven words, from one sentence constituent 
to  three sentences. There are 23 stanzaic line-groups, varying from one to 
six lines, patterned by indentation. The number of sentences is less easy to 
determine, but it is between 37 and 39, depénding on how we count them: 
according to the capital letters marking the beginning of the sentence, their 
num ber is 38; according to  the question m ark/exclam ation m ark/full stop 
m arking the end of the sentence, their number is again 38; b u t if we only 
consider th a t grammatical un it a sentence which both begins w ith a capital 
letter and ends with a sentence end marker, then the num ber of the  sentences 
is only 27; if we agree th a t only either the beginning or the  ending has to be

Acta Litteraria Academiae Scientiarum Hungaricae 25,1983



306 Bollobás, E.

m arked, their number is 39. — Most of the sentences are complete; there are 
only six elliptical ones. All of them  are gram m atical.

N either prosodic s truc tu ring  — lineation, stanzaic grouping, typo
g raphy  — nor gram m atical structuring — sentencing -  could account for the 
in trica te  measure of the  poem  in itself. This m easure can only be explained 
by  th e  consonance/dissonance, cooperation/counterpoint, coindicende/non- 
coincidence of prosodical a n d  grammatical units. So we go on counting. 
G ram m ar completely coincides with prosody in th ree one-line, end-stopped 
sentences. 26 sentences begin where lines begin too, and also 26 sentences end 
a t  line endings. 12 sentences end within lines, while there are 43 run-on lines. 
O ut of these latter there are 33 which I do not consider enjam bed lines because 
these 33 break in between clauses, phrases or between a phrase and a clause. 
In  th e  ten  ‘true’ enjam bm ents, there are nine line-breaks within phrases and 
one w ith in  a word.

These numbers bear w itness to a fairly balanced grammetrical organiza
tion  (26-26; 12-10). How ever, ‘balanced’ does n o t m ean ‘symmetrical’. The 
occurrence of grammetrical convergencies defies expectancy and keeps the 
reader’s attention from falling into a tested routine. W ith  the m utations of 
rh y th m  Duncan keeps a high intensity and unexpectedness level throughout.

The poet sets out to  accomplish an immense task : to  tam e the unknown 
so th a t  i t  should be known; to  gather the wool of experience into a meaningful 
cloth which informs — because it  “in-forms” , gives form to — one of our 
“ qualities” , love.

The shuttle in th is ‘w eaving’ is the mobile sentence, which drives back 
and  fo rth , in and through, th e  lines: it moves both vertically and horizontally 
to  connect and continue seemingly disconnected threads of imagery and 
diction into one focus which does and should hold all, the  focus of love.

The only way D uncan can complete the ta sk  of elaborating this vast 
subject is by allowing th e  language material to  carry  as much information 
as possible; by keeping th e  m obility  and flexibility of the sentence and elimi
na ting  the  redundancies of language. He has to  find the  balance to satisfy the 
two dem ands of ideal com m unication, whether everyday or poetic: clarity/in- 
telligibility  and thickness/richness of information. He thus has to reduce 
redundancies exactly to the  degree where neither intelligibility nor information 
are h u rt. Grammatical and  prosodic units can be used in such combinations 
th a t  th e ir  ‘valencies’, or com binational possibilities, are not all fixed in a 
redundan t manner, bu t rem ain  open. On the other hand, this openness m ust 
no t become counter-informational, must not be a  restra in t on clarity and 
understanding. The right balance is, of course, the sign of a great poet.

The poem begins w ith  th e  energetic upbeat of the elliptical sentence, 
“LO VE th en ” . I t  is a b ivalen t opening with an  ambiguous grammatical 
function, pointing in two directions: the connective then seems to refer back
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to  the previous poem as if the poet were continuing his line of thought, bu t 
it  also leads forward: ‘love is then the following’. The unresolved tex tual 
am biguity signals th a t the poet intends to  say something im portant, wants 
to  gather his thoughts and wants the reader’s attention all there too. A special 
emphasis is added to  the somewhat worn-out word love by putting i t  in upper 
case (no other word will have this typography later).

If  after this decisive opening we expected some revelation abou t the  true 
nature of love from an omniscient poet we are soon disappointed: the  inquiring 
question invites us, instead, to a common exploration of this hum an force — 
b u t no t even the force itself, rather to the  way i t  transforms, gives form to, 
commands reality. R eality  here, ground, is both a noun and an adjective, 
suggesting another incidence where the a ttr ib u te  determines the object, puts 
its m ark/signature upon the object which i t  modifies, so th a t th is  object 
becomes the a ttribu te  itself. The poet does not bother to answer the  first 
question, bu t goes on to  the next; in an economical way, of course, he has 
answered the question since only an assum ed agreement leads to  further 
inquiry.

The next question is a beautiful exam ple of how m ultivalent sentence 
constituents can retain their valencies even in the structure of a gram m atical 
and complete sentence. A t two points th is  sentence is surprising: th e  adverb 
never suggests the recurrability of the action (as opposed to ever, which would 
refer to  a single event, distinct from previous ones); this semantic dissonance 
seems to  bring out the literal meaning of the  verb come. The phrase come 
to grief also reliteralizes the metaphor, b u t i t  also does something else: it 
evokes the idiom ‘come to  term s’. Since nothing dismisses this association, 
the two meanings come together into som ething like ‘come to  term s with 
grief’, which suggests a process, a discovery, knowing — just w hat the  poem 
is all about.

The phrase reciprocal pain  kicks wide open the possibilities of lexical 
pairs and oppositions to  be fully explored in  the  course of the poem. Reciproc
ity , p u t  into several contexts, becomes a key word, so th a t all of its  directions 
can be followed. We have already come to  a point where the poem ceases to 
follow one single path . The elliptical question — “ tears in natural flood th a t 
verifies?” — seems to  parallel the object phrase of the previous question, 
bu t the  text-gram m atical connectives are not clear. Not only does the  sen
tence have no predicate part, but even the  relative clause a ttrib u tiv e  of 
natural flood is incomplete: no object follows the transitive verb verifies. 
The sentence is left open, with the possibility of several completions. In  our 
desire to  finish the sentence we search among other elements of th is reciprocity : 
discontinuous syntax demands continuity and waits for the as ye t unspoken 
object of the verb verifies. Two sentences m elt into each other; the  syntactic 
structure is transform ed as it  proceeds. Everyday language, of course, allows
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such ungrammaticalness; the  sentence shuttles between two patterns which 
m eet in  such a way th a t  one element, the sexual drive, is the object of one 
sentence and the subject of the  other a t the  same time. Lexical connections 
betw een sentences suggest another continuity: tears grow in a ‘natural flood’ 
sim ilar in a way to th a t  of the sexual drive — they  have their literal and 
m etaphorical associational links.

A fter the three in troductory questions the  poem now moves to  the 
‘propositions’ it promised in  the title. This first assertion following a series 
of questions has thus an extrem e power, all th e  more so because it  talks about 
som ething ‘absolute’. B u t the  affirmative tone of th is sentence is soon modified: 
“ no m ore deep or absolute th an  tenderness” . The connection no more is sup 
posed to  follow a negative statem ent, otherwise we would say ‘just as abso
lu te ’. This delicate deviation from tex t rules suggests th a t the previous sen
tences h ad  an implied negative meaning too; while something is stated , its 
opposite is also argued against. A physical and  an abstract quality are com 
pared, b u t the abstractness of tenderness is soon taken away as the nex t 
sentence picks up the same word root in a different morphological form  and 
also different function: tenderness is activated  into a verb and becomes 
a n a tu ra l force similar to  the physical force in o ther ways, too, than  in being 
absolute. W ith the reciprocal forces of “h u rt and  healing” brought together 
in love, we return to the opening lines, and thus the first part of the poem 
is completed.

In  the next section we m eet another facet of this reciprocity, and move 
in to  th e  world of medieval romances, allegorical figures and sometimes archaic 
diction. We are led into th is world by reference to  “ the dream” , as if we re
tu rn ed  to  a place mentioned previously. The text-creating device of the definite 
article is misleading, b u t adds to  the specification of the subsequent descrip
tions an d  dialogues. The reading mind seeks for connections and we look for 
ways in  which the first, somewhat generalizing b u t definitely more abstract, 
p a rt is tested, exemplified, and pu t into reality . Mentioning the cruel and 
com pulsory “choice” certainly contradicts reciprocity; but this choice is 
shown to  be false: it  claims to  exist between subject and object of love, upon 
whom the  reciprocity of seeing and feeling is superimposed. B ut feeling and 
seeing, being transitive verbs uniting subject and  object, question the possi
b ility  of choice. Reciprocity of action brings abou t reciprocity between subject 
and object. The forced natu re  of the choice is implied by the uncertain ty  
of reference and the hesitation of the speaker. “ N o” is not an answer to  an 
‘either-or disjunction’: i t  eliminates the choice by  choosing neither or both . 
In  a  subtle way, again, te x t rules are violated. Similarly, the conjunction but 
implies a semantic tension between gram m atical elements; here, however, 
the tw o sentences connected by  but are not in  themselves contradictory, th ey  
m erely shift the focus. I t  is by the conjunction th a t  the reader learns th a t  th is
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shift is towards a semantic opposite. The elem ent of choice returns in having 
to  choose between seeing and feeling: “ to  see his pain” involves pain on both 
sides since the subject and object of pain/suffering and seeing/witnessing are 
indistinguishable. Seeing and feeling as verbs uniting subject and object 
carry the element of reciprocity, and thus these two capacities gain importance 
in the condition of love. They work against “ blind” love, where hiding and 
disguise prevent the  sharing of both terror and  joy “perilously” . “Be-longing” , 
where the prefix signals intensity, enforces the  capacities of seeing and feel
ing — “th ru ” .

This line of thought is broken by the elliptical sentence “The Crown the 
King wears, Reciprocity / is not actual” , where the reference to  the “ King” 
is somewhat vague bu t seems to correspond to  the atmosphere of quest litera
ture evoked by the conscious archaic diction the lines move across. We also 
seem to understand th a t  the common sem antic features of crown and king, 
dom ination/subordination, are opposites of reciprocity. Reason and season, 
besides their sim ilarity in sound, have sim ilar etymological histories, but 
their reference to  love, reason as a m ental power joins the faculties of senses 
mentioned previously, while season has an outward-pointing quality. This 
season of love tu rns out to  be th a t vulnerability which objects and subjects 
m ust allow themselves if they are in the middle of this situation. In  a sense, 
non-reciprocity is also p a rt of reciprocity; the romantic, non-reciprocal, part 
of love is here brought up w ithout qualification, as a non-dismissable possi
bility. Man in love is just as much in the pull of magic stones as in the pull 
of his reason. B u t the pull of magic stones m ight have other connotations too: 
it  corresponds to  the passions of the moon which define shore lines. This 
association is no t too far-fetched since the  first poem in the sequence talks 
about just these forces of the moon. The elem ent of “a ttack  and re trea t” is 
depicted in the m otion of the fire too: gain and loss are the movements of the 
fire, which warms as it  warns about extremes, conditions it a ttacks and 
retreats from. W ater and fire are both perilous in th a t they are both conditions 
of imm anent danger. The passions of the  oceans, the passions of fire, the 
tides of the body and the tides of the mind are all brought together by semantic 
connotations of one focus. The piled prefixes denoting direction (adjustments, 
acclaim, restrain) swing hearth, health and heart into motion too; pain and 
pleasure take similar directions, w ithout the  restraints of gravity. The pulsa
tions of mind, body, water, fire, grief and joy are joined in their reciprocity, 
and build a phrasal rhythm  of two regular beats:

“sickness and in health” , “heálth not eásier” , “délicate adjustm ents” , 
“ to acclaim or restráin” , “ the signature . . . admired” , “páin, pléasure” , 
“ hóid to  the condition” , “ inform dem and” .

B ut this rhythm  is often broken by line endings, until the two beats 
are reduced to  slow and heavy single beats:
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“ A nd for Lóve I  stánd  perilously.”
“ T he qualities as we know them  in-/form dem and” : this sentence is a 

pun w ith  several levels depending on the function and relationship of the  last 
two w ords. There might be a  com m a missing in between inform  and demand : 
in  th is  case they would function as verbs. Another possible reading is th a t  
demand  is either the direct or indirect object of inform  ; thus: ‘inform our 
dem ands’ o r ‘inform us about our dem ands’. B u t if we read inform  segmented, 
“in -/fo rm ” , and take the prefix literally, the meaning would be something 
like th is : ‘p u t form into/give form  to  dem ands’. The indentation of these 
seven lines suggests th a t these sentences act as some kind of a m id-way 
conclusion about the condition and quality of love. B ut instead of giving 
a  final, a  restrictive conclusion, Duncan broadens his field by placing love 
together w ith  the other three qualities of Olson and by not eliminating struc
tu ra l am biguities on the levels of the sentence and the  tex t.

T he sudden change of tone, the quotation from Freud, gives a  new 
tu rn  to  th e  poem; the diction shifts into the colloquial, the voice hesitates 
betw een seriousness and irony, and the sentence climbs out of its  ellipse. 
The b reak  in the middle of th e  line turns the sentence in a new direc
tion: th e  object of the verb meaning, “the cock” , changes into the  sub
ject of th e  subsequent clause. The pace of the poem, which seemed to 
pick u p  a fte r the forced slow m ovem ent of the previous lines, again slows 
down.

T he mocking tone, the  subtle  irony, is carried over to  the next scene 
which tak e s  us back to  the  world of kings and knights. The pirns and the 
m id-line vertical rhymes seem to  thicken the tex t, and the capital letters 
elevate th e  diction, but sentences get broken both syntactically and prosodi- 
cally: th e y  are unfinished and cu t across by line endings several times. The 
recurring quotation from the  m arriage ceremony is impossible to  finish; 
when i t  w as quoted before, em phasis was p u t on the “health” part, b u t now 
“sickness” is explored. I t  is tak en  in its extrem e meaning, as the triv ia l 
bodily sickness of love, yet combined with ‘m ental’ sickness, falseness. Even 
knights an d  demoiselles suffered from it, again, in a reciprocal way. I t  is 
a m ortal sickness, affecting subject and object, even if the object is the  land 
ruled. T he parallel clauses spead up  the poem; the lines run out of the tunnel 
of u ncerta in  references, and w ith one last sigh stop with Nietzsche. W ilderness 
is p ro jec ted  in to  blackness, the  sickness becomes the venereal disease — knights 
and demoiselles must have been throw n up by the same sickness. The body 
blackening towards death also hides its wealth beneath its hill.

L ove is not a condition in  sickness and in  health, bu t a process pos
sibly leading to these both. Love has a strong directionality and transform ing 
power; everything around it is its  object upon which it acts. I ts  trium phs are 
its reciprocal directions, which finally come back to  the “real” they originated
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from. The last two lines thus function as a conclusion echoing the  opening 
of th e  poem, yet still they lack the finality of a definition.

The poem does define love in a way, though, but instead of locking the 
subject up into a complex bu t neat concept/conceit, Duncan opens it  up into 
all possible hum an spheres. The references are all open: natural powers meet 
hum an powers; the historical axis crosses the axis of the present; mental 
faculties and physical-sensual faculties come together in an undistinguishable 
m anner; dreams flow into reality, reality  gives form to dreams; heterosexual 
love and homosexual love are projected onto each other — and th ey  all em pty 
themselves into the superhuman condition of love. Love is the focus, the burn
ing glass, bu t with binary, reciprocal powers: it  gathers forces and  a t  the same 
tim e diffuses them.

I t  is through linguistic operations th a t Duncan avoids th is  closing up. 
On the sentence level, structural and semantic ambiguities are retained all 
along the poem; on the text-level, the combinational possibilities become 
enriched because the valencies of sentences deriving from these ambiguities 
m eet the unfixed valencies of o ther sentences. Prosodic pattern ing  both 
interprets these ambiguities and multiplies them  as gram m atical correspond
ences are cut across and connected by prosodic units. The poem  tests the 
ability  of the poet to  handle his m aterial in such a way th a t the values, mean
ings, and possibilities th a t are there in language should not get lost. The 
m astery of the poet measures, as i t  is m easured by, the im m anent powers of 
language.
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Salvador Espriu: F in a l d e l la b e r in t

K a t a l i n  K u l i n

I

Final del laberint1 is one of Salvador Espriu’s more enigm atic works. 
The title  itself is not problematic, though: the labyrinth is a m uch used symbol 
in contem porary art, symbol of a world th a t  seems too complex to  permit 
the  individual to find a way out of his personal and social dilemmas. The 
labyrin th  stands for the difficulty or impossibility of orientation: reflecting 
hum an destiny confined to  within finite boundaries, it  is also rem iniscent of 
ceaseless efforts to  find the right way.

Approach to  this poetic cycle requires the analysis, one by  one, of the 
poems th a t  make it up. The investigation of each and every m otive appearing 
in those may seem somewhat naïve: yet i t  is to  be preferred to  the  pitfalls 
of an impressionistic interpretation.

II

In  Poem I ,2 both light turning dark  and the ultim ate w inter, i.e. both 
the tim e of day and the season suggest approaching death; th e  thought is 
further enhanced by the descent, by darkness implied by an underground 
room. The prison, the confined space stand  for a situation w ith no way out; 
the  underground arches echoing w ith a terrible cry constitute the  labyrinth 
itself.

Night, an unm istakable death  symbol when referred to  the  poet’s 
individual fate, turns into a m other symbol (maternal respir fangós)3 that 
gives birth to  life (wheat) when related to  existence in general. The morrow 
brings not only summer in clearcut contrast to  the winter, b u t brigh t sunshine 
too, dispelling the poet’s night. The bird is a symbol of the Sun God. I ts  wings 
are ascending: life soars up, while the poet’s way leads downhill. The wings 
signify the spiritual; the soul protects the world, just as the “ arbres/d ’ombres 
esteses dam unt secs camins” 4 (I). The night is associated with a  secret, regener
ating force of fertility; the day with the active human intellect. The intellect 
strives to understand the Universe; the poet accordingly enum erates the four 
constitutive elements of the world w ithin his ken. The poem progresses from 
night to  day and again from day to  night, reflecting the cyclicity of existence.
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The cyclic structure is enhanced by the central position of the lines referring 
to  collective destiny, w ith segments about the p oe t’s personal fate flanking 
it on either side.

In  Poem II, “ I  d id  n o t know” (no podia saber) [the world] contradicts 
the sta tem ent of the preceding poem: the contradiction is resolved if we 
consider th a t  the first poem refers to worldly existence and the second to  
m oral existence.

In  Egyptian m ythology, the axe separates the  good from the evil. 
The windowless and doorless House of the L ightning Axe signifies the im pos
sibility of orientation in m oral life, a conflict which has no resolution. The sun- 
lighted corridors again symbolize the labyrinth. The elem entary plaint exhaled 
by th e  nearby forests and  meadows is shared by the  poet, brother to  every 
hum an being sentenced to  death . The sym pathy he feels in view of their fate 
and the  courage he m usters up  in facing his own give birth to the poem, 
the sole instrum ents of escape from the labyrin th . H is pain is placed into 
context by  a spreading sta in  of blood, the inescapable death of all th a t  is 
living; i t  is the agony of an  existence beyond all hope th a t turns the poet 
into an  integral person. The poem repeats the cyclical structure of the previous 
one, the  succession of individual — communal — individual, until finally 
the song bursts open the  gate  of the labyrinth: th e  door of the House of the 
L ightning Axe, symbol of the  poet’s moral existence.

Only song can bring salvation. That is why, as to ld  in Poem III , the 
Shepherd, the celestial shepherd symbolizing God, the  poet addresses with the 
in ten tion  of purchasing from  him the small am ount of pain (“compra aquest 
pe tit dolor” ) th a t is the poet himself. In both th is poem and the next two, 
the w ind mediates between M an and the transcendental. In  antique Indian, 
Persian and Egyptian m ythology, Vayu, the god of air, wind and storm  
was worshipped for his progenitive and destructive power; also, according 
to  the  Egyptians, his b reath  linked this world and  the  other; it  invigorated 
the living and resurrected th e  dead. A symbol of the  spiritual and of the 
connexion between E arth  and  Heaven, it stands close to  the Christian concept 
of the  H oly Spirit. T hat is w hy the Shepherd has come with his flock of winds 
which rem ain with the poet (even after the Shepherd has gone). In  Indian 
m ythology, Vayu traverses the  sky in a golden chariot. The glitter of gold 
is associated with light, a symbol in its tu rn  of tru th , life and the godhead: 
it  illum inates the hum an soul to  be reflected from  it  as pure gold.

In  Poems III , IV and  V, light, the day, gold and  wind all refer to  life 
and to  the  spiritual. The first contrasts with dea th  (the night); the second 
perm its Man to escape the  m aze of his own m ortal nature . Night lurks in all 
the poems: the Sun is westering and, according to  Poem  VI, the evening brings 
fear (“pel vespre ve basarda” ). Beside the first-person-singular ego, another 
one appears: the two often alternate  even w ithin one and the same poem.
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(The thou and I  both refer to  the poet himself; a state of crisis is conducive 
to  a  split of the personality.) In  Poem VI, the poet warns himself no t to  shrink 
from the wind, no t to  give up the illuminating power of the soul, the  weapon 
par excellence of Man against death. The hum an soul th irsts for life and drinks 
from its water, and so does the poet — yet what is the progress of life but an 
approach to  death? The river of life has a dual meaning: the more the thirsty 
drink of it, the sooner it is transform ed into a river of death.

After the ephemeral freedom atta ined  through creation, the  symbols 
of captivity and of a moral crisis reappear: “endins de l’esguard de glaç / per 
sempre t ’has d e tu ra t” 5 and, in Poem V III, “Llança müdes candles / al meu 
encalç” .®

The poems discussed so far have raised their sights to  the  sky; the poet 
now looks down into the deep waters. The ascending m otion of the day is 
replaced by the descent into the realm of the night, of darkness and the sub
conscious. The person leaning over the water perceives himself in  its “inner
m ost reflection” . The split personality recommends an action to  itself but 
performs the opposite. The ego falls apart into an I  and a thou. “No et miris 
en el corrent, (. . .) No estimis la teva imatge . . ,” 7 (VI) is an obvious allusion 
to  the m yth of Narcissus who was told by the oracle th a t he could live only 
un til he caught sight of himself. His undoing was th a t he could love no one 
b u t himself. The m yth expresses the perils of our wish to  penetrate  our sub
conscious. The poet treads on forbidden ground : it is in consequence tha t he 
gets lost in the labyrinth lined with mirrors endlessly reflecting his self-image. 
The labyrinth of the m yth conceals a monster hiding from sunshine and life; 
however, death awaits him in the underground corridors. The hun ter is ap
proaching the labyrinth; the peals of his horn connotate lethal thrusts. But 
the  hunter is also Actaeon, whom Artemis transformed into a  stag  to  be torn 
to  pieces by his own hounds. That is why the stag is “m ort am agada” , con
cealed death. The favour of the goddess (for the stag is A rtem is’ favourite 
animal) is fraught with the fatal outcome.

The “grans ullals del silenci” 8 of Poem V III (an allusion to  the mute 
stag hounds of the previous strophe) associate with the symbol of the horn, 
a weapon th a t will inflict wounds just as the lance, the spear or the axe in 
Poems X and X I. Back in Poem VII, however, we find ano ther symbol too, 
the castles of the spider: in its web, the light, the day and life itself are all 
caught and held captive together with the poet himself. The th read  (recalling 
the Dire Sisters) is a symbol of tem poral subjection. The surface of frozen 
water again suggests captivity; it  estranges the words and thereby  renders 
creation (i.e. the Song, the sole means of escape) impossible. The hunter 
m ight be Actaeon — the hounds and the fangs corroborate the  interpreta
tion — who breaks the law by looking a t  nude Artemis. Actaeon and Artemis 
are the two sides of a coin, of the poet’s split personality. The poet is an explorer
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who explores himself above all. Our reading suggests th a t  the link of the thirst- 
m otif w ith  life is an indirect one. The poet thirsts his own secret most of all; 
his th ir s t  of life is a secondary concern. That is why he warns the hunter — his 
in trospective ego — to  leave th e  quick spear and  the  subtle lance and to  
choose the  well-honed axe in stead  if he wants to  find the secret of solitary 
life. I t  is not sufficient to  w ound, i.e. to open a breach; i t  is only the axe th a t 
can separate  the good from  th e  evil and shed light onto moral existence. 
“P ero  m ira’m abans” , the  p o e t continues, and “endevine qué sóc / a la vora 
de l ’a ig u a ” ;0 the image evokes th e  bathing Artemis, who is also the Goddess 
of th e  Moon. In Poem V III i t  is the  little Man of the Moon who sets the hounds 
on th e  poet-Actaeon; in Poem  X , it  is Artemis who extinguishes Actaeon’s 
glance and  thirst with a g rea t flood of blood. B ut the  same Artemis also says: 
“sóc de la veu que em cercava” 10 in keeping w ith the  riddle of Poem X I: 
“ E n d ev in a  qué sóc” . Being sym bols of the same soul, Artemis and Actaeon 
canno t separate. This is th e  reason why the I  and th e  thou interchange so 
frequen tly  in the poems.

The dual soul, hum an a n d  divine, mortal and  eternal will search and 
pursue, strive to understand and  fear the unknown. And the fear of the 
unknow n outgrows the fear of death . Actaeon is pursued by the hounds; the 
goddess, Artemis, exposed a  m inu te  ago to his furtive glance, herself becomes 
a hun tress. The soul longs for th e  divine, for e te rn ity  and imm ortality; yet 
the  closer it  gets thereto th e  m ore painfully i t  is m ade aware of its human 
m o rta lity  Pain is eased by th e  desire causing it: i t  m akes the poet forget 
the  d iv ine glance.

In  another possible read ing  the poet fights the  two-faced god, spender 
of b o th  life and death. The h u n te r  then is death, who probably offers his prey 
to  God: “ Quan eobris la despulla, / a qui portar-la V ’11 The voice calling the 
poet m igh t be the celestial Shepherd or, just as well, the  Lord of Life and 
D eath , as the Bible calls Christ. Poem IX  addresses as thou the person who 
begs to  be hidden from the  trees of his fear and who asks whom to offer his 
prey. The poem ends w ith “ la  gran set de tu/s’apaga en la meva anim a” .12 
If, in  Poem  IX, it is D eath who advises to drop the lance and wound with the 
axe, th e  desire to guess who is standing by the w ater’s edge does not have 
the  destructive power for its  object. Both life and dea th  project onto the poet: 
the  c ry  under the arches sum m ons to  both life and death ; the Shepherd goes 
the  w ay  of the Sun God who is the  giver of life b u t is headed for the night 
w ith h is oxen, promising th e  peace and silence of a  dream /death. The hunter 
whom he asks to hide him from  the  trees of his fears is his very captive. 
The p o e t’s God-image is tw o-faced; tha t is why his invoked one cannot be 
identified  in clean-cut fashion w ith  the God-image of any  religion.

The poet interiorizes his experience of existence as a  god with a changing 
face; he searches for the secret of good and evil in himself. He therefore pro-
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jects the essence of the life-giving Shepherd-Osiris into his own essence and 
destiny: he himself will be the tree th a t  hides life-promising Osiris; his is the 
deep and bright secret of solitary life; i t  is onto his raised arms th a t  the  birds 
of dawn descend, singing a song of salvation composed of his words. And as 
the song dies away, it  is he who expires a t  the shore, lonesome as the  trunk  
of a  bawen tree.

In Poem XV the thou divides in tw o again: into Death who fells the 
trunk  and the poet who can find his song no more. This poem is m ost revealing 
of the struggle of life and death within the  poet; his split ego is the  labyrinth, 
the enclosed space of his soul. The bared branches of Poem XIV  m ark the 
end of the song. Recall th a t these branches were reflected in the  eye of the 
lake. A frequent motif, the gaze fixed upon the depths of the w ater recurs 
in Poem XVI. The poet’s efforts to create are in vain. His glance penetrates 
the well of the Gazer who watches him from  the deep with never-closing eyes. 
The Narcissus m otif of Poem VI perm its us to  infer tha t the poet is actually 
looking a t himself. At the same time, however, the Looker is an ego who 
is wiser — more perceptive — than the  poet in his struggle to find the right 
expression. This ego is greater-than-hum an: i t  possesses a divine power and 
knowledge. “ El desvetllat /  s’oblida del meu somni’’, the poet asks,“o vol 
deixar-lo / que sigui sols imatge / de la por immortal?” (X V II) .13

The secret, the key to  life and death , the Lord of Good and Evil dwells 
in the poet’s soul; th a t is where the power to  banish his fears m ust come from. 
The menace of his dreams threatens to  stym ie his creative capacity, since 
“temps de cançô vol a lta  casa” ;14 th a t is, one needs an open space for soaring, 
the closed-in one of anguish will not do. The house is, of course, the  poet 
himself, built w ith blood and crowned w ith death, recalling the  words of 
Christ: “Destroy th is temple and in th ree  days I will raise i t  u p .” (John, 
II . 19.)

In religion and folklore alike, m artyrdom  and untold agony are the 
indispensable precursors to  any great w ork of creation. Yet even such agony 
seems futile. The painful cry over the w ater m arks the end of the tim e to  sing. 
The pûet is full of love, miserable and unrequited, because he is incapable 
of creation: ha acknowledges the im potence of words by nam ing God the 
Nought, the secret within and without, the  essence of both the U nivers and 
of himself: “El pobre amor / de la m eva ànim a / Diu el nom del no-res / amb 
odi de paraules” (X V III ) .15

Let us recall the motto of Final del laberint, taken from Meister Ecke
hart: “Soll das Herz vollkommene B ereitschaft haben, so muss es beruhen 
auf einem reinen N ichts — in diesem liegt zugleich das höchste Vermögen, 
das es geben kann .” 16 Eckehartean theology considers the absolute otherness 
of God ineffable and unfathomable: a p a rt from the Nought, all words are 
incom petent and liable to misconstruction.
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There are echoes of Heidegger in Poem  X V III. In Heidegger’s view 
the  N ought “ist möglich und  auch wirklich . . . nur zum Augenblicke in  
der Grundstim m ung der A ngst” .17 The fear pursuing the poet in his dream s 
is so indefinite — although its  subject m ight be death  — th a t it m ay qualify  
as anguish. Subjectless anguish too may conceal death, even if unexplicited 
in conscious thought. In  order to  decide w hether Espriu’s fear means fear 
or anguish, let us cite another Heideggerian idea: “ . . .die Angst [befindet 
sich] gerade in der völligen Ohnm acht gegenüber des Seienden im Ganzen . . . ” 18 
The p o e t’s incapability to  create — recurrent in the previous poems — is 
tan ta m o u n t to  impotence vis-à-vis the universality of existence.

Anguish, says Heidegger (whom we quote practically word for word), 
is the  estrangem ent of the to ta lity  of the existing. He goes on to  say, “ W eil 
das Seiende im Ganzen entgleitet und so gerade das Nichts andrängt, schweigt 
im Angesicht seiner jedes T st’-Sagen” .19 The farewell over the waters — the  
leave-taking from the things of life — corresponds to  the said estrangem ent. 
I t  is ev iden t from the last quotation th a t the is falling silent before the N ought 
is tan tam o u n t to  the hatred  for the words, for th e ir incompetence and fu tility .

F o r Heidegger, the N ought is the tertium comparationis by which ex ist
ence is related  to  the existing which is both itself and not-itself. The univer
sality  of th e  existent (which we have reduced, for simplicity’s sake, to  the  
dua lity  of life and death in E spriu ’s poetry, b u t which is, of course, much more 
complex in  reality) appears now within Espriu, now outside him: the ex isten t 
both is and  is not the poet. The Nought which — pace according to Heidegger — 
is w ithin  Espriu allows him to  make contact bo th  with himself and w ith the  
existent, i.e. allows a complex process which ceaselessly changes direction 
according as the poet’s efforts to  understand are directed towards himself or 
tow ards th e  existent.

The struggle to understand and experience the  mysterious and conflict
laden n a tu re  of the world is the subject of Poem X IX , in which the snow burns 
and the  flam e freezes, the source wounds and the  sword heals. The flame and  
the source are life-symbols; heat refers to pure intellect; the sword represents 
the capacity  of the spirit to  separate good from  evil. Even the contrast “ llum  
de cims al riu, / fosca de terra  l ’ala” 20 is intended to  state more than a mere 
contradistinction: the soul m ay shed a beam  of light onto the everyday 
objects yet, no m atter how high its wings raise it, i t  will still bear the m arks 
of its m aterial nature. The expression th a t “ La m ort de la mar fa / la flór 
més perdurable” 21 implies th a t, value being timeless, the beauty of the in stan t 
may trium ph  over time. Of course, all this is rooted in Espriu’s experience, 
but in the  next strophe he delves even more deeply in himself. I t  is this deeper 
and m ore secret ego th a t stares a t the water like Narcissus and identifies the  
pool th a t  looks back, while the poet’s white eyeballs suggest blindness, a failure 
of perception. The last strophe presents no contrasts. The bright rain is a  fer-
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tility  symbol, just as tears are. (This meaning of rainfall in a Mediterranean 
country is quite obvious.) The symbolic implication of weeping emerged in 
Poems XIV and XV: the  songs will cease, because the roots of weeping have 
dried out.

Weeping is present in Poem X IX , too: “el plor de l ’endinsat / sense 
retorn per l’aigua” .22 The weeper is identical with him who (in the  previous 
poems) was glaring up from under the water and who both is and is no t himself.

Rain and weeping associate in a fertility  concept: “Die . . .  el plor de 
l ’endinsat / sense retorn . . .” 23 expresses th a t  the poet has lost his creative 
ego. The last two lines reveal the Nought, just as the poet’s secret ego, to 
reside in the deeps of the water. The possible inferences are th a t  th is ego has 
been transformed into, or has merged with, the Nought, th a t  is, with God. 
Many a religion is aware of the dual presence of godhead, dwelling now in 
Man, now outside. Often in the foregoing poems, a divine gaze follows the Poet 
absorbed in introspection and searching for the secret of his existence. At 
times, the two-faced God of Life and D eath is the poet himself, a  manifestation 
of a human essence th a t  is both destructive and protective.

I t  is perhaps not unjustified to assume that, in this double-edged poem, 
even the Nought is two-faced.

If  the Nought is God — which seems to  be confirmed by Nicolas Cusa’s 
m otto — He m ust be unfathom able to  Man whose perception is limited to 
the  level of distinction and complexity, whereas God is a single simplicity 
th a t  precedes all the distinctions and complexities, the principles of existence 
and non-existence. The Deus absconditus, Le Dieu cachéÍ24 in the  title  of Lucien 
Goldmann’s book which concludes th a t  the rational and m echanistic concep
tion of the world has turned  infinite space into the jurisdiction of automatic 
laws which in fact eliminates God from the space, in contrast to  the  mediaeval 
idea th a t the Universe is filled with the presence of God. This would explain 
Pascal’s “Le silence éternel de ces espaces infinis m ’effraie” .25 I t  is either the 
Deus absconditus or Heidegger’s Nought th a t  leaves us in the  silence of Poem 
X X , a silence full of anguish, as indicated by the image “pe tit, tan  fràgil, / 
pell de tam bor” .28 Frightened, Man hides to  evade the perils. Diminution 
pertains to the realm of the  night. Tom Thum b belongs to  the  system  of night 
symbols. Even the dead song is small: a puppet hanging from the lips of 
madness (“ninot penjat/dels llavis de la follia” ). This image, too, generates 
anguish. The dead song is of the night: it  should therefore be taken  in piety 
to  rest in the serenity of the light. Divorced from the poet, the  song is carried 
into the light by glittering bees. Both the light and the bees are percepts 
attached to the Sun God: R a has the power to  light up even the  realm of the 
dead and to resurrect them . Born from R a ’s tears, the bees symbolize the 
creative process which, in Espriu’s conception, is rooted in weeping; tears 
fertilize the poet’s soul; the bees transform  nectar into honey, just as the
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poet’s artistic  imagination transform s his experience — the song is spiritual 
nourishm ent just as the honey is bodily food. The tears of R a and those of the 
poet undergo the same transform ation and set up a form of identity between 
the p oe t’s concealed ego and th e  divine essence.

In  the  system of night symbols, the garden and  the hive are synonymous 
with the  labyrinth, with an enclosed space th a t frightens the soul, represented 
by the  wings of the bees. Y et in  a night charged w ith deadly peril, one tends 
to  a ttr ib u te  inverted m eanings to  things. Instead of rising up to  fight the 
peril as a  hero, Man curls up  very  small, hiding from  death  by crawling into 
a coffin (represented by the  womb, the enclosed space, the circle, the room, 
the garden, the labyrinth). T he hive, closed forever, suggests th a t E spriu’s 
poetry is dead; he fears the  weeping of the dead no longer, implying th a t 
creation has become impossible for him, since there is no creation w ithout 
suffering.

Poem s XX, XX I and X X II  tell of the poet’s frustra ted  efforts a t redem p
tion. This interpretation is corroborated by motives fam iliar from the life of 
Christ: th e  garden where the  poet follows the swarm of bees recalls the Gethse
mane and  the eve of crucifixion. A heavy stone of oblivion presses down the 
hive: even the  long weeping of the  dead will not lift it  up again (“Ni el llarg 
plorar dels morts / mai mes no podrà alçar-la”27). This is the counterpart of 
the boulder th a t sealed the tom b  of Christ which, however, was easy to  roll 
away. W hen they beg the poet: “ens recordis avui” ,28 the dead in Poem X X II 
repeat practically unchanged th e  words of one of the thieves crucified together 
with Christ: “Lord, rem em ber m e” (Luke, X X III. 42), again, Christ m ight 
well have u ttered  “El meu tem ps estrany el dol esborrava” ,29 although w hat 
follows, “ ni amb el vostre p lany  no podreu alçar-la” ,29 reveals th a t only the 
poet’s sorrow has been effaced. The dead, drawing aw ay from the lights of 
the ark, th irs ty  and deprived of their wings, symbolize the  dark kingdom of 
death against which E spriu’s poetry struggles so passionately, with such 
soul-shaking persistence. The poet reveals his a ttitu d e  to  the community 
only when he sins against it  by renouncing the responsibility he had shouldered 
for his fellow men. The dead have wept with the p oe t’s eyes, have complained 
with his words; yet he refuses them . The question asked by the dead, “Moriem 
en tu  о has mort amb nosa ltres?” 30 starts off another biblical association: 
“Blessed are those who die in the  Lord” (Rev. 14, 13), bu t here again the 
meaning is different. The question (“Moriem en tu  . . . ?” ) implies th a t the poet 
no longer feels any compassion for the dead; the a lternative (“ . . .o has m ort 
amb nosaltres?” ) attributes th e  cessation of their existence to  the poet’s 
death: i t  is for him th a t the bells toll. In Poem X X III  the bells call the poet 
to  the  L ord’s prayer; he is, however, stopped by “ullals del ca enfollit de 
l’aigua” .31 The Actaeon m otif reemerges here with all its  overtones: the poet 
looks a t  himself in the m irror of the pool, probing in to  the forbidden. Being
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frightened of the Nought he will not acquiesce into the peace of faith. He was 
afraid of crossing over into the dark brightness: now the bells no longer call 
him to the feast to  ring dead words into his ears. The next poem takes us back 
to  the past: “Les campanes obrien / de m atinada / camins a m ar .” 32 The powers 
of the deep drag on his ark. As we have seen, the  deeps of water always hide 
either the poet or the Nought/God. He cannot leave the shore far behind, but 
neither can he reach the coast: “Caigudes veles fan / molt allunyada p latja .” 33 
The wind, a symbol of the spiritual which should move his boat, sleeps “en 
llençols d ’aigua” 34 (XXIV). The brightness-bringing soul, symbol of day and 
light, veils itself in sheets greatly similar to  the winding-sheet. Man fleeing 
the night and death does the same; yet it  is of no avail. The gates of light 
close before the poet. Still, by Poem XXV, he seems to  have reached the 
shore. This shore, however, is in the realm of the night; it  is the stars th a t 
appease his fright, not the sunshine. In  an experience beyond life, his dreams 
make him roam the meadows of serenity and enliven his th irst of life with 
the image of a faraway spring. The realm of the night can only give the peace 
of the tomb. This, no doubt, is the enclosed space th a t opens up before him.

I t  seems th a t  the poet flees death only until he finds rest in it. Poem 
XXVI begins with “he deixat endarrera” ,35 and this “endarrera” encompasses 
the to tality  of experience since the moment when the bees were shut into the 
hive, when the poet renounced poetry. The next step, an act practically simul
taneous with and attached to his renouncement, is his rejection of the dead 
who wanted to survive in him. The soul is asleep (the wind is sleeping in the 
watery winding-sheets), paralyzed; the bells call it  in vain. The ark of Poem 
XXV has reached the shore a t night, not in daylight. The poet walks towards 
the faraway spring alone, having left behind the beach, the ark and the sea 
(Poem XXVI).

The sea, th is m ad dog of an ancient nightm are, from which he has made 
his landfall, represents life with all its peril and anguish. T hat is why the 
poet steps out of life, finally leaving it behind, to  be deprived of all, even the 
dead. The bells tolled words of death towards him, for he was afraid of entering 
the bright darkness. In  Christian religion, conversion means th a t the Old 
Man dies in order th a t the new one might be born. The practical manifestation 
of this death is th a t  the neophyte may renounce all his possessions.

Christ tells the young man who asks him to  let him go and bury his 
father first: “Follow me; and let the dead bury their dead.” (Matthew, V III. 
2 2 .) Having entered the night of death, the poet does not descend, as in the 
underground rooms of Poem I; he scales a m ountain instead, where he is 
welcomed by divine light. Poem XXVI explains the origin of these flames: 
they come from the dark bright, from the hope derived from death. Whereas 
in Poem XXV the poet receives only the protection of a death acquiesced 
in the peace of annihilation in a closed space, Poem XXVI advances one
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m ore step : the poet emerges from the last forest; th a t is, he has found his 
w ay o u t of the labyrinth ; he hears the galloping of horses upon a high prairie. 
I t  is daylight: he has left death  behind; a new life awaits him. B ut both death 
and reb irth  happen in a dream . The high prairies of the serene dream  pre
sum ably represent the Elysian fields, an existence free of all earthly bonds, 
where horses graze freedom, sungrass, dawns and afternoons w ithout night: 
“ to ta  la llum guanyada” .36 One meaning of the symbol is evident: the “llum 
guanyada” represents victory over death. The horses are more difficult to  
in te rp re t. Their free gallop m ight suggest the concept of tim e. In  th is state, 
tim e is no longer confined; i t  runs free, undivided by death. Existence flows 
w ith a  na tu ra l ease, untorm ented by questions. B ut hum an quality does not 
d isappear from this existence rooted in nature. The centaurs represent the 
en tire  living world. Their wise eyes are those of Cheiron, artist, sage and 
physician, the master of Apollon, who took Prometheus’ fate upon himself. 
Cheiron escaped suffering by renouncing his im m ortality in favour of P ro 
m etheus. The wisdom in his eye watching the poet probably originated in 
th a t  ac t. After all, death cannot be so terrible with life so full of suffering. 
The centaurs accompany the  poet to  where the yellow colour (representing 
life) gives way to snow. W hen they  leave him, the forest/labyrinth and the 
tree of Osiris are far away, and the  snow has covered all th a t  had m ade up 
his life; his fate is fulfilled: he remains alone with himself and an eagle, 
sym bol of God. The focus of his investigations, the duality of his personality 
and the  godhead reappears. The wise eyes, the gaze of the I/God fixed upon 
himself is no longer needed: having left all behind, including his poetry and 
his dead, having dreamed and  renounced the happy dream of the Elysian 
fields, th e  poet has finally found his true identity. In  Poem X X IX , he has 
overcome all the obstacles, escaped the trap  (the labyrinth), and scaled the 
highest peak, the realm of wings, the  realm of the soul. His lips all blooded, 
for he has risen to a height forbidden to  human beings, he u tters words and 
snow songs which alone can follow him into the bright solitude of his soul. 
He has neither memories nor hopes. The snow songs, the frozen words, this 
being w ithou t memories or hopes is superhuman ; his is an experience th a t  can 
last for a  m inute a t best. This is confirmed by Poem X X X  in which the poet 
regards his plaint as the root of bright air, of wind, the wind th a t drives the 
ark  of th e  sailor, the soul. The a ir has bloodwings. Thus the poet a tta ins the 
insight th a t  the soul m ust tak e  its momentum from the aching world. One 
m ay flee life but one cannot avoid it: one m ust live it through and accept it 
in all respects.

D uality , referring to a num ber greater than one, is an ominous concept. 
Fully  aw are of death, the poet has with exemplary persistence asked questions 
abou t himself, about human existence and its limits, and has finally achieved 
his own un ity  and self-identity, which rest on the identity  discovered w ithin
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the  contradictions of the universe. The happiness of a possible step out of 
death dies away; only freedom remains — the acceptance of the  human 
essence out of free will, with no help from memories and hopes, from the 
torm ent and goad of death, a t a point where there is no message to  show the 
right way, only silence whose source may be the Nought just as well as God. 
Attaining the exit from the labyrinth, the poet has reached his goal.

Ill

Final del laberint is an exceptionally mysterious book. In  his work 
Introducció a la poesia de Salvador Espriu, Castellet provides a great deal 
useful information as to  its m ost frequent symbols and signs. Lucien Gold- 
m ann’s considerations in his Le Dieu caché as applied to  E spriu’s poetry  by 
Castellet are particularly helpful.

Before marking out the progress of ideas in Final del laberint, let us 
dem arcate the field spanned by its lines of force.

Castellet emphasizes th a t  day and night go full circle in E sp riu ’s work. 
I t  would perhaps be more enlightening to  see this not as a mere alternation 
of life and death, but to  assign to  them  the symbols related to  the  force fields 
of day and night. I t  is the weaker or stronger attraction of these fields tha t 
energizes the symbols fitted  into the diurnal or nocturnal order by symbology 
or psychology. Wheat, summer and rain belong to the diurnal order. In  Final 
del laberint, the song is wheat, the produce of the harvest. As w heat requires 
rain and summer, so does the song require weeping and light, th a t  is, suffering 
and the soul: “Caves la terra  esdevinguda eixuta, I on s’assecaven les arrels 
del plor. / Caves endins de les tévés paraules: / no saps trobar-ne la cançô .” 37 
(XV); “Cauen а рос а рос, I petits mots, suaus ales / de la cançô de son / de la 
ta rd a ” 38 (XIV). All the links between the earth and the sky belong to  the 
realm of summer, light and day: the birds and bees, the wings, th e  ascending 
steps, the wind, the raised arm s or branches: “els braços molt alçats / esdeve- 
nien branques. / A beure de la font / de les meves paraules, l . . .  I davallen 
ocells d ’alba” 39 (X II); “E ra  portada en ales de paraules, I . . .  i, paraules mai 
no dites, I, abelles respondents . ” 40 (XX) and “El vent s’adorm  / en llençols 
d ’aigua” 41 (XXIV). In  the last example, the spirit represented by the  wind 
is paralyzed so th a t “Les portes de la Hum / se’m tanquen” .42 Some symbols 
change their meaning according as they are fitted into the d iurnal or the 
nocturnal order. As rain, water m ay be the source of life; yet i t  also has an 
ominous sense, which we shall discuss among the images of the night. “ I  m’en- 
camino en solitud cap a la font llunyana, / a les prades altes de la serenor del 
somni” 43 (XXV). The tree, too, has a double meaning: it  m ay prom ote the 
fertile summer, the happy future: “Hi haurà potser molt piadosos arbres / 
d ’ombres esteses dam unt secs camins” 44 (I).
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The nocturnal order comprises aridity in addition to  darkness: the night 
is an infertile time for the  soul. The fertility of the  night is the blind and 
instinctive reproduction of the  forces of nature. Man protects himself from 
the  darkness th a t engenders fear and anguish by  inverting the meaning of 
its images. He searches for a  place tha t might p ro tect him. Enclosure in a box 
which, in  essence, stands for th e  depths, the tom b, becomes a protected place 
in all of its forms, be it  p it, prison, closed room or house. All th a t hamstrings 
life in the daytime world tu rn s  into a shelter in the  nocturnal order. The 
labyrin th  in which the poet searches for escape inspires a whole series of night- 
images: beside the above-m entioned underground arches, the dark corridors 
of the  house, the m irror of w ater which endlessly multiplies and emprisons 
the  reflected figure, the  forest, the garden, the  hive, the stone convering the 
tom b and even the tree which in Egyptian m ythology, embraced the body of 
Osiris. The blessed rain itself m ay become a prison since, as told by the dead: 
“L a p lu ja  venia i . . . /  ens tancava enllà d ’altes reixes d ’aigua” (X X II ).45 
In  th is dark  world, the river becomes the Styx: “А рос а рос beus la m ort: / la 
set feia el riu maligne” (V I) .46 Ascending steps belong to  the day, descending 
ones to  the night: “vaig davallar per esglaons de pedra / al clos recinte de llises 
pa re ts” (I ).47

The struggle, the basis situation of Final del laberint, takes place in the 
dual field of day and night. Tim e apparently does n o t function in th a t universe; 
a t least it  is not possible to  trace  the line of progress of inner experience from 
day to  night or vice versa. B u t the descent in Poem  I  and the ascent in the 
two poems before the last does demonstrate th a t  the  struggle is not merely 
a  theoretical one: the poet throw s his whole personality into his quest for an 
answer which he can only win by searching his whole life. The quest is symbo
lized by  the ark floating on the  unfathomable and peril-filled sea which is 
called life. The symbols unleashing the time dimension are the bells and the 
horses. The bells indicate the  coming of a definite point in time (such as death 
or the  approaching m om ent of escape from it), no t ju st its passing: “Si per 
tu  sentim  com el toc s’enlaira, / que fosc han sonat les fosques campanes !” 
(X X II );48 “Les campanes obriren / de m atinada / camins a m ar” (X X IX );49 
“U n altre  toe entenia el navegan t en perduda m ar, / un ample so de festa per 
camins esglesiers / com invitan t-lo  al prec senyorial” (X X III ).50 Ecclesiastes, 
one of E spriu’s favourite books of the Bible, handles tim e in much the same 
m anner: “To every thing there  is a season, and a tim e to  every purpose under 
heaven . . (Ecclesiastes, I I I .  1.) The horses are p a r t  of Espriu’s dream about 
the E lysian fields: “Quan ja  sigui felig / somni de prades altes, / cavalls s’arbo- 
raran  / saludant-me” (X X V II ) .51 This time passes w ithout death lurking a t 
the end.

Similarly to the fields of day and night, F ina l del laberint projects a 
tem poral space, too. This space is restricted to  the  afternoon, the night and
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the dawn. I t  would, however, be futile to look in it for any tem poral sequence 
within the cycle. In  the  m anner of the spatial labyrinth, the tim es of day also 
follow in random order even within one and the same poem: “ Ocells de l’alba 
lieu baixen el m ati / de branca en branca. / A terra, je se’n va / la llum a pas 
de tarda .” (X III ),52 as a reflection of the poet’s intricate journey. The selection 
of the temporal environm ent is significant; the afternoon is the tim e of intro
spection; twilight brings moral awareness in which one m ust face one’s sins 
and faults. The afternoon leans into the night, as life declines to  death; that 
is why it is a tim e of reckoning. But it is a tim e of fear, too, since sleep is 
a kind of death. N ight equals death; it is characterized by a sheer drop, by 
Man sinking into the depths of his subconscious. The dawn has a dual meaning. 
Doctors know well how often people die in the darkest hour preceding the 
first light of dawn; “La meva por / cavalca nit, / trem olor d ’alba.” (X V III).53 
B ut dawn also brings hope, announcing as it does the morning and the day. The 
tem poral space of Final del laberint, however, does not include the day or the 
morning. Daytime only occurs in a dream; the morning is tim ely inthe above 
mentioned poem, since “A terra ja se’n va / la llum a pas de ta rd a .” (XIII).

Above, I  a ttem pted  to describe the force field between the two extreme 
poles of night and day, the field in which Espriu’s universe unfolds. I have 
not yet mentioned the  God-images of the various mythologies and religions 
which inform this process. The tra its of the gods of ancient India and Asia 
Minor blend with those of the Egyptian, Greek and Hebrew-Christian gods. 
The power of the Sun God is not restricted to  the day: he can illuminate the 
kingdom of the dead and can resurrect them , as Egyptian R a and Osiris 
symbolized by the bees (the tears of Ra) and the tree (the tree enclosing the 
body of Osiris); the Celestial Shepherd is vaguely reminiscent of Christ. 
Mediator between E a rth  and sky, the wind symbolizes the spiritual and 
remounts to Egyptian Vayu, god of air and wind, with his destructive and life- 
giving attributes. Artemis, the goddess of the moon, brings death, which may 
sometimes be a sweat one. In  the cycle, Artemis is evoked by the story of 
Actaeon. Narcissus, too, broke an interdiction by looking a t himself in the 
water. Besides Actaeon, Orion the hunter also affronted Artemis. The goddess 
ordained the death  of both. Although the poet does not name these p ro ta
gonists, certain words and allusions in the poems refer to  fragm ents of their 
myths. We are thus made to understand th a t Orion’s sin is the sin of Narcissus 
and Actaeon: the deepest depths of m an’s own ego are no less secret, dan
gerous and forbidden to  his searching eyes than  the godhead. The innermost 
ego fuses with the divine, as revealed by the fact th a t the poet turns to god 
when addressing himself. I t  is evident from the above th a t Espriu himself 
judges the distinction futile or impossible. The closing lines of Poem XI 
(“Endevina què sóc / a la vora de l’aigua”54) imply the interchangeability 
of Actaeon. identified with the poet, of the hunter representing death and of
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A rtem is. He who “is standing a t  the  water’s edge” m ay well be either the 
poet o r Actaeon, or indeed A rtem is beheld by the poet. The reader errs in 
the  laby rin th  of the I  and thou ; the calling and the called are inseparable. 
The glance fixed upon the poet bending over the w ater is now divine, now the 
reflection of his own glance.

Ignoring the symbolic m eaning or the connotations of the words, it 
becomes clear that, apart from a  very few exceptions, they  all refer to  nature, 
or to  objects (a house) th a t are integrated into the landscape no less than 
a tree  o r the  sea. The objects, phenomena and animals have no personality: 
these th ings accessible to  everyone in their commonplaceness appear here 
on th e  level of purest abstraction. The space of E spriu’s poetry is a philo
sophically problematized one, as indicated by the presence of fire, water, 
earth  an d  air, — the four basic elements constituting the world — in the 
opening and  closing poems of th e  cycle. Earthly space expands into a cosmic 
one; th e  sun and the stars tu rn  the  whole Universe into the arena of the poet’s 
struggle. The scene is not s ta tic : the  sky revolves and the sun and the stars 
a lte rna te  in ruthless order, y e t an active relationship is set up between them 
and th e  poet fighting his fight. B y using the mythological elements Espriu 
tran sla tes  the  world en direct in to  a vehicle of indirect meaning which, from 
being a  m ere site, advances to  become the subject of the investigation. I t  
should be emphasized th a t the  abstraction never raises any doubts as to  the 
reality  of Espriu’s problem atized world.

Am ong the above-mentioned motifs, a special significance is to  be 
a ttr ib u te d  to  the labyrinth, a sym bol present even in the title. The origin of 
the m otif goes back to the m yth  of the Cretan M inotaur and the word labrys 
(axe, as mentioned by Castellet, too). The labrys is a symbol of divine power: 
sim ilarly to  the sword, it  can p a r t  the good from the evil. The divine glance 
carries m oral judgement. From  the  surface of the water — another labyrinth- 
symbol — gazes are looking a t  the  poet. Poem I I  tells of the House of the 
L ightning Axe. All this justifies the  conclusion th a t the cycle states a problem 
th a t is fundam entally moral. The shine of the Sun God’s axe, its ability to  
distinguish good and evil is th e  only leading light ou t of the labyrinth sym
bolizing m an ’s dilemma.

I t  should be montioned, however, th a t despite the good-evil axis of the 
cycle, th e  word sin occurs only once. Sin is not sta ted  expressly: nor is the 
universe. Therefore sin, too, is posited on a philosophical level. A philosophi
cally problem atized universe belongs to  the domain of ontology. If  the moral 
is given in  the  sphere of ontology, the  ontological problem is actually restated 
as an eth ical problem.

W hatever our findings and  conclusions on reading the poems, the 
labyrin th  principle requires us to  adm it their opposites as well. The Shepherd, 
associated with light and the Sun, keeps a herd of cattle. B u t the Bootes is
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also a constellation of stars and, as such, belongs to the night. Rem arkably 
the poet lets us step out of the ethical sphere: “Ara el pastor / fa arm ada / en 
els m ercats I altíssim de la llum ” ,55 to  identify  the Shepherd and the  cosmolo
gical en tity  of the constellation. The same is also true of Artemis, the  hunter 
and the hounds tearing Actaeon to  pieces. The Ursa Major (the m ost ancient 
symbol of Artemis), together with th e  Hounds (Canes Venatici) and the 
Boötes all shine in the cosmos (and so does, for th a t m atter, Orion); the three 
constellations are relatively close together. Thus the poet m ight have looked 
up into the sky and been inspired thereby. The objectivization is, of course, 
imaginary. As Heidegger says, these constellations glide away with the  to tality  
of the existente.

Before returning to this problem, it  is useful to summarize the  contents 
of the poetic cycle.

I t  begins with the labyrinth. Then the Shepherd appears, bringing the 
wind with him. The wind remains with the  poet. The poet watches himself 
in the water. He cannot find the song any more. Then he u tters  th e  name of 
the  Nought. He shuts the song in w ith a slab of stone and stops mourning 
for the dead. B ut the bells already toll for him. His ark is motionless. In  his 
dream, the free gallop of horses awaits him  on the high prairies. H e is taken 
to  the snowy summ it by centaurs where, left in solitude, he again u tters  the 
name of the Nought.

In  the Heideggerian conception, the  cycle represents a process of gather
ing anguish which allows the alienation of the to tality  of the existents and 
consequently the relationship of the poet to  the existent — to the  himself and 
the not-himself. The cycle is thus, on the one hand, the h istory of anguish 
and, on the other, the history of the exploration of the existent (this himself 
and not-himself); it  is, consequently, the history of a search for an identity. 
B u t it  could also be summarized as the story of the estrangem ent of the 
existents and of the experience gathered in exploring the Nought. The dilemma 
is ontological in both cases; b u t for Espriu, as we have seen, the  ontological 
dilemma is an ethical problem as well.

This authorizes us to  in terpret the  cycle as follows. Beneath the  under
ground arches, the poet approaches himself. Death cries his name. Poetic 
creation promises a way out. His destiny which he shares with all mankind, 
makes him capable of creation (“em sento molt / germà d ’aquell dolor”58). 
He encounters divine mercy but cannot give up his search for the  secret of 
life heading for death and, within it, the  secret of his own ego. H is anguish 
takes the shape of a persuer and his persued. The personality chases itself 
and, within its own ego, discovers an alien power. The existent is both him 
and not-him. He is incapable of creation. In  the unbearable anguish, the 
reign of the Nought becomes manifest, and the existents glide away; the poet 
rejects creation and feels everything th a t  inspired him to be rem ote, including
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his dead, for whom he had suffered, suffering being a form of community with 
the o ther mortals. Before meeting the Nought (“Car sentia por del nom del 
no-res”57), he finds no way out; all the ways close before him (“La força / 
d ’aquell corrent / contrariava / la proa de la barca”58). Having accepted the 
N ought, th a t  is, solitude, he no longer fears death  (“lesestrelles / . . .am orten 
avui l ’an tiga por”59), and his fear of the unknown is transformed into the 
certitude of the Nought. Loneliness offers peace to  the agonic questioner, 
the pursuing pursued: “El clos indret on jo seré per sempre / amb la m eva 
p au .”eo H e has nothing — b u t he has traversed the labyrinth, scaled the 
sum m it of the spirit and asked his questions uncompromisingly. He could 
thus je ttison  the ominous num ber; the duality of his personality. The dual 
faces of day and night, of life and death have thus  been united.

So far we have used the  word Nought in the  Heideggerian sense. B ut 
E spriu is no t unequivocal in this respect, either. The Nought might also be 
God, as indicated by the m otto  of the cycle. Negative theology calls God 
the Nought to  emphasize His absolute otherness. The mystic, Meister Eckehart, 
faces Man with the u ltim ate dem and to be one — w hat he means thereby is 
of course the  oneness th a t is God, and th a t can be approached only by attain ing 
un ity  in  oneself. In  his conception, ontology and  ethics blend. The House 
of the  Lightning Axe has no windows: real cognition is impossible; it  has no 
door either: it is also impossible to  escape from it. Existence does not explain 
itself, b u t questioning the m orally posited existence is unavoidable. Poetry  
and creation provide the only escape from this quandary. But any escape is 
tem porary , because he for whom life is a moral condition cannot renounce 
asking questions and going in  search of answers. H um an experience shows 
th a t i t  is dangerous to  ask questions. Greek equilibrium  was based on th is 
wisdom. This is what the stories of Narcissus and of Actaeon are about: they  
call a tten tion  to the need for maintaining the balance of the human psyche. 
B ut m orals do not strive for a  balance. Socrates, th a t  most ethical personality 
of Greek philosophy, upset Greek equilibrium by  his persistent questions. 
He gave no answers; he only taugh t how to ask. E spriu is aware of breaking 
the ancien t taboos by looking into his own eyes and  finding in them the glance 
of im placable moral demand. T hat glance is both  his and not-his. He does 
not say  w hether it comes from him or from another being. The ominous num ber 
two, th e  unsupportàble contradictions, the life he w ants to live bu t which 
leads to  death  state a dilemma to be solved. The poet accepts no compromise: 
he renounces creation and leaves behind both his memories and his loved 
ones. H is th irst which first seemed to be a zest of life turned, with the appear
ance of the  Shepherd, into a  spiritual thirst; he finally attem pted to  resolve 
the contradictory nature of existence and created a  un ity  out of it. The poet 
has emerged from the labyrinth.
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52 “ T h e  bords o f  d a y b re a k  /  low er th e  m orn ing  /  fro m  b ra n c h  to  b ran ch . /  O n th e  
e a r th ,  th e  lig h t /  is reced ing  /  w ith  a fte rn o o n  s tep s .”

63 “ M y fear /  rides th e  n ig h t ,  /  th e  trem b ling  d a w n .”
54 “ G uess w ho I  am  /  a t  th e  w a te r ’s edge”
55 “ N ow  th e  shepherd  /  b u y s  y o u n g  ca ttle  /  in  th e  h ig h  m a rk e ts  /  o f  th e  lig h t.”
56 “ I  feel m yself so m u ch  /  th e  b ro th e r  o f  th a t  p a in ”
57 “ F o r  he  fe lt fe a r fro m  th e  n a m e  o f th e  N o -th in g ”
58 “ th e  s tren g th  /  o f  t h a t  c u r r e n t  /  im peded  /  th e  p ro w  o f  th e  a rk .”
59 “ th e  s ta rs  /  . . . to d a y  e x tin g u is h  th a t  an c ien t fe a r .”
eo “ T he  closed space w h ere  I  sh a ll /  s tay  w ith  m y  peace  fo rev e r.”
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Variations on a Process of Demythicization 
on Hungarian Lyric Poetry 

in the 1960s and 1970s*
B alázs N y il a s  y

“ A ll is possib le” 
(G y u la  Illyés)

The toy  balloons of chiliastic confidence in the future have developed 
a sag. Everyone w ants to  use the soft pedal; hands th a t not so long ago had 
reached out boldly for the tape now fum ble insecurely in the fog th a t  has 
descended onto the track. “Our future — ’tis  to  know!” — so the ham m er of 
verse slammed down in the late 1950s. “ O labyrinth of bankrupted scenery, 
о crossroads of anger, о future” — so doubt hesitates in the early 1970s.

Hungarian lyric poetry has grown b itter, no use denying it. The galloping 
progress of the horsemen of the Apocalypse, the swelling sound of desperate 
outcry in its choir of voices have grown in to  commonplace features.

J u s t  a  b rie f call-up  to  th e  w om b,
soon  as  y o u ’re  o u t, you  g e t  y o u r  sum m ons,
u n d e r  p e n a lty  o f  th e  p ress-gang ,
in to  th e  g round , back .

— writes Gábor Görgey, illusionless;

T o g e th e r w ith  th e  po t-be llied  
o ldsters ,
th e  ch ild ren , th e  sick, s tu tte r in g -b la b b in g  folk, 
to g e th e r  w ith  th e  p u ls ing  te r ro r ,  w ith  the  
g en tle  an im als sink ing  in  th e  d a m p  g round

is János Parancs’s indentification with the  suffering; 

h u m anness — b itte rn ess ,

moans Margit Szécsi, choking. Indeed, György Petri asks straight out,

W h a t am  I  up  to , be ing  s t il l  a liv e?

Of course, the phenomenon is by no means without antecedents. In  the 
first half of the sixties, László Nagy and  Ferenc Juhász, as witness their 
volumes of 1965, still struggle, teeth a-gnash, to  recover a lost confidence in 
life; they drive the dogs of their faith to  desperate efforts a t  herding together

* T he p o e try  in  th is  essay h as been  tr a n s la te d  b y  B álin t B alkay .
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the  a tom s of a world th a t insists on falling apart; they  feverishly raise stone 
upon stone in their cathedrals of oaths; yet, by then, the “second generation” 
of th e  fifties, Margit Szécsi, Sándor Csoóri, M árton Kalász, Imre Takács and 
József Tornai have started  tuning in their poems to  the sentiment-circuits 
of resignation.

T rue, the experience of a  historical traum a is still being softened by the 
zest of youth , by an awareness th a t makes them  strive for the possession of 
reality ; an  elegiac sorrow is m oderated by rhythm , bound forms of verse and 
the  genre of the song; yet their poems exhibit a growing emphasis on the sen ti
m ent-spheres of hesitation, on a fading of self-assurance; motions of retirem ent 
in to  th e  spheres of personal existence are increasingly evident. By m any 
a gesture, our poets are revealed not to be short of the wish for an ordered 
world, of the demand for usefulness, for speaking out with conviction and 
efficacy, for saying things of immediate social relevance, but the tension 
betw een in ten t and realisation remains unreleased, and resignation, more 
often th a n  not, proves insurm ountable.1

I t  is thus that, by the  second third of the  sixties, two main types of 
pessim istic attunem ent crystallise out. Sándor Csoóri’s volume M y Second 
Birth  (1967) already provides a comprehensive sum m ary and a paradigm  of 
the  featu res of one of the two, a hesitant elegicism, a resigned relaxation of 
the tragic element a damping of sharp, dramatic conflict, combined with the 
sentiment-spheres of dissatisfaction, inadequacy, lack of fulfilment, homeless
ness, enervation. By th a t  tim e, Csoóri most frequently writes a slim, spare 
free verse, with persistent modifiers and tenses expressive of incertitude: 
reminiscences of childhood and  youth have become the typical subjects, and 
a set of symbols, one th a t is to  gain so im portan t a role in his poetry has 
evolved, subtended by the elements of wind, snow, fog, wet, autum n, listless 
m ornings, impenetrability, isolation, vagueness and lack of focus.

W ate r h a s  f lo o d ed  all th e  a ir  . . .
Bones, sk in , h a ir , love, all a re  g e tt in g  w et, 
th e  fu tu re ’s g e tt in g  w et.

. . . s ittin g  beh ind  
eloud-grey  d im  w indow s I  . . .

The w ind  h a s  b o a rd ed  up  m y  ho m e

U nhook ing  fro m  m y  body  th e  p a ra c h u te  o f  slum ber

A u tu m n -tim e , 
s tu ltify in g  fog,
D ark  A ges o f  p a tien ce

I  w ake u p  d a y  b y  d ay  to  find
som e o th e r  p e rso n  looking a t  th e  ce iling  th ro u g h  m y eyes.

The other type of gloomy premonition of peril is exemplified in purest 
form by  József Tornai’s poetry  of the time. H is volume The Golden Gate,
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likewise dated 1967, differs despite many related features also in conspicuous 
respect from M y Second Birth. Bitterness ra ther than the elegiac tone is 
dom inant: transports of temper, of naked anger are more frequent, effects 
are more powerful, the tragic element less m uted ; the poet’s set of symbols 
is tellingly dominated by the more massive, rougher percepts of mud, stone, 
iron, dirt, concrete:

I  v o m it b lood, p e tro l, concre te  

I  m ak e  m y  te e th  sn ap  a t  th in  a ir  

T o ta l d em en tia :
m ad n ess  o f  w eeds, m ud, sw a rf  o f  iron ,
m adness o f  cogwheels,
m adness o f  naked  shoulders lay in g  ra ils .

I f  I  l i t  th e  lam p, 
th e re ’d be ligh t,
I f  I  p u t  th e  house on fire, 
th e r e ’d be ligh t a ll over tow n.

W h o ev er w ill th aw  m y m o u th  
o u t  w ith  kisses,
w ill h av e  to  sob a t  m y  sw earing .

n o r  w ind  n o r d ream  will c lea r th is  cesspoo 1 stench  from  h e re .2 

*

Then, starting with the late sixties, the early seventies, our lyric poetry 
is suffused even more broadly by a darker tone. In Juhász’s jeremiads, in 
László Nagy’s Outcast in  a Poem, too (as well as in Szécsi’s “long poems” ), 
the  prominent figure of the poet-hero is swamped time and time again by the 
surf of bitterness: even if not repressed altogether, the desire for and the 
gesture of stark, direct counterpoint becomes one degree less clear-cut; the 
lyric hero’s position in the forefront of the battle , his spectacular, forceful 
stand  in the face of the forces of destruction, his role as a value-preserving 
principle become a shade less emphatic.

After their first volume or two, the poetry of István Ágh, István  Bella, 
József Ratkó, who took off in the second half of the sixties, and who were 
akin to  Csoóri and his circle in both personal history and experience, assumes 
a similarly resigned, elegiac nature, whereas Mihály Ladányi, O ttó Orbán 
and the m ajority of those who emerged in the  seventies represent a sharper, 
more dramatized variety  of skepticism.

I t  is in the late sixties and early seventies th a t  the pessimistic perception 
of existence becomes embedded into a solid foundation: the Hungarian society’s 
crisis of values, a more comprehensive sphere of historical doubts, the “dol
drum s of history” , the aimless drifting of the generation th a t had grown up in 
the eventless era of the post-1956 consolidation, the gathering problems of
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existence, the whole overlain by  an ontological premonition of peril constitute 
a  system  of motivations th a t  is more clear-cut and definite than  the  preceding 
one used to  be.

W e associate the em phatic emergence of a new poetic “grouping” 
w ith  th e  feature of ontological skepticism. The poetry of Magda Székely, 
Zsuzsa Takács, Zsuzsa Beney, P éter Vasadi, Barnabás Antal, as well as Dezső 
T andori’s first volume restore in the  final reckoning, despite a num ber of 
d istinctive marks, the in terrupted  continuity of the New M oon:3 for them, 
a  persisten t sense of unease, of peril and hopelessnes becomes, as it  were, the 
m ost essential property of th e  hum an being; immediate, everyday reality  is 
“ spiritualized” , transsubstan tiated  into a  vision: inner stirrings of which 
consciousness is well-nigh unaware, experiences of anguish and suffering 
replace the  familiar, properly labeled and classified complexes of feelings in 
their focus; a live, pulsing pain  often finds outlet in desperate cries of lam ent, 
frenzied pile-ups of words, reminiscences of m etre.

W ho k ill’d  m e  ? W h ere  an d  w h en  Î B eh in d  w h a t hills 
w as I  sc ra tc h e d  u n d e r ? So w h a t a m  I  to  do  ?

— asks Magda Székely, wounded by w hat she calls the “scandal of w ar” ;

F o am  in  a n  e m p ty  riv e rb ed  
is sn ap p in g  a t  th y  bones

— th u s  Dezső Tandori confesses of the hopelessness of human existence ;

D ow n, th e  r e d -h o t te a r-d ro p ,
ro lls sp a rk lin g  dow n th e  d ese rt t h a t ’s a  face.
B a r th  in  th e  ice-cold  o f  space.

— wails Beney;
D irty  th o u , d i r ty  th o u , th o u  w h ite s t, 
u n h ap p in ess , m y  on ly , on ly  one, d o n ’t  leave m e !

— th u s  Zsuzsa Takács invites suffering.4
Y et there is one more river to  cross: one on whose far side there is the 

disciplined, impassive acceptance of the sta te  of suffering, of hopelessness. 
János Parancs (The Natural History of Versification) stems the flood of plaint 
w ith an  allusive mode of communication reminiscent of István Vas; Imre 
O ravecz’s fragmented, stark, lean “verse grids” , devoid of metre and nodes, 
his slow verbs expressive of hesitant, shuffling progress also represent the 
type  of poetry which lacks even the “last freedom of m otion” , th a t  of surges 
of suffering: a t the centre is a  to ta lly  alienated world from which every prin
ciple of ordering is absent.

key  tu rn in g  in  th e  lock  
h e a v y  sm ell o f  s tra w  
a  lig h tb u lb  b lin k s  
a  m o ttled  b a ll, 
on  ro lls  th e  p a p e r  
to rn  a n d  ho led
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defenceless
th e  sleeper reaches o u t

a  w ax y  face on  a ll faces, 
a  bone c rack lin g  in  th e  m irro r.

T he clock  to lled . A cross its  face a  tu m b ril ro lled , w heels creaked , th< 
b o x  w as e m p ty .5

*

The texture of lyric poetry in the seventies is woven of m any threads 
of pain.

We know how frequently Zsuzsa Takács and her circle, János Parancs, 
Oravecz, Péter Dohai place doubts into an ontological dimension, what a 
great emphasis they p u t on the biological vulnerability of m an. Y et there is 
in their poetry, as a strong colourant, also the skepticism of the ultimate 
meaninglessness of hum an existence; the painful awareness of bodily decay 
in the  poems of István  Kormos, Csoóri, Tornai, Ottó Orbán, István  Ágh, 
and indeed of quite a few representative poets emerging in the  seventies 
(György Petri, Anna Kiss, Zsuzsa Rakovszky).

There is a compelling congruence in Tornai’s situation assessments:

from  n o th in g  to  n o u g h t

th e  P O W s o f  d e a th

I  know  n o th in g , be lieve  in  no th ing , 
am  s tre tc h in g  o u t in  to ta l  darkness.

O ttó Orbán pinpoints m an’s position as being

sp ied  on  b y  ly n x  s ta r s  fro m  all a round  
in  th e  w h en ce-w h ith e r’s n ig h t im personal.

Sándor Csoóri complains th a t

m y  bone on  th e  g rin d s to n e  o f  th e  sea — 
i t  is cold , so v e ry  cold .

Fright becomes one of the persistent motifs in the poems: i t  often finds its 
way into their titles.

T o live aw hile  y e t, 
to  w a tch  aw hile  y e t
how  scared  th e  h ills  grow  in  th e  falling  d usk

— writes Tornai; Rakovszky’s poem Afraid  begins

W h a t a  lo t of, L o rd , a n d  fo r w h a t ages, 
ev er since I  aw akened  to  m yself
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and, as i t  progresses, its va rie ty  of situational and environm ental elements 
tu rn  in to  so many mysterious sources of fright-begetting power. Determ inant 
is th e  m otif of fatefulness, of the  awareness of impotence, of events that are 
there to be suffered, the life-sentim ent of6

H ere th e  su n  sh in e s  in  yo u r eye, y e t  y o u  d o n ’t  w ake up, 
here th e  n ig h t  m a y  zing  and  y e t y o u  w ill n o t  sleep , 
here y o u  g e t  p re p a re d  y e t w ill go n ow here , 
if  you  pace , i t ’s  a s  a  squ irrel on its  tre a d m ill .

am ong  th e  d e b r is  o f  th e  day  
an  alien h a n d  w as  a lw ays rum m ag ing

In te n tio n s  o n  th e  ru n , th e  ru n , run ,
A w ay, a n y w a y , no  w ay .

A nd as another telling feature, the seventies bring along also the circle 
of m otifs of exposure to coercion, to violence. I t  is om nipresent in Is tv án  
E örsi’s “ tex ts” above all: a  m an  and a woman aw ait their mysterious fate in 
the anteroom  of a hall full of wailing; the hero of the  “ te x t” entitled Chez 
Phalaris converses a t the d ic ta to r’s behest with his own uncle frying in a red- 
ho t copper ox; further examples, such as Ottó O rbán’s child-torturing SS man 
or th e  henchman of the patro l which executed the fa ther in front of the small 
child, or Csoóri’s soldiers combing a park with pitchforks also mark the growing 
frequency of nightmare visions.

F ittin g  into the process of ongoing concrétisation of the pessimistic 
spheres of sentiment and thought, there is a skeptic’s view of historical evolu
tion, a  sensitive interrogation of the manifold miseries of an “unheated s ta r t” , 
one of th e  groups of problems m ost intriguing to O ttó Orbán. I t  is his poetry 
w ith its  remarkable width of spatial grasp, with its  awareness of the “rich 
n o rth ” and  “poor south” , th a t  questions most comprehensively the facts 
of conquest, violence, repression and misery, its insistent queries prodding 
a sto ry  th a t  has failed to  fulfil hum an hopes.

A fter a ll, i t ’s g e t t in g  m ore and  m ore hopeless 
to  t r y  o g lin g  a  b e tte r  fu tu re ,

In  th e  n a m e , a f t e r  a ll, o f  every  g re a t id ea  a  
g a rd e n  g a te  is k icked  in, 

th e  m en  a n d  th e  ch ild ren  are  chased  o u t  in to  
th e  c o u r ty a rd

and  th e  w ife  is  k ick ed  and  kicked u n ti l  she  
s to p s  sq u e a lin g  . . .

we live a f te r  a l l  o n  a  s ta r  o f w ar a n d  each  w rink le  
on  o u r  h a n d s  is a  b lood-letting  dev ice , 

and  w h o ev er s ta re s  u s  in  the  face w ill feel h is 
h e a r t  w ru n g .

I saw  th e  E a r th :  it  opened to  p le a s u re  its  w omb snak ing  w ith  ro o ts , W artim e  m o u n ted  
it  ro llin g  n ak ed , o u t o f  th e  to rn -o p e n  eiderdow n o f sm oke d e a th  ra n  like fea thers.

The poems of almost every  poet of the period are coloured by the crisis 
of values th a t has been unfolding in Hungary from the late sixties on. The
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encroachment of the object-centric, m aterial world view on an ever-widening 
front, the bitterness felt on account of a massive retreat in to  the  spheres of 
private life is a fundam ental voice line or a motif reiterated w ith some insis
tence in a broad range of volumes of poetry.

T h y  flam e  is fallen  — an d  th y  lu rk ing  em bers 
a re  o v e rla in  b y  lig h t, g rey  ashes.
R o a rin g , m y  soul bellow s a  s to rm  on thee 
— fire  o f  c rea tiv e  rev o lu tio n  — arise !

writes Mihál}-' Váci; András Nyerges voices his fears in

L e t n o t a  b u n ch  o f  c lever gu y s sell o u t 
O ur fu tu re  so fine  fro m  u n d e r  th e  co u n te r

Ladányi’s bitterest complaint is th a t

L o, th e  jo y  o f  m oney  h as done us in m ore th o ro u g h ly  
T h an  a ll th e  w ars ta k e n  to g e th e r.

and András Simor cites Csokonai, a 18th-century poet:

H ow  m u ch  noise by  “ m in e”  in  “ th in e ” h as been  b e g o tte n , 
ev e r since th e  nam e “ o u rs” to  disuse w as fallen .

The rapid spreading of the holy trin ity  of car — plot — cottage induces Imre 
Győré to mediate thus:

H e w ho ekes o u t life w ith o u t a  w eekend p lo t, 
w ill b y  to d a y , tom orrow  a t  th e  la te s t 
be su sp ec t, an d  roo tless o f  course also, 
a  d u b io u s ty p e , a  w eak ling  w ind-blow n hobo.

I have intentionally confined my quotations to the poems of the genera
tion th a t took off right after 1956 because it  is the members of th a t  generation 
who regard the societal phenomena referred to, the entire crisis of values 
en bloc as due to  the stopping short of the revolutionary process, and the seep
age of the bourgeois world-view and mode of thinking back in to  public life 
as a sign of a revival of “ Bourgeoisia” . Persistent them atic m otifs in their 
poetry include the concern for the de facto preservation of worker power, for 
a communal way of life, misgivings the accretion of material w ealth and a pas
sionate fascination with the fresh revolutionary movements of the Third 
W orld (as witness Györe’s and Simor’s volumes of homage to  Vietnam and 
Cuba).

Many of the elements of their situation assessment are taken  up by 
groupings of poets whose volumes of poetry come out in the late  sixties and 
early seventies. Yet although the bitterness felt on account of the  “doldrums 
of history” , the  resigned mood of drifting, the complaints about the  hemming-in 
constraint of space, the lack of opportunity undoubtedly recall motifs in the 
thought and sentiment of Ladányi and his circle, and although the younger
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poets do attach  themselves to  th a t  circle, they also deviate from it in many 
respects — more and more as th e  seventies roll along. The younger authors’ 
efforts a t  explaining and in terp reting  the social process are couched less and 
less in  th e  terms of a past situation; in their view, socialism increasingly 
becomes a  complex system of institu tions caught up in the  process of evolution, 
m odification and change; the  problem  of dém ocratisation acquires a central 
role; th e  poems place a growing emphasis upon com plaints about the lack of 
ou tle ts for authentic social action, and increasingly identify  with the laments 
of persons locked up in infantilism  and shorn of the  option of responsibility
tak ing .

th is  h eap  o f  b o n e s , 
th is  flacc id  p y re ,
w et loneliness s tre w n  onto  burn ing  
loneliness, fa k e  lim b s on c o tt’n ing  snow , 
th is  ju n k  b e lo ite re d  b y  th e  p es t . . . 
th is  fre e -fo r-n o th in g  
h a rv e s t o f  r u s t
a  pow er c u t  in  sc ra p  iron  circu la ting , 
th is  side o f
a w elkin  h e ld  w ith  w ire  together 
th ey  w a n t th i s  to  be  m ine 
and  w a n t i t  to  b e  a ll th ere  is.

(Endre Rózsa)

L yric  poetry in the seventies has a darker outlook: its lyric heroes have 
undergone profound changes.

I  do love M an , I  d o ;
no longer e v e ry  w h ich  one, though

— th is  is the  confession, in a restrained, quieter vein, of a poet (Mihály Váci) 
who, n o t so long ago, was still a t  home everywhere, who wanted to “account 
for every  worry” , to embrace everyone.

I  w hen I  im a g in e  a  hero  he’s no m a n - tig e r  o u t  o f  G oth ic  lore, 
b u t a  g o a t g ra z in g  a  h igh stony  p la in , 
strong ly  a t t a c h ’d  to  its  bare  abode,
th a n  w hose u n re a s o n  only the u n p re te n tio u sn e ss  o f  its  w an ts 

a n d  to u g h  z e s t  o f  life are g re a te r

— th is  is Ottó Orbán’s thesis form ulating his new hum an ideal.
T he poet-hero jousting w ith  the  dirty powers, chasing away the vultures, 

throw ing a  gauntlet to the sniffing curs is replaced by lyrical egos in the throes 
of a  id en tity  crisis of not suffering from a to ta l lack of personal identity. 
As I  hav e  pointed out above, László Nagy and Ferenc Juhász do keep up the 
heroic a ttitu d e  in most respects, b u t the resignation of Tornai and Csoóri, 
the persis ten t self-irony of L adány i speak of definite changes; in fact, in Imre
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Takács’s volumes entitled Admissions and A n  Experiment with Pebbles the 
circuits of problems connected with guilt, self-accusation and the erosion of 
the personality have become ubiquitous.

I  a m  used  up , w orn  aw ay

U n d e r th e  n uc lea r c loud o f  lies soars th e  a sh  o f  m y  lo s t face

T h e  b roken  d usk  o f  d u m b  p ro te s t,
b la c k  veil o f  neurosis sp read in g  o u t o n  m y  fro n t.

W h en  no  longer w ork ing  — 
th e  m in d  decays: 
y o u  see i t  fla rin g  u p  — 
th e n  d ark n ess falls.

In  the next phase, the poems of the generation th a t emerged in the late 
sixties mostly present — beginning with the early seventies for some of them  — 
types of personality fragmented by doubt, self-dissatisfied, in th is or th a t 
stage of erosion. Existence as a problem is best illustrated as a state by Petri; 
as a process, i t  is probably projected with the greatest artistic power by Lajos 
Pass’s First Requiem show concreteness is m ost conducive to  em pathy.

W h y , shou ld  I  te ll how  m y  sp ir it 
fa ils  to  je ll: w recks bege t 
w recks in  m y  b ra in  . . .
shou ld  I  now  speak  o f  th e  ab o m in ab le  fa m ilia r ity  
w ith  w h ich  I  w alk  m y  chaos Î . . .

. . .  I  h av e  g iven  u p  
m y  y ea rn in g  fo r desired  u n ity :
w h a t o th e r  ignom iny  m a y  y e t  b efa ll m e  Î I ’m  d ash ing  

to  an d  fro  as n im b ly  a s  a  r a t  . . .

— so György P etri m editates with merciless self-tormenting frankness.

a t  tim es  I  so w ould  im plore, w ere i t  th a t  traged ies , 
t h a t  blow s w ould h ave  s tru c k  us in fe rtile ,
a  v io len t w ild  h a te  ra th e r , f r a n k  m ad n ess o r pu rp o sed  an g e r b u t 
‘tis  th e  sh a rp  itch y  sly  m in u tes , th e  silly  w re tch ed  little  

squabb les th a t  
m u ltip ly  . . .

. . . g ive b ir th  to
an g u ish ,
g iv e  b ir th  to  fear, to  abho rrence , 
su ffo ca te  and  
sm o th e r  us so th a t
w e realise  we have n o th in g  to  u n d e rta k e , 
w e rea lise  we a re  unab le  to  s ta n d  u p  to  an y th in g , 
w e h a v e  n o th in g ,
w e m u s t n o t w ail, n o t being  b ea te n ,
w e c a n n o t flee, n o t being p u rsu e d , o n ly  th re a te n e d ,
o n ly  chew ed o u t, on ly  w orn  o u t, so w e ourselves g ive u p  for good,
s till a t  th e  o u tse t,
befo re  we could h ave  p ro v ed  a n y th in g  . . .

. . . woe, I  can  no longer sp eak  o f
m yself, am  no  longer w ho 
I  w as, so noble  o f  in te n t,
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nor weis I  tu r n e d  in to  w h a t th e y  w an ted , 
acqu iescen t in  p a tien ce ; 
tw o  keen edges w hen  b itin g  
one a n o th e r th u s  a re  b o th  ch ipped  
useless . . .

— th u s  is the world-feeling, th e  self-perception of the generation born about 
1945, an d  grown up in the personality-decomposing medium of the “doldrums 
of h is to ry ” , as confessed by Lajos Pass in a poem th a t flashes up insights into 
m any m otivating social facts as well.

“ T his u n h ea te d  s ta r  is n o t  one to  
fall fo r h ig h fa lu tin  g a b ”

(O ttó  O rbán)

Suspicion suffused lyric poetry  in the 1970s. The pathos of confidence 
in life was replaced by the philosophical-aesthetic categories of m istrust. 
The gesture of demythicisation-deheroisation, the tendencies of profanisation, 
the aesthetic  categories of remoteness, vagrancy, scorn, irony, the grotesque 
and th e  morbid, slink into the poetry of our period in the wake of an obstinate 
seepage of agony.

The scale of voices of E örsi’s volume of 1968 is already of sufficient 
scope for the wryness of the Grimaces, and, although, in Ladányi’s Roaming 
after Thee, the sharpness of the vagran t gesture is still m oderated by an elegiac 
a ttitu d e , th a t  poet had, by 1969 and to 1971 (On the Far Side, A  Kinder 
Country, developed not only the  provocativeness of vagrant poetry (self
exile from  “bourgeois society” , persistent profanisation, emphatic eroticism) 
and its  typical scenes and entourage of objects (the proletarian world, cheap 
bistros dooryards), but the aesthetic of pungent, shocking associations as well. 
O ttó O rbán in his “Resurrection deferred” (1971) attacks “obsolete” m yths 
with a surging power while P e tri in his Explanations for the Use of M . m aster
fully deploys the ironic technique of circumlocution, the m ethod of bogus 
prevarication.

The volumes just m entioned already are veritable repositories of deherois- 
ing, profanising gestures, processes and outlooks; yet from the second th ird  
of the  decade on, the “ironic” mode of creation is seen to  gain ever more 
ground, in  addition to Ladányi and his circle, also in the oeuvre of other poets. 
After several experiments of m oderate artistic worth, it  is in Anna Kiss’s 
world populated  by homely wall-niche saints, jolly witches and sym pathetic 
devils, in  the  volume Blackring (1974) and even more in Worlds (1976) th a t 
the phantastic-com ic grotesque comes of age, whereas Zoltán Sumonyi’s 
A  Portrait, Complemented (1977) manages to  combine a chattily  ironic tone 
with w eighty cogitative elements, issues of historical destiny; Dezső Tandori 
develops the  ironic parenthesis to  something akin to  artistic perfection, using 
this technique to cover up the  essence and to make it appear accidental,
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while footnotes are p u t to the boldest, the most organic use in the work of 
Géza Páskándi.7

And the way in which the whole of our poetry is imbued more and more 
fully with the aesthetic categories of distancem ent is m arked ou t by a whole 
succession of first and second volumes: Imre Péntek’s M idnight Railyard, 
Anti-ad for Sweetness, Géza Aczél’s Fresco with a Hangover, A ttila  Benkő’s 
Thanks for the Keys, The after-Friday Thursday, Lajos P in tér’s Rivers in  White 
Shifts, Irén Kiss’s Becalmed, György Spiró’s Chronicle, Ákos Szilágyi’s The 
Schoolmaster Embarrassed and Creatures, and A ttila Béres’s I t ’s Tomorrow,8

*

A perm anent feature of demythicising profanisation is a striving for 
the commonplace, a “ them atic downgrading” , a preference for the elements 
and episodes of everyday life accessible to  direct experience, the  placing of 
the lyric hero into quaint, grotesque life-situations, an ironic view of the 
cusps of human commonly held to be significant. Ottó Orbán for example 
describes as follows th a t highly im portant event which is asking a girl’s 
hand in marriage:

an d  in a  k itch en  on  L en in  A venue, g lo rified  lum m ox he, he a sk ed  E . J .  for her 
d a u g h te r’s h an d , s ittin g  on  a  k itchen  s to o l w hule th e  k itchen  w allow ed in  th e  an te -c rea tion  
s team  o f  th e  w eekly  w ash  an d  th e  cen tip ed e  sc ru b b ru sh  lay  on  its  b a c k  o n  th e  tu b ’s rim  
like a  hera ld ic  fam ily  b e a s t . . .

And, in addition to  the nodal episodes of personal existence, profanisation 
penetrates also the period’s outlook onto history. The great, national symbols 
are relegated to the background; the event-centric view is replaced by the 
process-centric one, spectacular milestones by everyday reality, by common 
history as experienced by the common man; the personalities of the chronicle 
are placed into perspectives out of the ordinary.

p o e try  hu n g arian n ess n o  g reek  d ra m a  ju s t a  tra ff ic  a c c id e n t

re su rrec tio n  is odaic  in  essence only
fo r th e  re s t p oste rs b a d  m oney  rum b ling  s tom ach

th is  w hole novel sm elling  o f  pee an d  blood 
in to  w hich C en tra l E u ro p e  is rew orking 
th e  ba lco n y  scene o f  V erona

1918 b y  local reckoning
n o th in g  is w orking
th e re  is a n  idealis t a t  th e  tille r
a  c o u n t besides b u t a  su ck er f irs t o f  all.

(Ottó Orbán)

T hat history is no longer anywhere near the old respect-commanding, solem
nity-triggering poetic subject is indicated by the persistent, deliberate manu
facture of anachronisms by the au thor just cited, the projection into the past
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of the  paraphernalia of modern technological civilization, as also by the playful 
archaisation in Simor’s Garnie and  by the chatty  irony with which Sumony 
evokes th e  cusps of history.

T he world of percepts of mythology also undergoes a  revealing change 
in th e  seventies. Görgey loosens up the solemnity of the  Last Supper with 
a ram bling skein of associations; Anna Kiss and László Marsall paradise 
creation proper in commedia buff as ; Eörsi writes persiflages on Prometheus 
and M ary; frequent with him are also sarcastic changes of viewpoint, searching 
glances cast upon the seamy sides of things; he quotes a journal by Godot, 
publishes a  mouse’s monologue on a grinning bald m an (probably himself) 
invading the  kitchen, and records the situation of the  fish swimming in the 
tan k  a t  th e  butcher’s from the  respective viewpoints of the  fish, the butcher 
and th e  customer . . .

A nother persistent them atic  m otif of the seventies is ironic meditation 
on poetry, the mocking invocation of the Muse.

N o an d  no . ‘T is n o t  th e  speech  o f  angels t h a t  w e h ea r,
b u t H is to ry ’s m isb e g o tte n  m onste r o f a  b u ll t r o t t in g  u p  th e  sta irs ,
shoving its  s t in k in g  m uzz le  in to  one’s f l a t  . . .
w h a t we perce ive  is c lassica l a ffla tu s  h a v in g  le f t  fo r p a r ts  unknow n 
and  closed u p  th e  v e rtig in o u s  h a t  saloon o f  p o e try

— th is  is how Ottó Orbán ,9 au tho r of many a profanizing ars poetica, formulates 
and a t  th e  same time justifies the  programme of negating traditional poeti- 
cization.

W e who
experts in  th e  m a t te r  o f  n o th ing  
w rite  poem s a n d
in  th em  h a n d  o u t  a d v ic e  to  h u m an ity  w e k n o w  fu ll w ell th a t  h u m a n ity  
w ill ten d  to  u n d e rp a y  th is  so r t o f advice

— is L adány i’s characteristic diagnosis concerning the  situation of lyric 
poetry  an d  lyric poets, in a poem  pointedly entitled Sham ’s Poetica.

Go poem , be  th e  s tu ff in g  in  a  subsid ised  m ag az in e !*

— so his younger contem porary, Gábor Csordás, launches one of his poems.
A nd  love, th a t other g rea t romantic m yth besides “sacred poetry” , 

is also increasingly profanized in  the lyric poetry of the  seventies. The poet 
of the sixties still for the m ost p a r t  looked upon the attachm ent of the couple 
as a  preserving support and tie, as the convenant of

G ird me u p  ch in -h ig h  w ith  fa ith  
and  I  w ill ho ld  o n  to  y o u  
u n to  th e  d e a th -b e d

and of
E ntw ined  as tw o  h a n d s  in  p rayer.

* I n  a  tak eo ff on th e  g re a t  A til la  Jó zsef’s “ Go, po em , to  f ig h t th e  class w ar !”
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Sándor Csoóri, Im re Takács, József Tornai, on the other hand, are a t least 
as familiar with love’s disquieting “other face” , begetter of agony, and Eörsi, 
Ladányi and the poets of the seventies often refer with evident scorn to  the 
“eternal feeling” , emphasising as they do the seamy side of the blaze, of 
pervasive glow — the surfeit, the b itter prose of the day-by-day, the role of 
the “sunday father” . As early as 1971, Eörsi in his volume entitled A  private 
hope ironically enquires of his fond love why he had to  miss the weekly 
breaking letter just due; P e tri’s piece A n  alba for Telephone is a jeering im ita
tion of the medieval genre singing of the lovers’ separation a t dawn:

H a lf  fou r. I t s  h a lf  fou r a lread y .
R o b e r t  h a s  le f t fo r hom e.
H e  to o k  th e  ca r, d o n ’t  go b ack  to  sleep.
I  le f t som e coffee in  th e  cooker,
lig h t u p  in  th e  co rrido r only , o th erw ise
h e ’ll sm ell th e  sm oke . . . d o n ’t  go  b ack  to  sleep.
H a lf  fou r. I t s  h a lf  four a lread y .

Adultery, impersonal lovemaking, sarcastically handled scenes in borrowed, 
dreary flats, motifs of the roomer’s existence first appear in the volume 
entitled Explanations for the Use of M ., to  grow into an all-pervading routine 
with the beginners of the 1970s.10

*

The set of genres of Hungarian lyric poetry  has also undergone a profound 
change by the seventies. By the period under review, the poetic forms con
ceived in the sign of confidence in life, odaic in the main, encompassing 
unambiguous adient gestures have been relegated to the background: nor 
are the rhapsodies fighting for the recovery of th a t confidence tru ly  typical; 
it  is the elegiac and ironic genres and verse types of resignation in the broader 
sense th a t give the era its dominant colour.

The ode-type poem, which still played so serious a role with the post- 
1956 generation of the Fire Dance,11 emerges by 1971 in a to tally  changed 
form: it is by negative means th a t O ttó O rbán’s stormily powerful odes to 
the “Muse of N egation” , to  “Critical Hope” acquire, as revealed by their titles, 
the momentum of their identification. The other favourite form of the fifties, 
the anecdotal genre, also undergoes a radical change. Disappearing in its 
original form in the second third of the sixties, it  reemerges changed almost 
beyond recognition, enriched in the reflective element and endowed, in 
contrast to its earlier preoccupation with the particular, with a significance 
reaching out beyond itself (Orbán’s Zodiac and Root in  the Ground ; pieces 
in Sumonyi’s A  portrait, Complemented). The change th a t had overtaken our 
lyric poetry bj7 the seventies is illustrated perhaps even more tellingly by the 
fate of the idyl. W hereas, before, the small and the great world were not 
sharply separate, whereas Simon’s lyric hero riding a cart to propose to  a girl,
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G arai’s road-mending worker eating his dinner a t his own good pace were 
joined to  th e  greater world with a thousand threads of confidence, in Tandori’s 
shut-up  “ private world” , in his domestic m ythology built on the sports p ro
gram m es of the “picture-presenting machine” (the TV set), on the rituals of 
feeding th e  birds, watering the p lants and going shopping, on the koala poohs 
th a t  are surrogates for life, com m unity and action, and in Anna Kiss’s comico- 
grotesque phantasy world th a t  ceaselessly exudes pain and sorrow, i t  is 
obviously the  life sentiment of peril, the basic gesture of flight th a t are the 
p redom inan t features.

E v en  song, th a t most indestructible genre of lyric poetry, has been 
ironized by  the seventies, w ith the vagrant, mocking, or indeed painfully 
ironic song coming to the fore (Eörsi’s Songs on the Subject Matter of Giving in  ; 
Simor’s A  Song on illusion). The arch made up of several varieties of “ little  
songs” spans the space of tim e from Eörsi through Ladányi to Im re Péntek 
and Á kos Szilágyi.

W hile I  clim b in to  m y  slippers, 
a  tim e-bom b goes o f f  in  H a m p ste a d , 
as I  s it facing th e  te lly , 
people g e t k illed , b u t  n o t m e y e t,

if  o thers s ta rv e , m e , n o t m e  y e t, 
m y  h e a rt b ea ts  re g u la r  a s  a  p u m p ,
I  have  grow n an k y lo sed  to  h o rro r, 
like som e scar tissu e  to  th e  s tu m p .

(P én tek )

And, a t  th e  end of this “survey of genres” in a few lines, we m ust no t overlook 
the spreading in our period of th e  modern jeremiad  (Ferenc Juhász’s Children’s 
Songs, T ornai’s A  Song for Sacrifice, Songs for Péter Veres), nor the em phatic 
emergence in the second half of the seventies of a group of genres quite unpre
cedented in  the immediate past, the scena buffa, the grotesque game, beloved 
of A nna Kiss and László Marsall above all; one is, however, fully justified in 
classing here also Eörsi’s piece Clown on the bridge and András Simor’s The 
Story of the Faust of Soroksár.*

*

This reshuffle of genres is exhibited in  pure and typical form also by  the 
Fire D ance Generation’s poetry. For a longish spell after 1956, th a t  poetry 
was dom inated  by pieces of odaic, rhapsodic tone (odes, cantatas, rhapsodies, 
symphonies), with, in fact, odaic certainty still in the ascendant over rhapsodic 
doubt (Győré: A  Poem to the Party, Ladányi: A  Hymn, Váci: Not Enough 
Yet). Between 1965 and 1967, on the other hand, some of these poets are 
heard  to  change tone: Ladányi’s volume Roaming after Thee (1965), referred

* S o ro k sá r is a  nondescrip t-com m onp lace  su b u rb  o f  B u d ap est.
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to  above in another context, alloys elegy w ith a vagrant tone; scornful-ironic 
and listlessly resigned, elegiac types of poem are strikingly frequent in Györe’s 
book entitled A  Celebration with Modifications (1965) and even more so in 
his New Poems dated  1965 and 1966, as well as in Nyerges’s Once upon No 
Time (1967).

I t  is only one or two years later th a t Váci’s poetry is pervaded by a tru ly  
deep gloom: his first full-fledged rhapsodies (A  Condign Power, Fool You) 
appear only in his volume entitled (Power of the Poor) (1964). However, after 
a brief interlude of satire (Present-day Dialectics, Relatives, Laced-up Souls, 
The Plains — Well I  never !, Siamese Tw ins), his road leads him also straight 
into resignation .12 His first political elegies tu rn  up in his book R ain  on the 
Sands (1968) (A  swaddle for a Country, W inter is Nigh), and his posthum ous 
volume is tuned to  an unistakably elegiac band of sentiments.

By the first half of the seventies, then, every member of the Fire Dance 
Generation had changed course for elegy and  irony. The end of the  process 
is marked, symbolically as it were, by Gábor Garai’s volume of 1974 which, 
under its title A  season for Elegies, expresses perhaps in purest form the 
resignation and faded self-assurance of the generation.

H e w ho  h as been o rdained  a  tre e  
m u s t live in  th e  forest.
T em p ests  perch  in th e  lone ly  tre e , 
in  i ts  to p , lightnings nest.

E v e ry  tw ig  o f th e  lonely  tre e  
w ails a  s ilen t, gnarled  h o o t,
A s ta n d -u p  g rave has been  d u g  fo r it  
b y  i ts  s ta n d fa s t r o o t . . .

I t  is sh u n n ed  b y  carrion  b ird s  
fo r its  tongue-tied  screech ing , 
b u t  g row s vu ltu res for itse lf  
in  its  boughs self-w asting.

О lonely  tree , bu rden  an d  p a in  
to  e a r th  an d  skies so e m p ty ,
‘tis  n o t th o u  who h a s t le f t th e  fo rest,
’tie  th e  fo rest w ho’s le ft th e e .

*

The deheroizing trend of the seventies naturally  pervades language also. 
How little confidence our verse-makers have in the instrum ent of poetry, 
how often they feel impelled to replace a former, exquisite vocabulary by 
words of the common language, by the everyday, spoken tongue — all this 
is a familiar fact.

“Chums, bedlam, blokes, those who’ve made i t” — these unm istakable 
colloquialisms tu rn  up as early as 1965 in M argit Szécsi’s fine rom antic song. 13 
“doing my drudge” , “playing the fool” , “ a  loaded spiel” , “tarts  on the  m ake” 
are encountered in Ladányi’s volume, likewise dated 1965.
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The explosion to  end all explosions, however, is triggered off by O rbán’s 
Resurrection Deferred of 1971.

W h o so ev er in  th e  w h ite  sh if t  o f  h is te e th  in  fau ltle ss  choice w ords m ak es  to  o ra te  
o n  th e  b u co lic  qu ie t g a th e r in g  d u s t  a t  th e  g ra ssro o ts  to  th e  in a rticu la te  w h im p e rin g  o f 
u n c o u th  a g o n y  has s p a t v in eg a r a n d  bile in to  h is  p u b lic ’s face.

— sta tes  the author, program matically: from then  on, he renews poetic vocab
u lary  w ith  a truly deliberate radicalism, in a  tireless quest for powerful fresh 
raw  tu rn s  of phrase.

M aking en d s  m e e t’s a  g re a t s c u lp to r  a n d  i t  
c a rv e s  a  sheepshead  o u t  o f  a  h u m an  
face

I ’ve s p e n t h a l f  m y  life s itt in g  o n  m y  
ass c h in n in g  w ith  yo u

О arseh ead s, sh o u te s t th o u  e a rly  o n , to  
m u t te r  la te r , oh  m y  b re th re n

E u ro p e  . . . w ith  th e  poise o f  a  b e a u ty  
q u een  s ta lk in g  th e  s h i t o f  w ar.

In  step with the replacem ent of the vocabulary and of the standard  
tu rn s  of phrase, the seventies repress the im perative and exclam atory sen
tence, letting  the ironic question multiply. Persistent sham-ingenuous in te r
rogation is a trick much beloved of Zoltán Sumonyi, but Ladányi too resorts 
to  i t  frequently enough.

O nly th e  crucific ion , m ilord  ?
N o t even  th e  v inegared  sponge n o  m ore  ? 
we ag reed  o n  tw o  th ieves to  s t a r t  w ith , 
w h a t is th is  a rm y  doing a ll a ro u n d  ?

I f  n ine  h u n d re d  an d  n in e ty
w ere to  g a th e r  o u t o f  a  th o u sa n d
an d  w ere to  sa y
well th e  b oys n o  ca rd s  to n ig h t
no lis ten in g  to  th a t  d a f t  dance  m u s ic
well le ts  h a v e  a  look
now  w e h a v e  a  w ink  o f  tim e
w h a ts  go ing  on  th e  boys
I f  o u t o f  a  th o u sa n d  th e re  w ere to  g a th e r
nine h u n d re d  a n d  n in e ty
w h a t w ould
th e  p ra t t le  be  ?

(Ladányi)

The self-consistency and purity  of language are also upset: the collage, 
the  “p ra tt le ” come to  the fore; the poet m ay shape a  sovereign artistic en tity  
out of quotations from others, out of commentaries, fragments: Simor in  his 
poem A ir  images prefers in fac t the “languagelessness” , the fragm ented lan 
guage so dear to István Domonkos.
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Oben in  der L u ft  a  red -h o t f r o n e ,
C hief G yörgy  w ith  h is m u s tach e  burn .
I  m ak es m agic, Tiroler Schm id t,
A nd Bauer-YAood in  flam es go ch u rn .
N o t scares, w ill you , H erren, D am en,
N o po o r peoples n o t com ing  here ,
I  d ip s  m y  s ta v e  gut A lo ys  Schm id t, 
a n d  in  der L u ft  nobodies dere .*

The blending of genres is also considerable. In the second half of the 
sixties, it was just prose verse th a t was gaining ground; by the mid-seventies, 
Eörsi’s books of mixed genres had appeared.

As the epic mode is repressed, the dram atic element gains ascendancy. 
Orbán himself frequently creates situations of stress ( A  story from before the 
A . D., Chile), whereas in Sumonyi’s volume entitled A  Portrait, Comple
mented, a carefully chosen “situation” th a t, charged with dram atic energy 
and suggestive of historical destiny, points far beyond itself, in fac t has risen 
to  the rank of the most im portant poetic element ( In  Endre A d y ’s Veres 
Pálné Street Flat, 1918 ; Csokonai on Bloody Heath for Martinovics’s Exe
cution ) .

*

The sixties and seventies bring a transform ation also in the  structure 
and architecture of the poem. The poetry of the mythic vision, as developed 
as a contrast to  the banality of “lyric realism ” , had started  as early as the 
fifties to  drive the epic element out of the poem, to create a powerful, sug
gestive poetic language. I t  was in the same direction, towards a language 
charged with m any free valences and with a great energy of association, 
towards a more poetic poetry, th a t Csoóri’s and Tornai’s work, full of asso
ciative invention, took its im portant steps in the second half of the sixties, 
and so did, in the early seventies, a profanizing aesthetic interrelating, flashing 
together a variety of levels in outlook, thought and tongue (Ladányi, Orbán), 
as also an increasingly evident spreading of the István Vas-style restrained, 
allusive, suggestive, elliptic mode of communication (Petri, Sumonyi, Szabolcs 
Várady).

The typical verse-structuring gestures of the seventies likewise have 
their roots in the second half of the sixties. The loosely knit poetic entity 
made up of several larger units, which L óránt Kabdebó calls “a representative 
torso”, is favoured among others by Im re Takács, bu t mosaics of broken 
shards of poems are in fact present even in Mihály Váci’s volume Rain on the 
Sands (Sacred Epilepsy) ; furthermore, none of the coordinative “long 
poems” which surround a central poetic core with a loose skein of many asso
ciations (Béla Osztojkán, Tibor Zalán, Miklós Zelei) gives the impression of

* The a llusion  is to  G yörgy  D ózsa, nob lem an  leader o f a  p e a sa n ts ’ re v o lt,  executed  
in  1514 by  being s a t  on  a  red -h o t iron  th ro n e .
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being entirely independent of some pieces in Szécsi’s Great Flower shredder 
or th e  odd poem still conceived in the spirit of Ginsberg and his circle in O ttó 
O rbán’s output (The March, The Breakthrough). Indeed, the antecedents of 
th e  cyclical architecture which becomes so pronounced from the second half 
of the  seventies on are present in the poetry of, among others, Ottó Orbán 
again. Perhaps the unarticulated stream of consciousness, the flood apparently 
untouched by the gesture of composition (Géza Páskándi, Erzsébet Tóth) 
is the  only one not to  have even a germ of a direct antecedent among the new- 
design verse types of the  seventies.

I f  I  g a v e  th is  d efin ition  o f  freed o m : 
th a t  sm a ll m o tio n  w hich tu rn s  a  
fu lly  d e te rm in a te  social be ing  in to  
a  p e rso n  w ho does n o t e n tire ly  
rep ro d u ce  th a t  w hich  has been  g iv en  
h im  b y  h is  de te rm inacy .

(Jean -P au l S a rtre )

L et me, in this th ird  and  last part of my essay, compact into theses the  
essential elements of my views. F irst and foremost, I  hold th a t the fundam ental 
phenom ena and processes of lyric poetry in the seventies can be derived from 
the gesture of demythicization in  the broad acception of the term. I also hold 
the gathering gloom engendered by the perception of a peril from the last 
th ird  of the  sixties onward to  be essentially akin14 to  the  profanizing tendency 
th a t has been so marked since th e  early seventies. I  identify its carriers, those 
who unhesitatingly express its  values, as a m atter of course with some of the 
representatives of the generation which took off in  the fifties, who by now 
count th e ir own several volumes each, whereas the  diffusion and general 
spreading of the trend is to  be associated largely w ith the names of poets 
who emerged in the seventies.

I  deem the rise of these tendencies into landm ark positions to  have 
been necessary and wholesome in the final reckoning. True, they may have 
become the  sources of much soul-searching a t the average, everyday level of 
literary  life, creating as they  d id  the superficial appearance as if our lyric 
poetry  were going through a period of total introversion, of a flight into itself, 
of the  much-envisioned “change of function” . A fter a scrutiny of its o u t
standing representatives, however, I  am confirmed in my assumption th a t 
no such th ing is true. The w ay I  see it, deheroizing profanization implies a 
clearer sight above all, a tru e r  reckoning with determinacy, whereas an 
enhanced sensitivity to  peril leads to a more profound world view.

The Hungarian lyric poe try  of the seventies is undoubtedly attached 
m ost d irectly  to  those prior periods marked with peril and disillusionment. 
In  A nna Kiss’s rank ornam entation, there is all th e  stifling sultriness of the 
H ungarian  fin-de-siècle ; th e  early  resignation of Sándor Csoóri and his circle
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reflects the resigned, restrained gestures of the  Island and Ocean15 period; 
the  gestures of Hungarian Dadaism spook in the  Anna Kiss — and M arsall — 
style “scenes” ; Tornai’s powerful, elem entary pessimism has Lőrinc Szabó’s 
desperate, wild expressionism for its obvious antecedent; the m enaced idyl 
of the “N yugat” ’s th ird  generation is akin in m any respects to the grotesque- 
distorted idyl of the seventies, and so is the  New Moon’s, attunem ent to  suf
fering, as I  have pointed out above, to  Zsuzsa Beney’s and her circle’s painful 
perception of existence.

Undoubtedly, too, the aesthetic categories of identification are not 
immediately apparent in the lyric poetry of the  seventies; nor does one discern 
a t a first glance in the poems of the period the  cathartic gesture still so much 
in evidence in the rhapsodies of the fifties and sixties; the resolve of

W e il  s t a r t  anew  a  h u n d red fo ld  i f  need  
be , sh o u ld ’ring  th is  f in e s t  m ission 
o f  th em  all

I ’ll s t a r t  anew , fo rsooth  I  w ill

I f  r ig h t th e re  be, m y  r ig h t i t  is . . .
I  do n  m y  he lm et, g rip  m y  sw ord ,

the thunderclap of the “eppur si muove” a t  the  end, the poet hero opposing 
the forces of destruction, the bipolar dram atic structure of the poem, all these 
are things of the past; spectacular, storm y sentiments, arcs, lilts, nodes and 
points are relegated into the background .16

However, none of this implies th a t the  lyric poetry of the seventies has 
gone in negation of the desire for an ordered world; only th a t the  contents 
of justice, freedom and humanism had, as so often before in our literature, 
retreated into the sphere of nostalgia.

D ro p  dead , 
d ead  o f
m y  carrio n  stench

— writes József Tornai in his poem Spartacus’ Seven Last Words on the Cross, 
making it abundantly  clear by his example th a t, in 1975, it would be vain to 
look for any im m ediate catharsis in our lyric poetry. Indeed, the  value-pre- 
serving defiance is in the bitterness proper: the catharsis is provided by the 
extremes of grief, anger and pain.

B u t m eanw hile  y e t, th is  w ay  o r  t h a t ,  som ehow , 
u n d e r  th e  g rassroo ts, so to  sp eak , 
so m eth in g  h ad  g o t c rea ted , 
he h a d  grow n  up  and  also d ied  m eanw hile , 
th e  w heezy  p reach er o f D eb recen  to w n ,
m eanw hile  a  hero ic  epic, a  M an ifesto , a  H y m n  had  g o t w rit te n ,
m eanw hile  — ’tis  h a rd ly  tw o  m o n th s  hence —
a  seedy  strip lin g  has tu rn ’d a  sh ep h e rd  boy
in to  a  fa iry  k ing, and  now
is sh o u tin g  ’L ong  live’ on th e  R esp u b lic
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— w rites Sumonyi in his poem A Hungarian Jacobin poet in  Early 1845, 
whose unusual, colloquial tone and ironic expressions clearly conceal (and 
validate) the nation-building pathos of the  Reform  Period, as an excellent 
exam ple revealing th a t “irony” means not the  negation of the aesthetic cate
gories of identification, merely their retreat to  greater depth.

W ith  the outstanding creative poets of the  seventies, the profanizing 
tendencies of the period do in fact never m ean the negation of significant 
value, only the negation of a spurious chiliasm. In  the lyric poetry of Ladányi, 
P e tri or O ttó Orbán, there is desperation behind the  apparent jeering, a small- 
people’s humanism behind the comic grotesque, nostalgia behind cynicism, 
suffering behind impassivity and sentim entality behind peevishness; and the 
contradictions between these layers of outlook and significance are apparen t 
only: th ey  in fact interpenetrate, m utually validating each other and rendering 
each o ther the more lifelike.

From  the second half of the sixties on, Hungarian lyric poetry sta rts  
giving increasingly authentic answers to  th e  questions put to  it, questions 
th a t are no t easy ones by any standards: it  refuses to embark on any  more 
sham offensives, bu t — or so i t  seems — neither does it retreat to the  border 
where the  renouncement of societally significant, relevant expression begins. 
If I  m ay continue the m etaphor, Hungarian lyric poetry increasingly seems 
to  be digging in, to be preparing for a pro tracted  trench war.

N O T E S

1 S á n d o r Csoóri pub lish es h is  th ird  volum e b y  th e  ti tle  F light from  Loneliness) 
a lth o u g h  th e  book  is w ell know n to  express th e  s ta te  a n d  psych ic  s trirrin g s o f  h is  tu r n in g  
in  u p o n  h im se lf, o f his co h ab itin g  w ith  loneliness r a th e r  th a n  th e  gestu re  o f f l ig h t: M árto n  
K a lá sz  c a lls  R hapsodies p ieces o f  a n  u n m is tak ab ly  e leg iac  tone .

2 A t  th e  tim e , M árto n  K a lá sz  and  Im re  T a k á c s  sto o d  closer to  th e  re s ig n ed ly  
elegiac ty p e  o f  ly ric  p o e try  h a llm a rk ed  w ith  th e  n a m e  o f  Csoóri, w hereas th e  Szécsi’s 
s t ro n g e r  su rg e  o f  m ore ex trem e  su ffering  s tan d s  c loser to  th e  m ore “ d ra m a tic ”  pess im ism  
o f  T o rn a i. M oreover, as tim e  passes, it  is th e  p o e te ss  (Szécsi) w ho, w ith in  th e  “ second  
g e n e ra t io n ” , p reserves som e o f  th e  fu n d am en ta l t r a i t s  o f  László N ag y ’s a n d  F e re n c  
J u h á s z ’s ly r ic  tra d itio n , th e  va lue  aw areness o f  th e  ly r ic  hero , his sam an ic  ro le, th e  sy m 
bolic, v is io n a ry , m y th ic  m ode o f  com m un ica tion , th e  b ip o la r  d ram a tic  com p o sitio n  o f  th e  
poem s a s  w ell as th e  “ long-poem  g e n re ” .

3 A  lite ra ry -c r itic a l p eriod ica l, begun  in  1946 a n d  s to p p ed  in 1948. In  th e  œ uvre  o f  th e  
y o u n g  p o e t-c o n tr ib u to rs  w ho fo rm ed  its  circle (A gnes N em es N agy, J á n o s  P ilin szk y , 
G y ö rg y  R á b a ) , th e re  is a  g re a t, pessim istic  em p h asis  o n  th e  te rro rs  o f  ex is tence , o n  th e  
u lt im a te  defencelessness o f  th e  h u m a n  being.

4 E v e n  th o u g h  th is  ly ric  t r e n d  does n o t em erg e  w ith  any  c la r ity  u n ti l  th e  la te  
s ix tie s  a n d  e a rly  seventies (D ezső T an d o ri: A  F ragm en t for H am let, 1969; Z suzsa T a k á c s : 
A  S ile n t P la y , 1970; Z suzsa B en ey : L and  of fire, 1972; P é te r  V asadi: A  R eport from  
B abylon , 1974), M agda Székely ’s vo lum e The S tone T ab le t o f  1962 foreshadow s th e  m o s t 
im p o r ta n t  e lem en ts  o f  th e  w orld  p e rcep tio n  an d  m o d e  o f  crea tion  ju s t described . I t  is 
a n o th e r  m a t te r  th a t ,  in  h e r  p o e try , su ffering  is even  m o re  “ concre te” , being  lin k ed  as  i t  is 
— a s  I  h a v e  p o in ted  o u t — even  m ore  d irec tly  to  “ th e  scan d a l o f th e  w a r” .

5 M y descrip tion  o f  w h a t I  assess to  be th e  p a ra d ig m a tic  processes an d  la n d m a rk  
p h e n o m e n a  o f  th e  six ties an d  sev en tie s  is based f i r s t  a n d  fo rem o st on th e  g en e ra tio n s  th a t  
em erg ed  fro m  th e  fifties onw ard , ev en  though , s ta r t in g  w ith  th e  second h a lf  o f  th e  s ix tie s ,
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th e  shades o f  a  g a th e rin g  gloom  are  p la in ly  v isib le  in  th e  o u tp u t o f th e  o ld e r  g en e ra tio n  o f 
p o e ts  a s  well. B y  th e  g estu res  o f  his self-possession, th e  lyric hero o f  G y u la  I lly é s ’s New  
P oem s  could y e t  o rd e r  th e  w orld a ro u n d  h im  to le rab ly  well, w hereas in  A  S a il  A -T ilt  
(1966) an d  even  m ore  in  B lack , W hite  (1968) th e  fascination  o f  th e  e x tre m e s  is fe lt to  
g a th e r  m om en tum : im ages o f  a  ch ao tic  w orld  fla sh  up , and  a  fo rm er o b je c t iv i ty  is part- 
rep laced  by  surges o f  feverish  associa tions, b y  v isions c a s t loose from  a n y  d ire c t  everyday  
re a lity . László B e n já m in ’s volum e A  P risoner o f the Oceans (1967) is a lso  sy m p to m a tic  
in  th is  respect : in  it , th e  elegy has com e to  jo in  th e  rhapsodies o f  a  sh a k e n  self-aw areness; 
v a ria tio n s  on a  b i t te r  self-m ockery  u n h e a rd  o f  in  th e  earlie r B en jám in  f la re  u p , and  an 
u n re leased , resigned b itte rn e ss  is h ea rd  fro m  beh in d  his ligh thouse-keeper’s m ask . And, 
a s  a  th ird  and  la s t exam p le , I s tv á n  V as’s vo lum e Self-Portrait from  the Seventies  (1974) 
is a lso  rem ark ab le  fo r th e  decom position  o f  a  classicising  focus, fo r th e  p o w erfu l passions 
sh in in g  th rough  its  re s tra in ed , a llu sive  m o d e  o f  com m unication .

6 The q u o ta tio n s  a re  fro m  poem s b y  P e tr i ,  Csoóri and  Szabolcs V á ra d y .
7 H is opus e n ti tle d  D enuncia tion  a fter the Fact (1977) c o n ta in s  a  to ta l  o f  263 

fo o tn o te s .
8 To judge b y  h is volum e The B e lls  C om ing to Fetch M e, b i t te r  iro n y  h as by  the 

e n d  o f  th e  seven ties in v ad ed  th e  p o e try  ev en  o f  László  N agy. A nd to  re fe r  ag a in  to  the 
o ld e r genera tion . I l ly é s ’s A ll is  Possible  a lso  fla sh es w ith  painful sco rn , w ith  desperate  
m o rb id ity . L e t us c ite  fo r a n  exam ple  som e o f  th e  C rucifier’s “ reb u k e” : “ W h a t ,  a re  these 
n a ils?  W h a t G od’s lum m oxes /  h ave  b een  in to  th e  tra d e  again?  . . . A re  th e se  to  bear a 
m an-size  w eigh t?  I ’ve s e n t /  A  m essage in  so m an y  w ords: to  forge e v e ry  th i rd  one th is 
m u ch  longer: th e y  m u s t p ierce tw o  crossed  fe e t and  lodge in  th e  w ood /  tw o  inches a t  
le a s t, o therw ise: w h a t is to  hold th e m ?  !”

9 “ B eing p oo r, even  re la tiv e ly , m ean s  t h a t  one sim ply  has n o t g o t  th e  cheek to  
h a n g  h u m an  speech fu ll o f  C h ris tm as-tree  b au b le s  and  to  g ive th e  so ld ie rs  o f  a  w ar a 
fe s ta l address on th e  w in g b ea t o f  a  g o rseb u sh ”  ( th e  allusion o f  th e  g re a t  in te rw a r  p o e t’s, 
Á rp á d  T ó th ’s E legy on a Gorsebush) ; “ on  a  s t a r  o f  w ar, am id st m a rv e ls  o f  reinforced 
con cre te , w ho w ill believe in  th e  h e a v e n ly ? ”  “ A fte r all, who is fool en o u g h  to  recite 
S helley  w ith  a  landslide  loom ing?” — th u s , in  m a n y  va rian ts  and  from  d if fe re n t p o in ts  o f 
ap p ro a c h , th e  a u th o r  o f  Resurrection D eferred”  decla im s his a n t ip a th y  a n d  im patience 
to w a rd s  th e  “old ly r ic s” .

10 In  v ir tu e  o f  its  sy m p to m a tic  n a tu re  i f  n o t  for its  o u ts tan d in g  a e s th e tic  value, it 
is w o rth  o u r w hile to  c ite  th e  tones o f  ex tre m e  m o rb id ity  as th e y  a p p e a r  in  th e  second 
h a lf  o f  th e  decade in  G yörgy  S piró’s “ love p o em s” : “ W ell th a n  / l e t s  d o  a w a y  w ith  th is 
l i t t le  one too , du ck s. /  W e w o n t m ake  /  m u ch  o f  a  fuss will we /  its  n o t th e  f i r s t  one a fte r 
a ll. /  T h a t we shou ld  h av e  ta k e n  care  ? /  Y ou  know  b y  sigh t th a t  /  b lo n d e  d o n tc h a  ? /  Shes 
in  th e  sam e bo a t. /  W h a t ca re  she to o k  th o u g h , p o o r th in g , /  to  s ta y  a  v irg in , fro m  below 
a t  le a s t .”

11 F ire D ance : a n  an th o lo g y  o f  p o e try  pub lished  in  1958. T he y o u n g  p o e ts  rep re
se n te d  in  th e  vo lum e m ade  d ec la ra tio n s  o f  se lf-assu red  confidence in p o s t -1956 consolida
tio n , in  socialism . S evera l o f  th em  — M ihá ly  V áci, G ábor G arai, M ihály L a d á n y i — becam e 
th e  personalities ty p ify in g  H u n g a rian  ly ric  p o e try  in  th e  firs t h a lf  o f  th e  s ix ties .

12 T he increasing ly  ev id en t d ecay  o f  th e  feeling  o f  security  is co n firm e d  b y  th e  fact 
t h a t  sa tire , expressive  o f  su p e rio rity , o f  a  se lf-confiden t s itu a tio n  asse ssm en t, tru e  or 
fan c ied , so fre q u e n t in  V ác i’s an d  N y erg es’s p o e try  o f th e  tim e, h a rd ly  a p p e a rs  a t  all to  
s t a r t  w ith  in  th e  p o e try  o f  th e  g en era tio n s  t h a t  cam e o u t in  th e  second h a lf  o f  th e  sixties 
a n d  in  th e  early  seven ties.

13 In  an y  case, M arg it Szécsi’s fu n d a m e n ta lly  rom an tic  p e rs o n a lity  a n d  poetry  
w ith  its  penchant fo r p a th o s  a re  co loured  fro m  th e  v ery  beginning b y  in tr ig u in g  overtones 
o f  vag ran cy .

14 As th e  s ignals o f  a  “ tra n s fo rm a tio n ” in  o u r lyric p o e try  h av e  becom e loud and 
c le a r  (and  th e  b ea re rs  o f  serious a r t is t ic  va lu e  in  th e  process) by  a b o u t 1967, I  ap p ly  the 
te rm  “ seven ties” th ro u g h o u t to  th e  p e rio d  b eg inn ing  th a t  year, a t t r ib u t in g  to  i t  a  conno
ta t io n  o f  “ o th e rn e ss” , o f  a  “novel p o e tr y ”  r a th e r  th a n  a  pu re ly  te m p o ra l one.

15 T he en c ro ach m en t a t  th is  tim e  o f  “ d ispassionate” , re s tra in e d  verse  prose, 
c ram m ed  w ith  en jam b em en ts  b u t a v o id in g  a n y  n o da lity  and  p u ls a tio n , is n o t by  far 
fo r tu ito u s .
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In the Widening World of Parables
L ászló  J agtjsztin

1 . In Soviet prose literature of the 70 the number of literary  works 
based on the convincing force of parables became larger and  the  attention 
given to them  also increased. The m ost essential element of parables is their 
duality: the comparison of reality w ith “a possible world” and  the relation 
between these two spheres. The m ain point in depicting a possible (legendary 
or fabulous, past or imaginary future) world is always to  m ake our present 
reality more explicable, understandable and acceptable. I t  follows from this 
th a t the direct aim of parables is to  embellish works of literatu re  with her
meneutic functions, i.e. to  realize the  syncretism of “subtilitas interpretandi” , 
“subtilitas explicandi” and “subtilitas applicandi” .1 Parables wish to  influence 
us with the whole narrated story as an animal fable (басня) does. I t  is not 
a genre of criticism bu t of inspiration and encouragement and  uses the inter
pretation of fate manifested in the  narration as an argum ent th a t is also 
applicable to the present. In addition it  attem pts to preserve the  good ideals 
and guiding principles as recognized in “ the possible worlds” and apply them 
to the real world. This does not mean a  withdrawal or escape from con
flicts of reality, it is just an answer to  the question of how these good ideals 
and principles should be chosen and realized. The parable is the genre of 
crucial social situations emerging in a society that tends to  become inwardly 
more and more perfect reaching ultim ately an inward correction of its own. 
The internal power relations of Soviet society have become ripe for the detailed 
discussion of the great social collisions already solved. Parables carry out 
this task  consistently, their chief characters themselves choose the  good with 
the preservation of their essential features, they do not sim ply w ant to anni
hilate what is wrong bu t eliminate it completely. The m otives of elimination, 
evasion and omission are very im portan t in the solution of parable conflicts. 
The world is m aintained by individual forms of ethic behaviour that are 
transhistoric (Meras), i.e. valid for a series of social form ations (На чем дер
жится мир ?).

2 . From this point of view and within this literary genre Aytm atov’s 
œuvre is the most unified in contem porary Soviet prose. In  his short novels
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Материнское поле, Прощай Гульсары, Белый пароход, Пегий пес, Буранный 
полустанок and also in those n o t listed here, the a tte m p t to reconciliate the 
form s of behaviour underlying th e  continuity of national and human existence 
becom es more and more intensive. Social tasks and actual roles are brought 
to  th e  surface from the con tinu ity  of historical existence in order for them to 
be highlighted and this featu re  of Aytm atov’s works also becomes more and 
m ore explicit and increasingly elaborated.

Tolgonay’s dialogue of confrontation with E a rth  presented in the form 
of “ skaz” deals with the order of importance and rights of m atter and existence. 
The situation  has a planetary an d  a t  the same tim e a  national scope, the m ater
nal fable about the fate of Su tanbu l and her sons makes the  tru th  of patriarchal 
m oral concern pantheistically wide: the involuntary sacrifice for the preser
va tio n  of life seems to be raised to  the level of ritually  accepted and, moreove, 
dem anded human sacrifice, as i t  is Earth herself th a t  summons the heroine 
to  give the  full emotional recollection of the past. The m otive of human sacrifice 
becomes a more and more persistently  recurring elem ent in the conflicts in 
A y tm ato v ’s parables. In  Белый пароход the spirit of death verges on th a t 
of idyll in the little hero’s tragedy. The value of the life sacrificed and its 
force in attracting attention develop from the child’s defensive attitude. The 
childish moral idyll, created in  a  dreary world is an a ttem p t to avoid feeling 
th rea tened . In  this way the n a rra to r’s personality both  withholds and stim u
lates th e  recognition of heroization. I t  is by the isometric rhythm  of the 
n a rra to r ’s evaluation and from  the  viewpoint of the “w eak” infant hero who 
is p laced  in the position of exalted  and sacrificed childhood th a t the final event 
in th e  plot, the self-sacrifice, is defined in Белый пароход. The idea of “a con
flict betw een the conflicts of th e  p lot”, is used by A ytm atov with a gesture 
of unexpectedness in Белый пароход ; I t  is prepared for in Пегий пес and 
has a  mosaic-like structure in  Буранный полустанок.

3. In  Буранный полустанок Aytmatov presents a metaphoric definition 
of his way of thinking. I t  is in th is  work that the widest world is offered within 
the  system  of “possible ones” presented and evaluated by him. The system 
of possible worlds is the m ost banal device in our age for stating one’s opinion 
abou t people. Aytmatov avoids banality by pushing the  actions of the fan
tas tic  world into the background and he prefers knowledge controlled by morality 
to knowledge which is controlled by ideology and politics often in  the wrong way. 
The lesson drawn from the conflicts of ethnic beliefs has been suffered for: 
I t  is the carefulness with which they are incorporated into the system of history, 
the explicability of the historical commonness of experiences. Aytmatov wants 
to  p u t sense into the process of fa ta l human sacrifices ! The sense of the quality 
of hum an  life (cf. K irisk’s fate) is the preservation of human qualities to  
p reven t them  from vegetating. The evaluative and in vocative character of 
parable tales is expressed by composing the narrated sto ry  as a model.
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In  A ytm atov’s short novel Буранный полустанок this model borders 
on argum entative preparedness, it represents, so to say, the quintessence of 
his œuvre and his way of thinking and is characterized by the particular nature 
of an anatomical dissection. This is expressed by epic rhymes which are con
sistently denoted typographically, too:

Поезда в этих краях шли с востока на запад и (с) запада на восток . .  .»2 (8)

This rhyme is repeated about eighteen times, and the political and ethic 
romanticism of the cardinal points is constantly  reinforced. The biological, 
ethic and ethnic v itality  of the crew in the  desert station depends on their 
ability to  assimilate themselves. The culmination of this assimilation in the 
story is the end, failure and the symbolic success of the funeral procession:

— А где же отец? — спросила Шарапат.
-  А он вернется к вечеру. Уехал с утра в Почтовый ящик, к начальству тамош

нему. (294)

The starting point is the beginning of historical fate, th a t is the  story of 
the railway station, family life and camel keeping. This story coincides with 
the review of the socio-historical situation. Abulalip Kuttubaev’a tragedy in 
the fifties during the personality cult is the  ballad of m an’s hum iliation and 
defencelessness. A butalip’s behaviour and sufferings represent the  tribulation 
of the participants of a historical situation and this is what the warmness of 
the narrator’s requiem-like mood also derives from. Aytmatov is an under
standing and forgiving narrator, but he records everything and does no t forget 
bu t blames and preserves. The preservation of the lessen is dem anded by the 
essence of parables, too, their central conflict being the commensurability 
of Soviet power, the Kazakh custom, historical ethics and cosmic future. As a 
result of the connection of “мифологема” w ith “футурогема” we can witness 
a very impressive evolution of thoughts. In  “ мифологема” the consequences 
of the dom inant ethos of power are revealed and repeated in the  story  itself, 
in A butalip’s human-sacrificing fate, which can be explained as the  present. 
In  “футурогема” evolution progresses tow ards a type of power w ith a dif
ferent quality: the final point th a t e ither defends or threatens the com
pleteness of mankind. In  Yedigey’s actions and thoughts he disputes Sabitm an’s 
“stalinistically” horrifying arguments on power:

И еще подумалось Буранному Едигею: А что, если такой человек у власти окажется — 
заест ведь всех, заставит подчиненных прикидываться всезнайками, иных нипочем не потер
пит. (30)

Self-preservation and self-defence in the face of power are general 
momenta which move the plots of parables forward. Yedigey fights with five 
forms of power : the rigidity of the personality cult; the obliging force of the 
national past (the funeral); every kind of forceful power; (the principle of
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Parity) ; himself; and the natural world order. Yedigey fights alone, he is 
alm ost lonely, like A ytm atov’s protagonists usually  are. He would, perhaps, 
only be able to  make an alliance with the n a rra to r or with natural forces. 
He carries the burden of the recognized task  himself and follows the principles 
as to ld  in his struggles. This is the Tolstoyan principle of the value of death 
tu rned  inside out: the greater the m otivation th e  sacrifice of life has, the  more 
valuable and beautiful it  is.

H e carries on the most difficult fight against the dark social forces, the 
forms of power destroying his friends and Abutalip Kuttubaev. The horrifying 
final product of this system of power is the m ankurt (манкурт) story compiled 
from trib a l legends, the story of a matricidal people deprived of their freedom 
of will in  the most bestial way, the story of complete spiritual defencelessness. 
The parable legend qualifies the stalinistic era as well: the vegetating presence 
and m anipulatedness of people deprived of their social and emotional memories 
represents the intensification of the Orozhul-effect in Aytm atov’s evaluative 
system . In  Белый пароход Orozkul is the representative of the irrita ted  
despot, the  strong m an who has lost his way. The m ankurt is a story th a t  can 
no longer be intensified, it is a  separate work within the work :

— ЖолаМан ! Снимай — звала НайМан-Ана, боясь, что с ним что-то случилось, 
повернулась в седле.

— Не стреляй! — успела вскрикнуть она и только было понукнула белую верблю
дицу Акмаю, чтобы развернуться лицом, нотстрела свистнула, вонзаясь в левый бок под 
руку.

То был смертельный удар. (122—3)

The m ankurt is a robot, even biologically m anipulated, its legend setting  
up a counterpoint against the open world of the  planet Forest Bosom which 
tries to  establish contact with it. The science-fiction discovery of the p lanet 
Forest Bosom (Лесная Грудь) is also an independent parabolic story in the 
work, th a t  is in Yedigey’s real fate. The earth ly  civilization refuses to  m ake 
contact and strengthens the inapproachability of E arth  with the operation 
“ Обруч” . The almost apocalyptic image a t the  beginning of the operation 
extends the  ethic validity of the real consequences of human deeds. Through 
the principle of “паритетность” the decisions concern everyone’s existence. 
Here th e  world of the parable gains a really cosmic scope and covers the fate 
of every ex tan t thing. H um an existence becomes im portant as the  value 
of m ank ind’s existence in  itself, in order th a t  the  lives of its members should 
rem ain reasonable. This is why in the final sentences of the narration Yedigey 
leaves for the  town to  fight for his tru th . The m ankurt legend and the space 
adventure unite and culminate in his world.

A t th is  point A ytm atov does not pursue the  practice of his former works 
and does no t round off the narration with an  evaluative moral lesson. The 
ending and  the linking of the stories existing side by side in the work are 
left uncom pleted. This looseness (рубленность), reminiscent of the structu re
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of a ballad, even becomes strengthened in the separateness of the narrator’s 
points of view. Each story has a separate narrative position of its own.

Yedigey’s fate, the plot proper, is told from the dual aspect of the “skaz” . 
The hero’s and the narra to r’s knowledge, world views and moods appear 
intertw ined and this is also reflected in the formulation.

Едигей сразу догадался, что это жена спешила к нему, что непроста спешит и что на 
то какая-то очень серьезная причина.

The communicative and evaluative description th a t  is external and 
internal a t the same time, reflects the narrato r’s “compliance” with his hero’s 
simple-mindedness and faltering ability to  pu t his thoughts in to  words.

In the parable stories built into the work the narra to r’s attitudes are 
different. The tensions and rhythm  of the wording in the m ankurt legend are 
defined by the popular m instrel’s maintaining an epic distance, and his knowl
edge of the whole story.

С тех пор, говорят, стала летать в сарозеках по ночам птица Донебай. Встретив путника, 
птица Донебай летит поблизости с возгласом: Вспомни, чей ты? Чей ты? (123)

I t  is in the cosmic parable story th a t the narrator is the  farthest from 
his heroes and the plot. The labels (наименования) Конвенция and Паритет
ность reflect a kind of theoretizing generality from the very beginning, and 
this abstractingly evaluative a ttitude runs through the whole parable. The 
manifestation of “im personality” , however, denotes not only “dehumaniza
tion” , bu t also “m ankind” as a general and basic value. This is why the way 
the story is narrated  approaches the devices used by communication for mass 
media and those of reflecting the thoughts and desires of a whole community:

«Авианосец Конвенция находился в тот час на своем месте, в том же районе Тихого океана, 
южнее Алеутов, на строго одинаковом по воздуху расстоянии от Владивостока и Сан- 
Франциско.» (81)

In  the epic rhymes already cited, information about tra ins going from 
one place to another occur more than  ten times. Their function is to  separate 
the different parts of the process of narration and also to  link them  together, 
thus assuring a kind of unity. Their typographical denotation also refers to 
this inorganic role and this is why the three dots . . ., indicating unfunished 
thoughts, stand a t the end of the different parts of the tex t. This external 
compositional linkage is also supported by micro-thematic allusions (аллюзии) 
such as the fact th a t the white camel of the legend is the ancestor of Karanar, 
Yedigey’s famous and obstinate black male camel.

I t  is in another world, namely, in the world of the recipient that the 
different parts of this loose, ballad-like composition are p u t together. The 
story, the parable, loses its independence in order to  prom ote the birth of 
the required human decision and behaviour. In A ytm atov’s work this required
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h u m a n  d ecis io n  and b eh a v io u r  m ea n s h istorica lly  v a lid  ob serv a tio n , id ea tio n  
a n d  p r a c t ic e  o f th e p rin cip le a cc o rd in g  to  w hich  th e  p reserv a tio n  o f  h u m an  
a n d  n a tu r a l life is p ossib le o n ly  th rou gh  th e  search  fo r  v a lu e s  an d  th e  search  
fo r  o n e  an oth er.

N O T E S

1 H a n s  Georg Gadamer : A  h e rm e n e u tik a i a lap p ro b lém a  visszanyerése (W ah rh e it 
u n d  M e th o d e . G rundzüge e iner ph ilo so p h isch en  H e rm en eu tik . T ü b in g en , I960.) H elikon , 
1981, №  2 - 3 ,  134-187.

2 4 .  Айт мат ов: Буранный полустанок. M. 1981.
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The Narrative Model of the Novel 
of “Awakening”: Dostoevsky1

Á r p á d  K o v á c s

1. The first experiment which makes an attem pt to deduce the  princi
ples of Dostoevsky’s W eltanschauung from the form principles of his large- 
scale novels is attribu tab le  to  Vyaceslav Ivanov .2 The reason w hy we draw 
atten tion  to this early poetical experiment a t the moment lies in the fact 
th a t  to  this very day, seventy years on, the analytical m ethods of his 
essay, his conclusions concerning the structure of the Dostoevsky novel are 
regarded as basically acceptable, and w hat is more, in certain respects even 
topical again. I t  is his position established against the tendency to  inter
pret Dostoevsky’s novels restricted to the fields of cultural history, history 
of ideas and psychology which seems to  be of present interest in the first 
place — a position from which Ivanov examines Dostoevsky’s large-scale 
novels as models m otivated on three levels, and sets himself against the 
conceptions of the tu rn  of the century or even of an earlier period accord
ing to  which the “intellectual antinomies” , and “psychological pragm atism ” 
had hierarchical priority. The “intellectual antinomies” , the psychological 
“ internal shifts” and the course of external events according to  V. Ivanov’s 
principally correct analysis form a homogeneous motive system, and th a t is 
why a particular component, if picked out from any of the levels — be it 
the intellectual, the psychological or the existential one — cannot make 
a poetical interpretation possible. Highly topical is th a t thesis of the author 
according to which — naturally  following from the above-mentioned ideas — 
the heroes’ seemingly “ improbable” (or as we would say now: unm otivated) 
acts, gestures and words get a perfect poetical explanation if we do not lose 
sight of the fact th a t Dostoevsky creates a  consistent and structurally  inter
related motive-line on all of the three levels, and consequently we understand 
th a t all the acts, irrelevant from a logical or psychological point of view — that 
is metalogical and metapsychological acts — are represented no t simply on 
three levels bu t as a un it possessing a threefold motivation.

I t  does not require any special explanation to grasp the reason why 
we do underline the importance of V. Ivanov’s essay in spite of th e  fact that 
the conception he worked out regarding the function of the novel model is in
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our opinion unfounded. W hen as far as the content is concerned he in terprets 
th is function as the genre of “ religious repentance’", he makes the traditional 
methodological mistake: he incorporates the ana ly st’s own W eltanschauung 
— in th is  case tha t of philosophy of religion — in to  the system of form prin
ciples revealed essentially accurately though no t exhaustively. However, 
if we disregard Ivanov’s in terpretation concerning the genre of the large- 
scale novels and retain the  w ay he described the  model, then it is proved 
beyond any doubt th a t  his analysis gives a  more sophisticated picture than  
the  preceding or in m any respects even than the succeeding investigations do. 
As fa r as the latter ones are concerned we could witness a tendency to  subor
d inate  the three equal and  m arked structural levels without reason to  tex t 
un its  of intellectual, philosophical, in a worse case ideological (socio- and 
psycho-ideological) or of publicistic character thus constructing partly  a 
tendentiously “monologue novel” , partly a “dialogue” genre lacking an au 
tho ria l program only on one level of the novel model — to  make it more pre
cise, on th a t of the character structure. This is the level which У. Ivanov 
called th e  sphere of the  “ intellectual antinomies” b u t examined as being 
structu ra lly  dependent on the  external catastrophic events and internal 
psychological transform ations. The exagerrated emphasis laid on the spiri
tual, ideological and in tellectual references, the  tendency to regard them  
as th e  dominant elements determining the genre results in a one-sided 
p icture of the Dostoevsky novel. That is why we m ust bear in mind the 
results of V. Ivanov’s analysis representing a more exhaustive and objec
tive approach, and acknowledge as his m erit the  significant step he made 
forw ard in revealing the  character-plot s tructural unity , consequently in 
throw ing light upon the constructive principles of the Dostoevsky type of 
novel model.

I f  together with the  function of the events ocurring on the intellec
tual, psychological and existential levels V. Ivanov had succeeded in elim 
inating the different epic functions of Dostoevsky’s narrators, then he could 
have achieved even the  complete description of the  model. But the igno- 
ration  of the narrative functions prevented him  from this and led him 
to the  conception of the  tragedy-novel which has been gaining innumerable 
adherents ever since.

According to the conception of the tragedy-novel Ivanov was able to  
conceive the character-plot structural unity only as patterned after a tragic 
model — and we th ink th a t  the  fact th a t effective poetical researches con
cerning narration were s ta rted  only in the tw enties m ay have had a share 
in i t  — b u t now it is no longer impossible to elude the  task  of restoring theoreti
cally th is  structural unity , th e  correlation between “characters and events” 
as a  narrative model. By th is distinction we can elucidate the axiomatic thesis 
of our position according to  which, on the one hand, it  is poetically unjustified
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to  extend the concept of narration semiotically — in this case to  dram atic 
models; on the other hand, a too narrow form alist interpretation — namely, 
narration referring restrictively to  the speech of the narrator (e.g. “ skaz” ) — 
is unjustified, as well. Occasionally the characters’ discourse both regarding the 
length and the function are assigned a more im portant role in the creation 
of the narrative model than the narra to r’s narration; but it does not mean 
th a t  the narrator’s speech is rendered void th a t  is he “lacks his p a r t” and is 
deprived of his modelling and evaluating function (as V. Ivanov and his 
follower Bach tin  state), it  simply makes the  narrator assume a specifically 
different field of activity.

To speak about the specific differences between the narrative and tragic 
models is beyond the scope of our essay. We are going to construct the narrative 
model of Dostoevsky’s large-scale novel and  this, even in a roughly outlined 
form, will elucidate our standpoint concerning the  dissimilarities of the two artis
tic forms “based on action” . Now it is sufficient for us to  refer to  the categorization 
dating back to  the  Aristotelian and Lessing tradition  according to  which nar
ration — as linguistically it gives its objects in details — is able to  model the cor
relation between character and events structurally  better divided. I t  is opposed 
to  the play on the stage which as it personifies this relation in a pantomimic 
way leaving undivided innumerable interm ediate levels and their correlations 
(e.g. internal events) models syncretically, w ith reduction and relies on indirect 
signals where narration creates directly comprehensible structures. This is the 
reason why this syncretic — and of course ostensible — closeness of the 
dram atic form to the lucid forms of every day life all the same creates 
a more abstract model than  the apparently  more artificial — as linguisti
cally realized — narrative detailing makes possible. This is due to  the  capacity 
of the narrative detailing for modelling the  events of such ontological layers 
— integrating them  into the characters’ m otivation-structure — which can 
be followed indirectly neither on the stage nor in life, and which are 
approachable only experimentally even for science. The two artistic models 
differ from one another not according to  the  extent to which they  are pic
torial or objective, nor in th a t respect how much they allow the reader to 
have free associations but according to  th a t  criterion to what degree they 
can be divided and structured. In this sense do we use the concept of detail
ing as a distinctive m ark of narration, th a t  is in the sense of the  narrative 
division of the structural relations. Consequently, this term does not cover the 
meaning of meticulous, sensuous representation.

2 . The elements of the narrative model, the “narrative details” in the 
case of Dostoevsky’s novels can be included in a t least three categories: 
1 ) the verbal-conceptual group; 2 ) the preverbal and m etaverbal group; 
3) the category of character function manifesting itself in action. These nar
rative details which construct the hero’s character on an intellectual, psycholog-
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ical an d  existential level are arranged into various correlations resulting in a 
strik ingly  individual type of division in every particular novel. We can hardly  
im agine th a t  other writers’ subsequent works would differ from one another 
to  such a  great extent. B u t i t  is a general typological peculiarity of D osto
evsky’s novels that the components of the intellectual level — th a t is s ta te 
m ents representing the hero’s ideas and convictions — show a great num ber 
of perm anen t and continuous repetition. This regularity equally characterizes 
the  theoretical formulations of Raskolnikov and Ivan Karamazov (“ Ko 
всему-то подлец-человек привыкает” ; “ Все позволено” ) Myshkin’s con
viction in  the strength of compassion (“Сострадание есть главнейший и, 
может быть, единственный закон бытия всего человечества” ) the osten
ta tious  intellectual nihilism of Stavrogin and Versilov, their “counterideolog- 
ical” conviction. So we can see th a t  the intellectual level is the least changeable 
bu t in  no respect less active sphere of the characters’ manifestations th an  any 
o ther level. The inner justification of this peculiarity is easy to grasp if we 
bear in  m ind tha t the events of the plot lasting for a few days or weeks 
— only in  The Idiot is this period irregularly extended to half a year ! — even 
in people’s actual life does no t bring about a radical spiritual transform ation 
or a  change in their world view. Though it is true th a t  there is ample tim e for 
personal tragedies to  happen and in association with them  for fundam ental 
rearrangem ents in psychological, or often even in physiological functions: 
sim ilar to  Myshkin’s reevolving epilepsy, Stavrogin’s and Ivan ’s exacerbating 
white fever.

W hile the details describing the intellectual activity  constitute one of 
the m ost stable structures of the  Dostoevsky characters, the psychological 
level form s the sphere of the m ost dynamic transform ations and a t the same tim e 
the sphere of unusual active m anifestation forms, atypical in traditional prose 
fiction. This is marked by a small number of repetitions which have a periodi
cally increasing rhythm  and consequently are strikingly variable from the 
reader’s point of view. If on the  intellectual level the  hero is stable or hardly  
changing a t  all, a t the same tim e existentially he is closed, th a t is regarding 
the outcom e of the action he is doomed to failure, then  in respect of the psy
chological level we have to  say  th a t it is no t simply the most dynamically 
changing system of the character-structure, b u t i t  is the exclusive model of 
its evolution. I t  is the psychological level which determines the characteristic 
features of the length of the tex t, consequently i t  is the most detailed ontolog
ical layer in Dostoevsky’s novels which is the m ost subtly divided by the 
narra tion . The narrative division of the transform ation going on the psycholog
ical level composes a plot in Dostoevsky’s novels, and the details, the com
ponents of this division m ark the phases, the rhythm  and the direction of 
the heroes’ “awakening” a t the  same time. T hat is why the basic poetical 
question which crops up when we analyze Dostoevsky’s novels is the  fol
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lowing: which are the sign media through which the reader is able to  approach 
the p lot of “awakening” as a poetical code system hierarchically subordi
nating any other semantic structure?

In  Crime and Punishment the psychological transform ation encoding the 
“ awakening” is continuous and unbroken. In  the narration it  is th e  interior 
discourse which is a decisive factor in the form ation of the sign m edium  which 
details the correlation between the intellectual and psychological elements 
and the  slow rearrangement of this relation. (“ Ко всему-то подлец-человек 
привыкает !” — Он задумался. — Ну а коли я соврал, — воскликнул он 
вдруг невольно, — коли действительно не подлец человек . . . ” ).

According to  the above-mentioned correlation when D ostoevsky makes 
his choice on the person of the narrato r he m ust bear in mind th a t  both the 
internal and the external events should be accessible to the n a rra to r in their 
extensive complexity. These events include even those which are beyond the 
reach for the m ajority of the heroes, even for Raskolnikov.

The situation is different in The Idiot where the way the p lot of “awaken
ing” is encoded imposes more complicated conditions upon the reception of a 
work of art. Here similarly to  the previous novel, the relation between the intel
lect and the psyche, between the linguistically formulated — spoken or unspoken 
— ideas and the preverbal thoughts (in M yshkin’s case between the  idea of com
passion and the inner signs generated by the  six-month-long R ussian experi
ences) which is marked by the hero’s interior speech is within the n a rra to r’s reach. 
B ut on the other hand, as opposed to  the  previous novel, the extensive com
plexity of the internal and external events remains beyond th e  narra to r’s 
grasp. T hat is the reason why in contrast w ith the heroes’ competence of this 
type he is doomed to assume the role of a  narrator with a restricted  scope of 
activ ity  regarding his knowledge of facts and value orientation. The heroes’ 
competence is hierarchically superior in both respects. The sequence of the 
external and internal events calling forth  the psychological transform ation 
in Myshkin by the beginning of the second half of the novel and justifying the 
hero’s subsequent acts, thoughts, u tterances and gestures, which seem to 
become more and more unm otivated and  inexplicable from  a  narrative 
point of view, are completely inaccessible for the reader. Consequently these 
events composing a narrative hiatus structure  are accessible to  th e  reader only 
in the form of the outcomes and not in the  phase of the process. The external 
and internal signs of the result of the  transform ation sharply divide the model 
of the characters’ transform ation as compared to  the first p a rt and  to  the plot 
of “awakening” in the dynamic transform ation of Myshkin, the  protagonist. 
So the tempo of the transform ation is more dynamic here than  in  Crime and 
Punishment which means a t the same tim e th a t the plot of “ awakening” 
is encoded to  a higher extent (or th a t  the  redundancy degree is low). I t  is the 
identity  of character-event structure realized on the level of the p lo t of “awak-
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ening” which determines the narrative functions in The Idiot, as it is the in te r
relation of the three poetical categories — character, events, narration —, 
their non-recurrent, irreproducible correlation which performs the same func
tion as fa r as the conditions of interpretation are concerned. We cannot doubt 
th a t i t  is this genuine structure the novel owes its  success in having secured 
its niche in  world literature, the  role it plays in the  history of genres and its 
aesthetic significance.

E ven  more em phatically should we underline the  timelines and im por
tance of the  attem pt to  restore the world literatu re  status of Besy just a t  a 
tim e when genre poetics reaches a point from where i t  can undertake the task  of 
redeeming its old, pressing debts effectively. Crime and Punishment and Brothers 
Karamazov no longer need such reinforcement. As a m atter of fact neither 
in the case of The Idiot nor in th a t of Besy should th is  reinforcement be unre
lated to  th e  inherent values of the works. We need an  objective investigation, 
a poetical clarification already basically accomplished in the case of the two 
other large-scale novels or The House of the Dead, Poor Folk and The Double 
according to  their significance. B u t first of all we have to  discard the ideological 
prejudices which keep throw ing the biggest obstacles in the way of the correct 
form ulation of the problem, no t to  mention the correct solution.

In  Besy  the small num ber of slowly increasing repetitions is realized even 
more indirectly  than in the previous two novels, and  th a t is why it requires 
a much more active a ttitude  from the reader th an  the  latter works. In  this 
novel th e  p lot of “awakening” is worked out no t only differently bu t in a 
manifoldly encoded form. The basic difference in relation to Brothers K ara
mazov — and a t the same tim e a greater typological closeness to A Raw  
Youth — is due to  the fact th a t  the  psychological m aterial: the interior speech, 
the thoughts just being born, the notion and em otion which are directly 
detailed in  the  other novels, here remain latent, unexplained in the structure 
of the characters.

In  The Idiot and Crime and Punishment i t  is no t the absence of the 
psychological elements fixed on the level of the in terior speech which forms 
the code generating motives as in the structure of Besy or A  Raw Youth. 
I t  is the  organization of their rearrangements detailed directly by the n a rra 
tion, the  structure of the transform ation of the preverbal level — in Crime 
and Punishment a continuous while in The Idiot a discontinuous transformation.

In  spite of all the substantial differences The Id io t is nevertheless the 
morphological antecedent of the  “awakening” m odel of Besy in the sense 
th a t M iskin’s dynamic transform ation is m otivated n o t only on the level of 
thoughts opposed to the idea of compassion, b u t on th e  level of the so-called 
“contradictory gestures” , the spontaneous, unintended movements and mimic 
transform ations as well. I t  means th a t we have to  reckon with one structure 
of the events composing the plot of “awakening” no t only on the level of signs
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worked out on the preverbal level of the interior speech but sim ilarly on the 
level of gestures functioning as the m etaverbàl symptoms.

I t  follows th a t the transform ation of the character m otivated  on the 
psychological level is so dynamic and intense th a t it entails the reorganization 
of the system of gestures. T hat is it requires the narrative detailing of a pre
viously non-existent or no t active ontological layer and quality  while, on 
the other hand, neither the narrator in Besy nor th a t in The Id io t can keep 
an eye on the evolution process of the gestures as an event, though the heroes 
themselves have this kind of competence by internal experiences and in this 
respect — as opposed to  Raskolnikov — they are more com petent than  the 
narrato r both regarding their knowledge of facts and the in terpretation. The 
inner structural conditions which Dostoevsky creates to establish th is hierar
chical system of competence manifest themselves in the following: in one case 
(The Idiot) the model pu ts the events determining the genesis of gestures on 
a place out of the narra to r’s sight, which is fixed to the area of the  capital, 
while in Besy it is p u t beyond the boundaries of a provincial centre, into the 
structure of the characters’ prehistory, inaccessible to the narra to r who plays 
the role of the chronicler in a provincial town.

Now if we are aware of the fact, th a t  here in Besy, similarly to  any other 
Dostoevsky novel the transform ation of the central figure on the whole 
means its transform ation on the psychological level, bu t as opposed to the 
other large-scale novels it  is accomplished without the direct narrative detailing 
and division of this “psychological m aterial” (non-verbal thoughts, notions 
and emotions) then the special way the poetic pattern  of thought is coded in 
the work becomes im m ediately perceptible and we understand w hat is the source 
of the difficulties of interpretation due to  which the novel is regarded as one 
of the poetical systems yet not revealed entirely. I t  means th a t i t  is the  system 
of gestures, in the capacity of the system of the symptom signs which serves 
as the model of “awakening” . B ut a t the  same time it means th a t  the  poetic 
information coded in these extraordinarily irregular acts — and now we speak 
about acts which even in the context of the whole life-ceure seem to have 
a specially low redundancy degree, a particularly fantastic character and which 
from the narrator’s point of view are apparently unm otivated —, so this 
poetical information can only be grasped by the reader provided th a t he 
incorporates into the interpretation of these acts the preverbal and  metaverbal 
(tha t is “psychological” ) motivation revealed through the system  of gestures. 
The intellectually unregulated, “spontaneous” gestures are very im portant 
components, narrative details of the characters even in the  earlier works 
of the œuvre — th a t is they form a system even there — b u t first it is in 
Besy th a t they make up a structure appearing as constructive factors in the 
narrative model of the character formation.

In Crime and Punishment and in The Idiot the transform ation of the
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characters is explicable by  th e  structure-like division degree of the directly 
deta iled  psychological m aterial. Here the narrative detailing of the “ in ter
na l” connections on each p o in t of the plot creates the obvious interm ediate 
phase between thought and  speech, thought and  act, thought and gesture 
ob tain ing  to  the structure of the character on the  one hand, between ex
te rn a l impulse and preverbal reaction on the o ther hand, as well as between 
the  la tte r  and the verbal (intellectual) level of the  in terior speech, thus estab
lishing the  narrative model of the events, the interm ediate phases and the 
transform ations which link th e  stages of the linguistic and non-linguistic for
m ulation  of the thought. T he established model is th a t of an ontological 
level which neither the obvious forms of life, nor the  personification on the 
stage m ake accessible as an  ob ject so direct, so m uch differentiated — detailed 
and divided. As in the case of Stavrogin (Besy) and  Versilov (A  Raw Youth) 
th is  in ternal relationship, an d  its transform ation which produces a model of 
“ aw akening” is not directly accessible to the reader, i t  is the regular occurrence 
of certa in  gestures which form  the way of representation of the implicit cor
relation of the intellectual an d  psychological com ponent which relation has 
a  m otivation  function. These gestures show an  occurrence small in num ber 
b u t increasing in frequency like the “double” , “ contradictory” thoughts 
explicated  in the interior speech of Raskolnikov an d  Miskin and th a t  is why 
as opposed to the structure of the great num ber of perm anent repetitions 
on any  other character level (especially opposed to  the  structure of the “contra- 
punc ta l ideological parts” revealed by Bachtin) they  appear as “contra
d ic to ry” th a t is seemingly unm otivated gestures. The very wide range of 
S tavrog in’s pailing and Versilov’s smile and the occurrence of these elements 
im bedded in various ad jec tiva l phrases composes a  psychological motive- 
s truc tu re  which indicates th e  w ay, the direction and  the  rhythm  of the process 
of “ awakening’, and explains th e  reason of such contradictory, from the nar
ra to r ’s po in t of view seem ingly unmotivated acts (though called forth by the 
process of “awakening” ) as Stavrogin’s duel — which is in fact a suicide 
a tte m p t; his “confession” — a  self-slander really; or his intention to announce 
it and  th e  sudden, inexplicable alteration of this p lan ; his “escape” to  Switzer
land  in  the  letter and his suicide in real life.

3. I f  — as the foregoing analysis makes i t  clear — Dostoevsky’s hero 
is intellectually static, ex isten tially  closed, a t the  same time his character 
shows dynamic transform ation and development on the psychological level. 
So we can say that here, on the  psychological level of th e  model is the character- 
events interrelation the m ost detailed  and divided, and  similarly the construc
tive principle of the model — th e  determ inant of th e  genre — can be grasped 
precisely here as the model of th e  event of the psychological process of “aw ak
ening” as the organizing principle of the plot “ awakening” and as the genre 
s tru c tu re  of the novel of “aw akening” .
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From  this point of view both the intellect on a philosophical level and 
the  tragic existence against which even th is intellect, capable of raising uni
versal problems (those of Ham let and Faust) proves to  be incom petent, is 
after all the model of those ontological regularities which genetically and 
structurally  make the possibility of the psychological “awakening” inevitable.

If now we raise the question: W hat can parallel with the evolution of 
the “awakening” keep permanently alive the  intellectual confrontation in 
Dostoevsky’s hero ? — then the reason should be sought in the great many 
cases of occurrence of those narrative details which the narration underlines 
in  an contrasting way in the other heroes’ character, set up in opposition to 
the  protagonist.

So Raskolnikov having got into the subjective compulsion to  ac t and a t the 
same time into an objective action-vacuum meets and encounters Sonya, K ate
rina Ivanovna and Svidrigaylov guilty of their willingness to  acquiesce in their 
fate not a t the moment when he transgresses the moral standards, no t a t  the 
moment of the decision leading to  the violation of the boundaries b u t when 
its tragic consequences have appeared even in gestures, when the outcome of 
these acts have already launched an irrevocable a ttack  on hum an personality. 
The prostitution, theft, alcohol-addiction, moral deterioration, suicide as the 
narrative details of the consequences of the  events belonging to  the  prehistory 
of the characters in the model unfold themselves for Raskolnikov as predom
inan t motives in the characters and as the  outcome of the self-sacrifice, or 
playing Schiller, or the senseless acquiescence in the existing sta te  of affairs 
and they again and again lead to his intellectual protest and judgement. 
Before the act Raskolnikov cannot know the  conditions of the forced retreat, 
though he himself is taken captive and is soon to  be sacrified in a  situation 
from which there is no way out. The period between the double m urder and 
his reporting himself to  the police is nothing else than the narrative detailing 
of the psychological process and the slow transform ation through which he 
himself gets acquainted with the objective conditions and laws of the forced 
acquiscence, now already on the basis of his own defencelessness — as a result 
of his “crime” and “fall” . Raskolnikov’s “ awakening” is the recognition of 
the general norm ality which sets the rebellious individual’s fate parallel to  the 
fate of those who are called “horror-stricken creatures” in his theoretical judge
ments.

Myshkin’s “awakening” is m otivated by the strikingly numerous cases 
of occurrence of a quite different type of details. The reason which in spite of 
the conspicuous differences connects N astasa Filippovna and Aglaya, Rogozhin 
and Ippolit, General Ivolgin and the people sentenced to forced labour; what 
in spite of the antinom y of their efforts form ulated intellectually pu ts  them 
into the same category — this reason can be found in their firm decision not 
to  acquiesce in their fate even a t the expense of self-destruction, the  symptoms
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of which parallel with the course of events are detailed in more and  more 
intense and  active m anifestation forms up to  the  very point when first the 
psychological then the physiological functions fall apart and consequently 
they  cease to  exist. I t  is th is effort heightened to  the utm ost which makes 
The Id io t the most tragic of Dostoevsky’s novels — and at the  same 
tim e — paradoxical als it  m ay appear — the model of “awakening” opening 
up th e  greatest perspectives. Parallel with the  retarding motives well in 
advance indicating the tragic outcome of the events, the “not to  acquiesce” 
m otives recur with a gradually increasing ac tiv ity  as the manifestation forms 
of such a  positive value which is detailed by the narration as the m otivation 
struc tu re  of Myshkin’s “awakening” . I t  is in the  m idst of this very quest for 
the function of these details th a t  Miskin comes to  the idea to revise his p re
vious notions and to  confront his European experiences with the Russian ones, 
consequently he comes to the thought th a t the first symptoms, the unexpect
edly em erging possibility of breaking the tragic deadlock of modern hum an
ity  can be detected in this very idea of “not to  acquiesce” . This “Russian 
Don Q uixote” proclaims not the slogan to  avenge the insults, but his faith 
in the  streng th  of the defiance of the offended.

This dynamic model of the process of “ awakening” is detailed by the 
narra tion  as the interiorization of the experiences gained from the events 
tak ing  place in Russia, as the phases of the interiorization and as the appear
ance of new sign levels, corresponding to the qualitatively new stages: F irst 
M yshkin recall shistories which have the function to  suggest the new im pres
sions an d  he puts them  next to  one another try ing  to  point out a kind of rela
tionship and  repetition. L ater the process of form ulation can be seen on the 
level of the  emerging thoughts, while the idea reaches such a degree of general
ization where it  can be form ulated linguistically, and then Myshkin is to  
speak abou t his new conviction which has come to  clash with the belief based 
on the  principle of compassion and gives rise to  the “double thoughts” . Finally, 
to  rem ove the “double thoughts” in an external monologue, it comes to  the  
verbal form ulation of the conclusions drawn from his “awakening” . I t  is an  
a tte m p t to  interpret — inbedded into the context of the dissimilarities of 
the R ussian  and European historical conditions — both his experiences resu lt
ing in his “awakening” and the  reasons of the  failure of individual action — 
in relation  to  himself just as well as to all the  others not willing to  acquiesce 
in th e ir fate.

This model of “awakening” indicates the m ost competent way of thinking 
and evaluation and together w ith it  the m ost authorized interpretation pos
sibility  of the inner world of the novel not solely within The Idiot b u t in 
the con tex t of the entire life-work. F irst in th is novel appears the “awak- 
ening” -type which gets as far as the recognition of historical peculiarities 
and is present in the hero’s thinking as the prim ary condition for evaluation
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as well as for interpretation. Dostoevsky uses the conception of “positive 
character” in connection with Myshkin — th a t is with his psychological “awak
ening” — exclusively in this sense and again this positive value is under
lined by the creation of a level above character and event the  components 
of which model culture-typological oppositions. These oppositions are set up 
by the regular occurrence of such motives symbolizing the decline of Western 
civilization and the disillusionment concerning its development to  come as the 
recurrent mentioning of Holbein’s outstretched Christ, D um as’ Dame aux 
Camélias, F laubert’s Madame Bovary and Cervantes’ Don Quixote in the 
turning-points of the plot, and similarly their various in terpretations in the 
spirit of the intellect of the characters exposed there as well and in the spirit 
of the historico-philosophical competence of Myshkin’s “awakening” .

The Idiot represents and opens up a new phase in the artistic  thinking 
of the writer of the large-scale novels in the same way as Crime and Punish
ment does in respect of the small novels of the previous period or as The 
House of the Dead, Notes from Underground do together in relation to  the 
works of the 1840-50ies. We would like to  remind the reader of the fact that 
The Idiot is the single large-scale novel in Dostoevsky’s life-work which even 
a t any risk is determined to  create the “positive hero” . The reason why 
the experiment was not repeated was th a t Dostoevsky failed with it; on 
the contrary, because he was able to  tackle his task ju st as well as in his 
own tim e and in his own way Cervantes did setting an example of the high
est quality. Dostoevsky worthy of his predecessor, does not make his hero 
“fail” bu t makes him — and — through his “awakening” the reader-conscious 
of the new regularities which appear here and now in the relationship of 
the individual and the world, of the types of these regularities characterizing 
modern hum anity (“W estern” and “ E astern” ) and not only of the  even harder 
conditions of individual action, its fate-like determination, b u t together with 
it its new and differentiated possibilities which reveal themselves on the different 
ontological layers of existence. And of course he makes us understand that 
for the quest for the positive possibilities we have to pay no t a lower but 
a higher (often a tragic) price than  in an earlier historical period, on the eve 
of modern times. The value-creating individual possibilities of the latter one 
were made recognized by Cervantes who created a new type of novel with 
the narrative model of Don Quixote’s “awakening” , opposed to  the tradition 
both of the romance and the picaresque novel which represent “ adventure- 
models” . The Cervantes novel created a genre type, the model of the loss of 
illusions, which remained predom inant in the development of the Western 
European novel up to  Balzac, Stendhal and lingers on in the artistic  thinking 
of Dostoevsky’s contemporary, Flaubert. I t  is in similar way th a t  Dostoevsky 
creates through his novel of “awakening” a new type for m odern epic within 
the genre of the novel. Its  direct antecedent was Gogol’s narration and
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P ushk in ’s character and p lo t construction, as well as the  Western European 
trad itio n  reinterpreted by th e  two authors. I t  is in  this sense th a t we should 
take  th e  comparison between Pushkin’s Poor Knight and th a t of Cervantes, 
the  Gogol-Molière analogy an d  the other parallels draw n in The Idiot on the 
level of the culture-historical opposition. In  this respect the  novel contributes 
no t only to  the clarification of the notion of the  “positive hero” of a new 
type, b u t a t the same tim e i t  helps to make us aesthetically aware of the 
specific peculiarities of the  new  type of the novel model — the Russian novel.

I f  in the process of Raskolnikov’s “awakening” , which supercedes the 
abstractness of the intellectual anthropologism from  his thinking, the new 
regularity  of the world-individual interrelation appears setting his own existen
tia l failure, his “fate” into equivalence with the fate  of the Russian m ajority 
no t willing to make peace w ith their life then  in the  case of Myshkin 
the  recognition of this equivalence showing national peculiarities covers the 
six-m onth period undetailed in  the plot. In  the second p a rt of the novel we 
m eet the  hero in a phase of his process of “awakening” when the in tel
lectual basis of his conviction (“ the law of compassion” ) surrenders his place 
to  th e  recognition of the “law s” interiorized from the  new experiences. As a result 
M yshkin’s character is enriched with a newer stage of his process of “aw ak
ening” which reveals itself in  the  following: now he in terprets the quest how 
problem s belonging to  the individual’s fate can be solved as being connected 
w ith th e  search for the way o u t of the Russian situation  enabling not only a 
national development b u t a t  the same time: an evolution for the whole of 
Europe. In  the “not to  acquiesce” feature emerging in the characters in spite 
of th e  fact th a t they are existentially  closed and there is no way out for them  
M yshkin seems to detect the  first symptoms of an individual-national-uni
versal perspective, the sym ptom  of the real alternative of a New World.

I t  is perhaps only Besy  which is more tragic th an  The Idiot if we regard 
it  from  the point of view of th e  existential “blind alleys” . First of all it  is 
because on the level of though ts  Stavrogin already before the time the plot 
takes place goes through th e  alternatives which in Raskolnikov’s and Mysh
k in ’s search for the solution cam e to  be detailed only in the plot time as the 
central them e of the model. In  the world of the events described Stavrogin 
appears as a man disappointed in these alternatives and having done with 
any k ind  of intellectual illusion. His actual “awakening” developing a t the 
tim e p lo t takes place m otivated  by the necessary distortion of the positive 
values detailed by the n a rra tio n  through a great num ber of repetition in 
the  characters of Verhovensky, Kirillov and Satov, the adherents of his 
earlier ideas, with the purpose of modelling three contrasting intellectual con
victions and ways of action aim ing a t regularizing the  individual-world cor
relation. Here Stavrogin confronts with the practical outcomes of an ad ab
surdum  consistency regarding defiance elevated to  the  sta tus of a conviction.
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He confronts with Kirillov’s conviction sta ting  the superhuman freedom, the 
boundless possibility of the individual to  bear burdens (“человекобог” ), with 
Satov’s theoretical and practical a ttem p t idealizing the possibility to  make 
people perfect to  the utm ost (“народ-богоносец” ) and with Verhovens- 
ky’s idea (and the Jesu it practice) of th e  annihilation of the existing uni
versal order through political anarchism (“ Иван-Царевич” ).

If for Myshkin the Russian feature of defiance could be identified 
with the positive foretoken and guarantee of the universal, national and indi
vidual development, Stavrogin now has to  realize how this positive value — the 
passion of defiance towards the existing universal order — is transform ed 
into an intellectual conviction and as a result of the failure of the actions 
following from this conviction into the different variations of a h itherto  unseen 
obsession in cases where an individual is forced to  tackle individually unsolv- 
able problems which are drastically beyond hum an intellectual and existential 
possibilities and even almost beyond the  lim its of his biological endurance.

4. We have dwelt upon the question of the general genre establishing 
elements in the narrative model and plot-structure of the large-scale novels 
and upon the peculiarity of the process how they are specifically organized. 
In  the course of our analysis we saw th a t  the  intellectual, psychological and 
existential events form such a correlation in the character structure which, 
on the one hand, due to  the unchanging repetitions of a great num ber models 
a  situation which is existentially lim ited th a t  is “closed” and it is impossible 
to  find any kind of intellectual way out of it. On the other hand, the  same 
correlation of events models a psychological “ awakening” on the level of the 
repetitions of a small b u t gradually increasing number. So we arrived a t the 
conclusion th a t  in Dostoevsky’s novels there is such a specific correla
tion of characters and events tha t it  is neither the “history of the loss of 
illusions” nor the “history of the fa te” which actually constructs the  plot. 
I t  is true th a t following the genre trad ition  of the novel both constituents are 
present and work actively in the model b u t w ith a new function as they  m oti
vate the history of the “awakening” . As Dostoevsky details only the  final 
phase of both processes (and not their actual history as a whole), the intel
lectual “blind alley” and exhaustion are presented as belonging to  the  pre
history of the process of “awakening” . The existential failure — the result of the 
coexisting objective action vacuum and subjective necessity to ac t — is given 
the function to  condition the intensified psychological activity in the course 
of the whole history of events up to  the very point when the elements of the 
“awakening” appear in the protagonist’s thinking and he becomes conscious 
of them.

If 19th century Russian culture is regarded as a system of spiritual 
values growing out of a social evolution equally characterized by the “ retarded
ness” of the social structure, on the one hand, and the “acceleration” of its
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d e v e lo p m e n t, on  th e  o th er, in  th a t  case a  D o s to e v s k y  n o v e l can  be in te r 
p r e te d  a s  on e rep resen ta tive  in te lle c tu a l form  o f th is  sy stem . A n d  th e n  i t  is  
th e  n e v e r  decreasing b u t  d u r in g  th e  cen tu ry  p erm a n en tly  accu m u la tin g  so c ia l  
ta sk s  w h ic h  being u n so lv ed  rend ered  b o th  th e  in d iv id u a l an d  co llec tiv e  fa ilu re s  
to  f in d  th e  w a y  o u t o f  th e  s itu a tio n  a  recurring exp er ien ce in  h isto ry  a n d  so  
t h e y  m u ltip lie d  th e  d isa d v a n ta g e s  arisin g from  “ retard ed n ess” — in  o th e r  
w o rd s i t  is  th e  soc io -h istorica l co n d itio n s w h ich  can  g iv e  a proper e x p la n a tio n  
for  th e  in te lle c tu a l in c o m p e te n c y  an d  e x is te n tia l h op e lessn ess o f a  D o s to e v s k y  
h ero  a s  t h e y  form  th e  h isto r ic a l an d  o n to lo g ica l b ases o f th ese  ex p er ie n c es .

However, the socio-historical “retardedness” not only the disadvantageous 
conditions does reproduce in he 19th century. The renewed attem pts made 
to  solve the accumulated historical contradictions and the failure of these 
a ttem p ts  recurring in the experience and actual life of each generation, th a t  
is ju s t the  reproduction of the  disadvantageous conditions for social action 
on an  increasing scale as a result of the intellectual and existential efforts 
(despite of the failure or perhaps just on the contrary, stim ulated by it) worked 
out a  m ethod how to realize the contradictions leading to failure from tim e 
to  tim e, elaborated a new way of thinking nam ely the approach of the historical 
process from the point of view of the individual’s life-history which finally makes 
the individual aware of this regularity. I t  is evident th a t to realize the speci
fically Russian mode of existence this way of thinking had to come into 
antagonism  with any kind of progressive W estern-orientated and regressive 
Slavophile trend of ideas and similarly with all the intellectual models arising 
from  W estern European social conditions. This historically immanent w ay of 
th inking  became the ontological source of the Russian novel in general which 
concerning its adequacy and universality surpassed the ideological forms of 
social th inking (Russian Enlightenm ent, U topian Socialism, Narodism) includ
ing th e  writers’ search for the  way out of the situation as well. Only th is 
way d id  the  novel manage to  rem ain the dom inant form of thinking in the  spi
ritua l culture up to the last two decades of the century when this culture 
established the adequate forms of theoretical self-recognition. B ut by th a t  
m om ent the great era of the Russian novel comes to  an end as the novel has 
fulfilled its “historic commissions” and begins the brightest period of its un i
versal posthumous life.

If  from Onegin3 onwards according to  the canon of the genre in  the  
individual-world correlation the  Russian novel modelled the above-mentioned 
contradictions as the contrasts between action and fate, thought and action, 
thought and word, thought and experience or to  a certain extent even as the  
realization of these contrasts, later under the influence of the unbelievably 
active and  sharper and sharper contradictions after 1861 the above- 
m entioned basic structure of the novel model was radically rearranged: now 
the contrasts between word and thought, thought and action, action and
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result come to  be realized not only as biographical contradictions (“demonism” , 
“needlessness” , “oblomovism” etc.) not only as the existence of an insolvable 
antinomy, th a t  of a contradiction in one’s fate  bu t the explanation we can find 
for them  can be traced back to social and  historical roots — and th is happens 
on th a t character level which Dostoevsky calls the “awakening” — прозре
ние — of his heroes and which earlier was exclusively within the au tho r’s or 
the com petent reader’s grasp.

As we could see the “awakening” of Raskolnikov, Myshkin and Stavrogin 
forms such a dynamic structure which as opposed to the search for solution 
on the level of thoughts and actions resulting in failure to find the existential 
and intellectual way out of the situation and  consequently in the loss of illu
sions, now can model value establishing transform ation in the hero. Due to 
this dynamic psychological reorganization Dostoevsky is able to  grasp the 
national process of “awakening” in its embryonic phase, in the deepest, most 
hidden and m ost elementary social sphere — in the individual’s psyche and 
he derives m aterial for the plot of his novels from this “individual experience” . 
Since through the individual’s “awakening” he can model the first signs of 
the national “ awakening” process and by  a  novel coming about like this 
he establishes an aesthetic value. As opposed to the economic, social, philo
sophical and cultural “handicaps” which a Russian thinker can’t  help realizing 
in comparison with Western Europe it is only this novel m aking a m erit out 
of a necessity — th a t  is a new type of autonom ous and classical culture — 
which is not a “handicap” any more b u t an unique advantage, an asset of uni
versal value.

N O T E S

1 T h is essay  sum s u p  the  re su lts  o f  th e  researches in to  th e  gen re  o f  th e  large-scale 
novels a n d  th e ir  in te rp re ta tio n  m ade in  th e  fo llo w in g  w orks: Поэтика романа “ Идиот” . К 
проблеме ж анрового мышления Достоевского. H u n g aro -S lav ica  1978, B u d a p e s t, 149-164. 
П овествовательная компетенция героя и рассказчика в романах Достоевского. Углубление 
жанровой дискретности в структуре персонаж а. A nnales U n iv e rs ita tis  B u d a p e s tin e n s is , 
Sectio  P h ilo lo g ica  M oderna , t .  X I. 1980, 6 5 -70 . -  Ж анрообразующий принцип сюжета и 
персонаж а в романе Достоевского “ П реступление и наказание” . A nnales U n iv e rs ita tis  
B u d ap estien s is , Sectio  Ph ilo log ica M oderna, t .  X I I .  1981, 65-64. — Роман-прозрение. 
Опыт ж анровой поэтики Достоевского. S tu d ia  R u ss ic a  IV , B u d ap est 1981, 27 -70 . Поэти
ческая мотивация в романе Достоевского “ Б есы ”  — A cta  L itte ra r ia  H u n g a ricae , t .  X X IV  
(2 -4 ), B u d a p e s t, 1982. p p . 27-56.

2 Вячеслав Иванов. Достоевский и роман-трагедия. «Борозды и межи», 1916.
3 O n th e  p ro b lem  o f  th e  genre an d  th e  s t ru c tu r e  o f Onegin a n d  on  th e  ro le  o f  th e  

novel in  th e  genesis o f  th e  R ussian  novel in : K o v á c s  Á rpád , Szem pon tok  az  “ A n y eg in ” 
p o é tik a i és m ű fa ji m eghatá rozásához  (The S p ec ify in g  princip les o f T he G enre a n d  P o e tica l 
Q u ality  o f  O negin). In :  T an u lm án y o k  a  k e le t-e u ró p a i irodalm ak  és n y e lv ek  köréből. 
B u d ap es t, 1980, 291-302.
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Zur Ironie in Thomas Manns Werk 
»Der Zauberberg«

Zo ltán  S z e n d i

Dieser Aufsatz ist die Zusammenfassung einer umfangreichen A rbeit.1 
A nstatt einen Teil der Arbeit vorzustellen, wählen wir die Form  der Zusam 
menfassung, um  auch die Grundkonzeption aufzeigen zu können. So müssen 
wir aber sowohl auf eingehende Erörterungen als auch auf manche Beispiele 
verzichten.

Wenn über die Thomas Mannsche Ironie gesprochen wird, denkt man 
vor allem an seinen Erzählstil, an die fein nuancierte Erzählungsart. In  der 
vorliegenden U ntersuchung wird versucht, die Ironie als ein das ganze W erk 
umfassendes und  determinierendes Gestaltungsprinzip zu analysieren. Unserer 
Meinung nach h a t die Ironie nämlich in diesem Roman eine besondere Bedeu
tung: Sie ist die adäquate Ausdrucksform jener geistigen W endung, die 
» Der Zauberberg« innerhalb des Gesamtwerkes repräsentiert. Durch die Auf
deckung des Beziehungssystems im  Rom an un ter diesem Gesichtspunkt läßt 
sich vielleicht einerseits eine wichtige Phase dieses höchst komplizierten 
geistigen Prozesses, anderseits aber die E igenart der künstlerischen Gestaltung 
näher beleuchten.

Hier wird also die spezifische Hierarchie der fiktiven W elt des Romans 
skizziert und die Bewegungsform dieses Beziehungsystems angedeutet.

Die ironische Hierarchie des Romans

Die Elemente, die die fiktive Welt des Romans aufbauen, bilden — trotz 
aller Verflechtung und Verschiedenheit — einheitliche Schichten, die deutlich 
voneinander abgrenzbar sind und deren Hierarchie mit dem folgenden geo
metrischen Modell veranschaulicht werden kann: Stellen wir uns einen Kegel 
vor, dessen Grundfläche die Position der W elt der «Ebene» im Rom an kenn
zeichnet. Über ihr — als ein höherer und  engerer Kegelschnitt — befindet 
sich die W elt des Sanatoriums, wo auch die H auptgestalten des Rom ans leben, 
die aber als »lauter Exponenten, R epräsentanten und Sendboten geistiger 
Bezirke, Prinzipien und  Welten« (X II, 442) aufgrund ihrer Position gleich
zeitig eine noch höher liegende Schicht bilden. Die Spitze des Kegels, die 
Spitze der Hierarchie also, bezeichnet schließlich die Position des Erzählers.

Acta Litteraria Academiae Scientiarum Hungaricae 25,1983



376 Szénái, Z.

Diese hierarchische Ordnung in der W elt des Romans gehört eng zu 
der künstlerischen Fiktion, die aber zugleich in einem anderen, tieferen 
Zusam m enhang ironisch aufgehoben oder mindestens relativiert wird. Zum ' 
Beweis dafür, daß diese H ierarchie tatsächlich vorausgesetzt ist, nehmen wir 
das W ichtigste vorweg: Ih r Vorhandensein stellt die Bedingung für die E n t
w icklung von Hans Castorp dar. Diese Entwicklungsgeschichte des Helden 
spielt sich aber in dem fragwürdigen, berauschenden Zustand der »Steigerung« 
und  Zauberei — enggebunden an die Bewegung der Fieberkurve — ab, um 
ihren Gipfelpunkt in einer Vision zu erreichen, von wo der Weg in die gefähr
lichste Tiefe der »hermetischen« Welt, der »okkulten Erlebnisse« führt. U nd 
ü berhaup t: Gibt es eine Entw icklung dort, wo die Zeit aufgehoben ist?  Denn 
die Z eit als eine Dimension des Romans wählt der Dichter gleichzeitig zum 
G egenstand seiner Geschichte und stellt sie in Frage. Wenn wir aber n icht 
wissen, was die Zeit »an sich« ist, können wir auch nicht wissen, welche Form  
die Entw icklung hat, und dann  befinden sich auch die Erzeuger dieser schein
baren Bewegung in der Position der Illum ination: Die W elt der Hierarchie 
b leib t ein reines Paradoxon.

M it dieser Fragestellung haben wir vielleicht die Antwort schon a n ti
zipiert, obwohl bloß das grobe Schema der R om anstruktur angedeutet wurde. 
All das, was sich darauf b au t bzw. was als fast endloses Gespinst der oft nur 
kaum  wahrnehmbaren Schattierungen diese S truk tur durchwebt, präzisiert 
m it m inuziöser Umsicht das W ertsystem der Wirklichkeitsmomente, dessen 
»Endsumme« erst als das E thos des Werkes aufgefaßt werden kann.

1. D ie «Ebene»

D ie »Ebene« liegt außerhalb der »hermetischen« W elt des Zauberbergs. 
So sind alle Informationen, die wir über das »Fachland« bekommen, indirekten 
C harakters: Andeutungen oder Erinnerungen. Am Anfang der Geschichte h a t 
der H aup the ld  des Romans diese W elt schon verlassen, bei seiner Rückkehr 
aber erscheint sie nur in den verschwommenen Bildern der Schlußszenen. 
Aber gerade dieser Um stand is t die Bedingung für die symbolische Steigerung 
der Zauberbergwelt. Der m ythenhaften Prozeß der Verzauberung kann erst 
m it dem  Aufheben der W irklichkeitsdimensionen von Zeit und R aum  be
ginnen.

D as wird in der konkret-plastischen Form  des Reisezustandes aus
gedrückt. Hans Castorp, als R epräsentant der »Ebene«, dieser auch historisch 
um grenzbaren bürgerlichen W elt des Vorkriegseuropa, nimmt auf die Reise 
auch sein Fachbuch »Ocean steamships« mit, »worin er zu Anfang der Reise 
bisweilen studiert hatte; je tz t aber lag es vernachlässigt da . . .« (8 ). Dieses 
scheinbar nebensächliche M oment wird vom Dichter genau erklärt. Der R aum  
— gleich der Zeit — »erzeugt Vergessen«, und »selbst aus dem Pedanten und
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Pfahlbürger m acht er im Handumdrehen etwas wie einen Vagabunden« (8 ). 
Die Verknüpfung der W örter Zeit und Lethe, »Fernluft« und »Trank« aber 
zeigt schon die V irtuosität, m it der die Geschichte bei Bewahrung der W irk
lichkeitsmomente eine mythisch-symbolische Um deutung erfährt. Im  Zusam
menhang m it diesem einzelnen Sachmotiv wird also der seelische Zustand 
der H auptgestalt psychologisch begründet und  gleichzeitig ihre innereUmwand- 
lung nun auch schon symbolhaft — als Bereitschaft zur »Steigerung« — m oti
viert. Schließlich die dritte, kompositionelle Funktion dieses Motivs: In  der 
motivischen W iederholung erhält es als Kennzeichen des praktisch-bürger
lichen Berufes von H ans Castorp kontrapunktierend eine stark ironische 
Akzentuierung (218). Je  mehr der Held in seiner neuen W elt »verzaubert« 
wird, desto lieber vergißt er sein Fachbuch, seine bürgerliche Arbeit — zusam 
men m it der ganzen W elt der »Ebene«. E r  braucht es nur noch als »Legiti
mation«, um auch sein »bürgerliches Gewissen« beruhigen zu können.

Die Bewahrung der »Ebene« als H intergrund bedeutet also das Erhalten 
der W irklichkeitsdimensionen. Sie ist das historische Hinterland der W elt 
der »Siebenschläfer«. Ihre Position in dem W ertsystem des Romans kann 
folgendermaßen bezeichnet werden: Sie ist als der Rahmen des Seins no t
wendigerweise vorausgesetzt und bejaht, in ihrer konkret-gesellschaftlichen 
Form  aber zugleich abgelehnt. Auch von diesem Gesichtspunkt aus kann und 
muß die ironische »Mittel- und Mittlerstellung« Hans Castorps interpretiert 
werden ! Die Perspektiven nämlich, die der H auptheld hinter und vor sich hat, 
sind ironisch konfrontiert.

In  der R ealitä t der Geschichte ebenso wie in ihrem symbolischen Zusam
menhang ist zwar der Unterschied zwischen der W elt der »Ebene« und der 
des »Zauberbergs« vorausgesetzt, aber doch auch aufgehoben. W enn die 
Bürger der »Ebene« sich gesünder glauben, so ist das eine leere Illusion, die 
ihrer Unwissenheit entspringt.2 Aus dem Grundsatz der Fiktion folgt die 
ironische Konfrontation der erwähnten Schichten: Dem scheinbar gesunden 
Leben, dessen naivem Selbstbewußtsein, s teh t die bewußte und »ihren eigenen 
W ert erkennende« K rankheit gegenüber und  daraus folgend auch der Verzicht 
auf das Leben der »Ebene«, das man in der Zauberbergwelt sowieso für sinnlos 
hält. Daher stam m t also die ironische A lternative, vor die Hans Castorp gestellt 
wird: ein regsames, handlungsfähiges, aber zugleich sinnloses Leben oder eine 
völlige Stagnation, eine sündhafte »Vegetation«.

Gerade m it dieser ironischen Aufhebung der Unterschiede der zwei 
W elten bzw. m it ihrer Aufeinanderbezogenheit wird die bürgerliche Lebens
form sarkastisch entlarvt. Die In tensitä t und künstlerische E inheit des 
Romans erreicht Thomas Mann dadurch, daß die K ritik  — ohne die Grenzen 
der fiktiven Zauberbergwelt zu überschreiten — von innen geübt wird, durch 
Durchleuchtung und Vergrösserung der organischen Entstellungen der Klasse, 
die ihre progressive Rolle ausgespielt h a t .3
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D ie bürgerliche W elt wird aber nicht nur m it der hermetischen Sphäre, 
die als Zerrbild in ihrer Gegenwarts- und Zukunftsbezogenheit die Verfalls
sym ptom e deutlich erkennen läß t, ironisch konfrontiert, sondern auch m it 
ihrer eigenen historischen Vergangenheit. Trotz des Erinnerungscharakters, 
den das zweite Kapitel träg t, zeichnet sich deutlich die Mikro weit der ver
gangenen bürgerlichen Lebensform ab. H ans Castorps Jugendmilieu w ird von 
einem ironisch-doppelten B lickpunkt aus geschildert. W ir lernen die intim en 
Geheimnisse eines altbürgerlichen Hauses m it den Augen des kleinen H ans 
Castorp kennen; zugleich aber zeigt der ironische Ton bzw. die ironische 
K onfrontation  die ständig distanzierende Position des Verfassers der »Budden
brooks«. Die Hauptfunktion des doppelten Blickpunktes sehen wir darin, daß 
er das ganze Motiv- und M otivationssystem  schon hier, in seinem K ern
zustand , auf doppelter Ebene fixiert.

E in  Beispiel dafür ist der Großvater »in zwiefacher Gestalt«. Bei der 
Beschreibung des Großvaters, wie er versucht, »die Krümmung durch Gegen
druck auszugleichen« (36), spielt die Ironie kaum  auf den biologische Verfall 
an, n ich t einmal nur auf die kläglich-grotesken Anstrengungen, m it denen der 
alte C astorp sich bemüht, die Symptome der Senilität zu verheimlichen. 
Die spöttische Schärfe trifft auf die Stilisierung in einem viel weiteren Sinne zu. 
In  der G estalt des Senators h a t sich die progressive Rolle des Bürgertum s 
überleb t: D arin steckt der ironische W iderspruch seiner Haltung. Seine W ürde, 
die au f eine echte geschichtliche Position, auf moralische W erte zurückgeht, 
ist in einer anachronistischen Eorm  erstarrt.

D ie ironisch stark betonten stilisierenden Gesten haben ihre m otivi
schen Zusammenhänge sowohl innerhalb des »Zauberberg«-Werks als auch 
in anderen  Werken von Thomas Mann. Das elegante Benehmen des Groß
vaters bedeutet für Hans Castorp ein entscheidendes Erlebnis: Die W ürde 
dieser H altung  erscheint in seinen Augen als die Verwirklichung des Geistes, 
die sogar in einer gekrümmten Form  aristokratisch vornehm ist. In  Joachim  
leb t die moralische Haltung als »reine Form«, die weder von der historischen 
Vergangenheit noch von der Perspektive eines geistig-ästhetischen Abenteuers 
insp iriert ist. Trotz ihres Selbstzwecks wird sie nicht lächerlich, nur ironisch 
en tla rv t, denn ihre Rolle, die In teg ritä t zu wahren, ha t zum Teil Berechtigung.

Die Beibehaltung des historischen Hintergrundes ermöglicht auch die 
horizontale Ausweitung der Bürger-Problem atik. In  der Konfrontation, bei 
der zwei Großväter (der von Settem brini und  der des Haupthelden) in eine 
Parallele zu einander gestellt werden, sind durch ihre Gestalten die voneinander 
abweichenden Richtungen der bürgerlichen Geschichte angedeutet. Die A k tua
litä t  dieser Konfrontation besteht darin, daß auch die Enkelkinder als geistige 
E rben  m iteinander und m it ihren Großvätern verglichen werden. Dem ita 
lienischen Advokaten, der ein »Oppositionsmann« war, gleich dem Enkel, 
der aber »das Ding in größerem, kühnerem  Stile betrieben« ha tte  (218), steh t
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der »geschwätzige Literat« gegenüber, wie der würdevollen Gestalt des Hans 
Lorenz Castorp »das Sorgenkind des Lebens« und so wird die Möglichkeit 
einer eventuellen K ontinuität in beiden Fällen ironisch in Frage gestellt. In  der 
Persönlichkeit von Settembrini schwächt sich der oppositionelle Dem okratis
mus der effektiven politischen Handlung ab auf die harmlose, anachronistische 
Pose des aufklärerischen Literatentum s, H ans Castorp aber übernim m t als 
großväterliches E rbe den aristokratischen Konservativismus und führt ihn 
weiter bis zur Dekadenz.

Das Paradoxon der in dem geschichtlichen Prozeß angedeuteten und 
determinierten Perspektive besteht im folgenden: Die Fortsetzung der fo rt
schrittlichen Traditionen wird durch die veränderten historischen Bedingungen 
verhindert, und ihre Vertreter sind wegen ihrer Unzeitgemäßheit von vorn
herein zum Mißerfolg verurteilt. Der Weg aber, den sich der moderne bürger
liche Geist gewählt hat, schließt die echte R ichtung des Fortschrittes seines 
Inhalts wegen aus. Der adäquate Ausdruck dieses Paradoxons ist die Ironie, 
die neben der Aufdeckung dieses tiefen W iderspruches auch die Funktion der 
W ertbewahrung erfüllt.

2. Die hermetische Zauberbergwelt

».Hermetisch* -  das W ort ha t mir im m er gefallen. Es ist ein richtiges 
Zauberwort m it unbestim m t weitläufigen Assoziationen« (721). Als sich Hans 
Castorp wegen seiner komischen Einfälle entschuldigt, weiß er nicht, daß 
er m it dem profanen Beispiel das sein Schicksal bestimmende Milieu veran
schaulicht hat, für das Geschlossenheit und Zeitlosigkeit charakteristisch sind. 
W ir könnten diese Situation auch »tragische Ironie« nennen: der Held m acht 
ja  dem Leser das bewußt, was er selbst n icht einmal ahnen kann. In  seiner 
Geschichte bedeutet diese »hermetische« Geschlossenheit die völlige E n t
fremdung vom tätigen Leben.

Die besondere Atmosphäre der Zauberbergwelt enthält reale Einzel
komponenten und solche Komponenten, die eine symbolische Verallgemeine
rung ermöglichen. Sie werden psychologisch fein motiviert. Der Magie liegt 
die R ealität der U m stände zugrunde, die aber für einen »Hospitanten« so 
sonderbar ist, daß er sich seelisch und physisch »akklimatisieren« muß. Das 
aber zwingt ihn, die Begriffe von der »Ebene« nach und nach aufzugeben oder 
sie mindestens anzuzweifeln. Die realen Momente selbst halten die empirische 
Erfahrung zum besten. Das wird vom Erzähler ironisch betont, um das 
Zusammenspiel von Wirklichkeit und Symbol, Efahrung und Zauberei, 
Wissenschaft und Mythos herstellen und erhalten zu können .4

». . .ich bin im höchsten Grade konfus« (1 2 ) — sagt der Held, als er auf 
die Frage Settembrinis, wie alt er sei, keine Antwort geben kann. Es ist kein 
Zufall, daß zuerst der Zeitsinn bei Hans Castorp versagt. Das paradigmatische
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Ä quivalent des Zitates — »Das ist ja  eine schöne Konfusion« (135) — bezieht 
sich schon auf das W etter. Das eigenartige Klima der Alpenwelt, in dem das 
N acheinander der Jahreszeiten, wie es in der »Ebene« üblich war, aufgehoben 
wird, fü h rt notwendigerweise zu einem subjektiven Zeiterlebnis, das Hans 
Castorp sogar bewußt wird und  dam it in ihm einen Gedankenprozeß auslöst, 
der zu r »philosophischen Begründung« bzw. Rechtfertigung jener Lebensform 
dienen kann, die in nicht geringem Maße eben durch dieses Zeiterlebnis sug
geriert w ird .5

Die motivische Verbindung von Erlebnissen der Schneelandschaft, der 
Erinnerungen an den »Strandspaziergang« und der »aufgehobenen Zeit« 
b estä tig t ironisch das Epitheton ornans H ans Castorps — »Sorgenkind des 
Lebens« —, denn auch diese Motive drücken die mythisch-romantische 
A nziehungskraft des Todes aus, die den jungen Helden so sehr anspricht. 
V ertieft werden die symbolischen Zusammenhänge dieses Motivkreises durch 
die Heraufbeschwörung des M ittelalters (773). Das ambivalente Verhältnis 
zu diesem ganzen Motivkomplex beweist das fast ständige Vorhandensein der 
Ironie. Im  Pathos des romantischen Lebensgefühls z. B. (»O Meer, wir sitzen 
erzählend fern von dir . . .«) (772), ist die Doppelheit der lyrischen Em phase 
und  zugleich deren Parodierung enthalten. U nd wie es während der Erzählung 
oft geschieht, bleibt die Id en titä t des Blickpunktes im dunkeln. H in ter der 
Maske des Erzählers ist es leicht, das pathetische Gefühl auf den Helden 
abzuschieben !6

Ähnlich wie die Alpenwelt trä g t auch das engere Milieu des Sanatoriums 
zur Schaffung der geschilderten Atmosphäre wesentlich bei. Die Monotonie 
der Tagesordnung, die rituelle Lebensweise der Patienten machen die Zeit 
quasi »überflüssig«. Sie hört aber nicht auf zu existieren und »zeitigt« Ver
änderung (489). Worin diese Veränderung besteht, das sagt der Erzähler auch 
(765). Als er von der Funktion der Zeit der Erzählung spricht, spielt er m it 
den Begriffen »krankhaftes Element«, »hermetische Zauber« usw. deutlich 
auf die magische Atmosphäre der Zauberbergwelt an. Die Zeit als komposi
tioneiles Elem ent der Erzählung und die Zeit als W irklichkeitsmoment in der 
fik tiven  W elt des Romans werden ironisch in eine Parallele gestellt. W ährend 
der theoretischen Erörterung h a t der Erzähler seine Geschichte vor Augen 
und g ib t sogar listig deren »Schlüssel« an. E r m acht eigentlich dasselbe wie 
H ans Castorp, als dieser m it seiner »Worterklärung« dilettiert. In  beiden Fällen 
w ird zugleich auch m it dem Leser ein ironisches Spiel getrieben.

E ch te  Vertreter dieses Milieus sind die Nebenfiguren der Geschichte. 
Sie bilden — trotz aller individuellen Eigenschaften — eine »homogene 
Schicht«, denn ihre wichtigsten Merkmale bestehen gerade in den gemein
sam en, w ir können gleich hinzufügen: entstellten, Zügen ihrer Lebensweise 
und  M entalität. Obwohl sie im H intergrund stehen, dürfen ihre Rollen doch 
nicht fü r nu r episodenhaft gehalten werden. Im  Gegensatz zu der traditionellen
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Rom antechnik ist nämlich ihre Anwesenheit durch die bekannte leitmotivische 
Technik, manchmal allerdings nur in einer indirekten Form, gesichert. In  der 
Gegenüberstellung ihrer W elt und der der Hauptgestalten sehen wir die 
ironische Polarisation derselben Lebenssituation. Diese Polarisation m acht 
also die Ambivalenz dieser Sphäre deutlich: die verführerischen Möglichkeiten 
des Geistes und zugleich seine Todesgefahr. Anders formuliert: W as die Hier
archie der R om anstruktur polarisiert, um  diese Zweiheit sichtbar zu machen, 
das löst die Ironie auf und relativiert sie, um  auch die Zusammengehörigkeit 
dieser Komponenten zu betonen. E in Beispiel für diese dialektische Funktion 
der Ironie ist die motivische Rolle des russischen Ehepaars. Die »Steigerung« 
bei diesen Leuten ist, ebenso wie bei den anderen Nebenfiguren, in erster Linie 
körperlich zu verstehen, und sie wird dem  ständigen Fieber zugeschrieben. 
Sie bedeutet in ihrem Leben eine ungewöhnliche Vitalität, eine hemmungslose 
sexuelle Lebenslust, die den »hochzivilisierten« HansCastorp so s ta rk  empört. 
Nach der Bekanntschaft m it Madame Chauchat wandelt sich aber seine Ver
achtung in eine kaum  verheimlichte Neugier um. In der W alpurgisnacht 
schließlich hören wir von ihm die Apotheose der Liebe, ja sogar der Körper
lichkeit. Seine Liebeserklärung — »Le corps, l’amours, la mort, ces trois ne 
font qu’un« (486) — hebt ironisch die Grenzen zwischen der erw ähnten Paral
lele auf, ohne sie gleich zu machen ! Die romantischen Antinomien des F rüh
werks von Thomas Mann kehren hier in einer dialektischen Form  wieder.

3. Das System der ironischen Beziehungen zwischen den Hauptgestalten

Die Positionen der H auptgestalten in der Hierarchie des R om ans sind 
doppelt determ iniert. Durch ihre begünstigten Repräsentationsrollen werden 
ihre Positionen über den Durchschnittsfiguren der Zauberbergwelt gesichert. 
Ihre positionelle Begünstigung ist eine Bedingung für die geistige Entwicklung, 
für die »Steigerung« Hans Castorps. Die andere bestimmende Komponente 
bildet ihr Beziehungssystem, wo die Ironie die W ertverhältnisse in erhöhtem 
Grade relativiert, ohne sie zu nivellieren. Die Hierarchie innerhalb der engeren 
Schicht der H auptgestalten kommt so zustande, daß deren W ertordnung in 
einer schwebenden Bewegung gehalten wird. Während die Kom positions
bewegung im traditionellen Roman eine grundlegende Um wandlung des 
hierarchischen Beziehungssystems ergibt, ändern sich im »Zauberberg« nur 
die W irkungswerte der Positionen. Die einzige Ausnahme in dieser Hinsicht 
stellt Hans Castorp dar, dessen Entwicklung vorausgesetzt wird. Die H aup t
gestalten sind also infolge ihrer symbolhaften Rollen im traditionellen Sinne 
des W ortes »statische« Figuren, »ohne im realistisch-psychologischen Sinne 
unglaubwürdig zu werden«.7

Den Nebenfiguren gegenüber, deren Einstellung zu der »Ebene« ein
deutig  ablehnend ist, verhalten sich die Hauptfiguren grundverschieden.
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Die Unterschiede ergeben sich aus den einzelnen Rollenfunktionen. U n ter 
den H auptgestalten sind Joachim  und Settem brini dem »Flachland« ver
pflich tet. Sie verachten sogar ihre eigene Lebensweise im Sanatorium, sie 
können die »Akklimatisierten« nicht leiden, und  zwar aus jeweils anderen 
G ründen. F ü r den »braven Soldaten« besteht ih r L aster im Mangel an H altung, 
für den Aufklärer in ihrer »Vegetation«, die auf jede Tätigkeit verzichtet. Ihre 
B em ühungen verkehren sich aber ironisch: »der Bierifer«, der Joachim schließ
lich »desertieren« läßt, scheint genauso vergeblich zu sein wie Settem brinis 
enzyklopädische Tätigkeit.

Als repräsentative V ertreter der Zauberbergwelt können M adame 
C hauchat und Krokowski gelten, die infolge ihrer Position und durch ihre 
suggestiven Eigenschaften ih r Milieu zwar überragen, aber doch dessen Geist 
vertre ten . Die Ironie der Hierarchie macht diesen scheinbaren W iderspruch 
genau wahrnehmbar. H ans Castorp, der sich von den Durchschnittsfiguren 
des Sanatorium s ironisch distanziert, überläßt sich bereitwillig dieser A tm o
sphäre. E ine andere Konfrontationsmöglichkeit bieten die zwei Anreden für 
H ans Castorp: »joli bourgeois« (497) und »Kamerad« (948), in denen sich die 
«Ebene» ablehnende und die Zauberbergwelt akzeptierende Gesten sowie die 
ironische »Mittel- und Mittlerstellung« des H aupthelden spiegeln. M adame 
C hauchat verspottet den Bürger der »Ebene« in  Hans Castorp, w ährend 
K rokow ski diesen schon als einen zu ihnen gehörenden Patienten betrach tet. 
N aph ta  bekräftigt mit seinem mittelalterlichen Mystizismus zwar die Todes
atm osphäre des Sanatoriums, seine Vorstellungen beziehen sich aber viel 
eher au f das »Flachland«. Die Begriffe »neue . . . Revolution« und »der heilige 
Terror« deuten eine weit über die hermetische W elt hinausgehende politische 
Ideologie und als solche eine schreckliche Perspektive der »Ebene« an. D araus 
folgt, daß  er sich um die P atien ten  des Sanatorium s nicht viel kümmert, deren 
W elt sich als Nährboden seiner gefährlichen Ideen zwar eignet, aber als M ittel 
zur Verwirklichung seines radikalen Programms zu schwach ist. Seine »päda
gogische Verführung« richtet sich also wie bei Settembrini (nur freilich m it 
um gekehrten Vorzeichen) auf die »Ebene«. Die ironische Kehrseite seines 
Schicksals zeigt sich klar in seinem Selbstmord, in der aus ohnmächtiger W ut 
gegen sich selbst gerichteten Agressivität.

N ich t weniger vertrackt ist die Rolle des Hofrats, die von dem Erzähler 
als ironische Frage form uliert wird: »Kann befreien, wer selbst unterworfen 
ist?« (189). Die humanistische Antwort auf dieses Paradoxon gibt die m ytho
logische Anspielung Settem brinis. E r nennt Behrens spöttisch »Minos«, der 
als R ich te r der Schattenwelt auf den Befehl Zeus’ »nackt«, das heißt to t  ist, 
um den Toten, die auf sein U rteil warten, zu gleichen. Während diese S tandes
gleichheit im Reich des H ades einen statischen Zustand fixiert, bereiten die 
»Richter« des Zauberbergs den Weg zum Leben oder zum Tod vor. In  diesem 
Sinne aber macht »die Kam eradschaft des Arztes m it dem Patienten« (189)
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die hum ane Botschaft des Kampfes gegen den Tod mit dem zynischen Ver
sprechen des Lebens zum Bediener des Schattenreiches. Das heißt: Eine 
W ahrheit gilt für den Hades und eine andere für das Leben. Minos kann 
»nackt« sein, weil sein Urteil eine to te  W ahrheit ist. Dem Leben dienen kann 
man aber nur in einer Form: voreingenommen für das Leben.

Das tragikomische Paradoxon im Schicksal von Peeper körn, das ironisch 
betont wird, liegt darin, daß diese »U rkraft«8 gezwungen ist, vor den »heiligen, 
weiblichen Anforderungen des Lebens« (800) zu kapitulieren, daß seine Lebens
lust zum Tod führt. Seine V italität en tstam m t zwar der »Ebene«, aber die 
Dekadenz seiner Lebensform m acht ihn doch zum echten Bewohner des 
Zauberbergs.

Die Positionen der H auptgestalten befinden sich in einem ironischen 
Gleichgewicht. W ährend der Einfluß von Madame Chauchat auf H ans Castorp 
bis zur W alpurgisnacht immer größer wird, und ihre offenen oder heimlichen 
Gegner dementsprechend eine gesteigerte aktive Rolle in H ans Castorps 
Leben spielen, ändern sich diese Positionen gleich proportional bei der Verrin
gerung von Clawdias Einfluß. Sobald aus der von dem H aupthelden bewu- 
derten Frau selbst ein Verehrer wird, erscheinen an der Seite Peeperkorns 
auch Settembrini und N aphta als Zwerge. Vor dem A uftritt der dionysischen 
Gestalt besitzt N aphta die Position Clawdias, und so wird der einseitige Ein
fluß Settembrinis relativiert. Nach dem Tod von Peeperkorn und  Naphta 
hält Krokowski den Schützling Settem brinis in seinem Bannkreis.

Die hier ganz schematisch skizzierte Kontrapunkt-Technik is t motivisch 
vollkommen nuanciert. Die einzelnen Motive haben gleichzeitig ihre ferneren 
Zusammenhänge auch in anderen W erken Thomas Manns und  bilden ein 
Beziehungssystem, durch dessen Analyse wesentliche Züge des dichterischen 
W eltbildes beleuchtet werden können. W ir erwähnen nur zwei Beispiele 
davon.

Schon im K apiteltitel »Fragwürdigstes« (926) spielt der E rzähler auf 
die letzten Folgen der psychoanalytischen Tätigkeit von Krokowski an. Die 
zum M ittel erniedrigte Wehrlosigkeit, das beinahe der Perversität ausgelieferte 
»Medium«, in der Person Elly Brands, zeigt eindeutig die Unmenschlichkeit 
h inter der Maske der Wissenschaft. In  dieser H insicht kann die Rolle des Arztes 
als motivische Vorwegnahme der Suggestion Cipollas betrachtet werden, wie 
es die Parallele der Gesten beweist: die die Zauberei aufhebende, protestierende 
Geste Hans Castorps und der Pistolenschuß des aus der Hypnose erwachten 
Mario. Der Unterschied des Erzählstils versinnbildlicht zugleich auch die 
proportionale Verschiedenheit in den zwei Werken. Bei H ans Castorp ist 
der P ro test ironisch bemildert, darauf hinweisend, daß der H auptheld  in dieser 
Situation eine durchaus nicht unschuldige Rolle spielt, während das Pathos 
des Endkapitels in der Novelle Mario und der Zauberer von der eindeutigen 
Parteinahm e des Erzählers zeugt.
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Die das Gebären im itierende und es qualvoll erlebende Geste der E lly  
B rand wiederholt sich in dem rituellen Gebären von Ráhel mit einem hum or
vollen ironischen Nebenton. E s handelt sich in beiden Fällen um eine groteske 
Im ita tion  — nur m it einer ganz anderen Bedeutung. Der von Krokowski 
suggerierte Trancezustand en tste llt und verhöhnt die Mutterschaft in E llys 
Mädchenleib, während Ráhel — die Geburtsschmerzen Bilhas imitierend — 
m it dem  W arten auf das W under der M utterschaft, die ihren Schoß öffnet, 
den Gesten des R itus folgt. In  der Konfrontation dieser Situationen sind die 
ironischen Gesten und ihre »Ergebnisse« auch symbolisch zu deuten, was aber 
die R ichtung des Weges vom »Zauberberg« bis zur W elt des »humanisierten 
Mythos« angibt. Zu Elly gehört die Geistergestalt von Joachim, Ráhel h in 
gegen w ird Joseph gebären, den zukünftigen »Ernäher«. Der Gespensterspuk 
besänftigt sich hier, in dieser symbolischen Parallele der Ironie, zum V er
sprechen des Lebens.

4. »Der epische Geist« der Geschichte

Die Position des Erzählers an der Spitzenstelle der Hierarchie wird n icht 
durch dichterische Willkür, sondern durch die fiktive Rollenfunktion bestim m t. 
D am it wollen wir sagen, daß der Erzähler genauso zu der fiktiven W elt des 
Rom ans gehört wie die anderen Gestalten der Geschichte .9 Zum Beweis zitieren 
wir einen der erzählerischen Kommentare:

»Sehen wir uns un ter diesen Verhältnissen nach Hans Castorp um , 
so finden wir ihn im Schreib- und  Lesezimmer, jenem  Gesellschaftsraum, wo 
ihm einst (dies E inst ist vage; Erzähler, Held und  Leser sind nicht mehr ganz 
im klaren über seinen Vergangenheitsgrad) . . .« (787).

Die ironische K lam m er ist eine absichtliche Irreführung und zugleich 
eine Selbstentlarvung. Denn die dichterische Bew ußtheit, die unter anderem  
eben bei der Zeitkomposition des Werkes festgestellt werden kann, ist dem 
Leser schon wohlbekannt. W enn wir aber den W ahrheitsgehalt dieser E in 
schaltung nicht ernst nehmen dürfen, ließe sie sich nur für ironisches Spiel 
halten, dem ein jeder Nichteingeweihte zum Opfer fallen kann. Also sogar 
der E rzähler selbst ! Daß neben der Selbstironie auch eine »freigestellte Rolle« 
des Erzählers vorausgesetzt wird, rechtfertigt die Funktion dieser Rolle vor 
allem. D aß der Verfasser zwischen sich und der dargestellten Welt noch einen 
fiktiven Erzähler einschaltet, seine Rolle quasi verdoppelt und sich »ver
fremdet«, ermöglicht jene O bjektivität, die Thom as Mann »die K unst der 
Epik«, den »Geist der Ironie« genannt hat. Denn »Objektivität ist Ironie und  
der epische Kunstgeist ist der Geist der Ironie« (X I, 461).

Die ironische Position des Erzählers, die O bjektiv ität des »Außerhalb
stehenden« neutralisieren also das Verhältnis des Verfassers zu seiner geschaf
fenen W elt keineswegs, es wird bloß darin im w eiten Hegelschen Sinne auf-
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gehoben. Die Maske der Rolle hebt so die Einseitigkeit des Subjektivismus 
auf. Der Erzähler betrachtet nun seine Helden von der Position der »Allmacht« 
m it einer absoluten Überlegenheit, die aber gleichzeitig nicht ohne Selbstironie 
ist, und der epische K om m entar bildet folglich den organischen Teil der 
ironischen Komposition, die sowohl die Positionen der H auptgestalten  als 
auch die einzelnen Schichten der hierarchischen R om anstruktur gegenseitig 
relativ iert .10

Der Zauberberg deu tet das Gleichgewicht des individuellen und  kollek
tiven Schicksals an, in dem die historisch aktuelle und dringende Frage 
zusammen m it ihren mythisch-symbolischen Perspektiven zu finden ist, und 
wo die Ironie ebenso die tiefste und persönlichste Nostalgie wie die die Zukunft 
suchende, weise Erwägung ausdrückt. In dieser Stellung zwischen den schon 
überholten und den noch nicht erreichten Ideen zeugen die Spannung und die 
»apollonische Heiterkeit« der neuen Horizonte von dem Reichtum  der Möglich
keiten der ironischen Darstellungsweise.

Sie erfüllt — ihr Wesen widerspiegelnd — ihre »apollonische« und ihre 
»Hermes«-Rolle und wird zum Ausdruck einer Vergangenheit und  Zukunft 
auch innerhalb des Gesamtwerkes verbindenden Hum anität.

A N M E R K U N G E N

(Z itie r t w ird  n ach  der zw ölfbänd igen  A usgabe: T h o m as M ann: Gesammelte W erke, A ufbau- 
V erlag , B erlin  und  W eim ar, 1965. N ach  den  Z ita te n  aus dem  W erk  D er Zauberberg 
— Gesammelte Werke, zw eite r B an d  — w urde n u r  d ie Seitenzahl angegeben .)

1 Szendi, Z .: T hom as M ann iró n iá ja  az irón iaelm élet tü k ré b e n , B ö lcsészdok to ri 
értekezés.

(D ie Iron ie  von T hom as M ann  im  Spiegel d e r  Theorie d e r Iro n ie , In a u g u ra ld is se r
ta tio n ) , Pécs, 1979.

2 Vgl. zu diesem  T h em a  d ie  F e s ts te llu n g  H a n s  M ayers: »Schon u n te n  im  F lach land  
w aren  sie k ran k , k ran k e  G lieder des gesellschaftlichen  Lebens.« (T hom as M an n , W erk und  
E ntw icklung , B erlin , 1950. S. 151.)

3 W as die e inheitliche W elt des R o m an s b e tr iff t, schließen w ir u n s  d e r  M einung 
von  G eorges F o u rr ie r an : » O n a  rep roché  à  l’a u te u r  de n ’av o ir p a s  in d iq u é  les bases 
sociales de te rrib le  m o n u m en t d u  tem p s  «. On a  oublié que c ’e s t une  h is to ire  in térieu re  
e t  que , to u t  de m êm e, il e s t a llu sion  à  la  société  d an s laquelle C a sto rp  a  g ra n d i . . . « 
(T h o m a s M a n n . Le M essage d ’u n  artiste-bourgeois, P a ris , 1960. S. 342.)

1 Z ur F u n k tio n  d e r  m agischen  A tm o sp h äre  siehe noch: L u k ács  G y .: T hom as 
M ann. In :  Világirodalom, B u d a p e s t, 1970. B d . 2. S. 143.

5 Vgl. zu dieser F rag e  die A b h an d lu n g  von  E lő d  H alász: Az idő  fu n k c ió ja  a  V arázs
heg y b en  (D ie  F u n k tio n  der Z e it im  R om an  »Der Zauberberg«), B u d ap es t, 1959.

6 Vgl. dazu : M aier, H . A .: D er dritte H u m a n ism u s im  W erke S te fa n  Georges und  
T hom as M a n n s, B ern , 1938. S. 37.

7 H eftrich , E .: Zauberbergm usik. Über T hom as M ann , F ra n k fu r t  a m  M ain , 1975.
S. 179.

8 H alász, E A  ném et irodalom  története (D ie G eschichte d e r d e u ts c h e n  L ite ra tu r) , 
B u d ap es t, 1971. B d. 2. S. 334.

9 Vgl. zu  dieser F ra g e : B a u m g a rt , R .:  D as Ironische und  die Iro n ie  in  den  Werken 
T hom as M anns, M ünchen, 1964. S. 56. u n d  B u rk e rt, G .: Der fik tive  Icherzähler im  Werk 
T hom as M anns, M ünchen, 1968.

10 Siehe: “om nipresence o f  th e  a u th o r” — W eigand, H . J . :  T h e  M a g ic  M ounta in . 
A  study  of Thom as M a n n ’s novel “Der Zauberberg’’, C hapel H ill, 1964. S. 68.
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E A S T  C E N T R A L  E U R O P E A N  L I T E R A T U  RE

The Poetry of the Ukrainian “New Wave”
G y u l a  B a lla

I. Herderian prophecies, czarist proclamations

For those who are getting to  be acquainted with the literatures of 
Eastern Europa nowadays, to speak and  write about Ukrainian literature as 
such, or, as regards our subject-m atter, abou t Ukrainian poetry seems a given 
fact. Nevertheless, no more than two centuries have passed since th is newer 
designation has gained ground in place of those Little Russian  or Ruthenian, 
and has been used as a neologism, while a t  the same time being of political, 
historical significance as well. This rechristening did not come ou t of shere 
freak, it  was the  historical events affecting the life of language and  of people 
th a t  gave enough reason for this change. In  this case, we come across quite 
a rare situation, in other words, when i t  is no t the ethnic name from  w hat the 
names of the country and of the sta te  are derived, but they are called into 
life from a later version of a regional nam e through artificial derivation.

Suffice i t  to  say th a t the U krainian literature, as to  its special way of 
development, occupies a rather distinguished position even in the  rank of 
Eastern European cultures. Its  advance was hindered not only by the retar
dation of social development, The U krainian  people being divided and ham 
pered in growing into a coherent nation, or by the want of the  framework 
of national existence but by those theories as well th a t denied the very 
existence of the Ukrainian people and language as a whole.

H erder’s prophecy on the fu tu re  of the Hungarian nation, th a t is, 
“following a few centuries, Hungarians, enclosed between o ther nations, 
and small in num ber, will possibly lose even their language” had  to  be taken 
notice as a sordid fact by the Ukrainians, with a four times larger population, 
and accepted in the form of the czar’s au tocratic  measures. G ottfried Herder’s 
devastating though awakening rem ark th a t  stirred the mind of the best of 
the Hungarian intellectuals, was merely the  private opinion of a  great Euro
pean thinker, based on his own, highly respectable, mental achievements, 
while the czar’s proclamations, which openly disclaimed the existence of the 
Ukrainian nation, were guarded by the  oppressive bureaucratic organs of 
a powerful empire. I t  may have seemed incredible to a European in the 
second half of the 19th century to  hear the  czar saying a t the arrest of Shev

Acta Litteraria Acaderniae Scicntiarum Hungaricae 25,1983



388 Balia, Gy.

chenko: “ I  inhibit him from any kind of writing and painting.” Had his guards 
acted upon  this restriction in the  strict sen.se of the  word, the career of th is 
great p o e t would have come to  an abrupt end. W hat is more, what the best 
of th e  U krainian  intellectuals could have felt when the czar Alexander I I  
denies th e  existence of their national language as such: “Most of the L ittle  
Russians, very exhaustively, testify  to  the fact th a t  no particular language 
of them  has ever existed, does no t a t present exist, and will never exist and 
th a t  th e  dialect used by the lower classes is merely the Ukrainian Russian 
no tw ithstanding  deteriorated by  the Polish influence. Furthermore, the  
common language of the Russians can be understood by the Little Russians 
the sam e w ay as by the G reat Russians by being much more comprehensible 
than  th e  so-called Ukrainian language just conceived by some Little Russians, 
and especially, by the Polish people.”

T he above lines m ight still be taken for the  arbitrary  logical fallacy 
of a ty ra n t  with philologist inclinations, yet the  la te r measures of the czar 
sounded more threatening as to  the  future of the  U krainian culture and lan 
guage as a  whole. Let us quote here some of them : “ 1. Importing any books 
or papers written in L ittle Russian dialect, and published abroad, into the  
te rrito ry  of the Empire, is n o t in the least perm itted , except the special 
clearance of the public relations office. 2. I t  is forbidden to  reprint and publish 
those w orks written in dialect on th e  territory of the  Em pire with the exception 
of a) historical records, b) literary  works, under the  condition that the spelling 
of th e  original text has to  be m aintained when reprinting the historical docu
m ents an d  no departure is perm itted  in case if literary  products as well from 
the generally  accepted Russian ortography, furtherm ore tha t the public 
relations office will give the  permission necessary for printing these literary  
tex ts only  after having revised the  manuscripts themselves. 3. I t  is forbidden 
to  p u t  in to  stage any kind of theatrical performances or lectures, or to p rin t 
the te x t  of any songs w ritten in L ittle Russian d ialect.”

All th is  was put forward in Eastern Europe, in  the second half of the  
19th century . By that tim e the  formation of national states had been finished, 
or becam e accelerated. However, Ukrainian culture and language survived, 
and such oeuvres were born as those of Ivan F ranko, Lesya Ukrainka. This 
can be due to  the relatively m ore liberal conditions prevailing in Galicia and  
Bucovina, by  being attached to  th e  territory of the  Austro-Hungarian Monarchy, 
where th e  Ukrainian writers could work without linguistic restrictions.

II. What is a poet worth when re-established in public esteem?

Following the Great October Socialist Revolution, after the confusion 
of civil w ar and the short period of political and ideological uncertainties had  
passed, when it was, for a while again, the very existence of the U krainian
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nation and language th a t was jeopardised, following this hard  tim es, highly 
prolific years ensued in the Ukrainian literature. I t  was m ainly th e  immense 
im petus of lyrical movements, their colourful whirl th a t substan tia ted  in the 
most captivating and convincing m anner the vigour and self-dependence of 
the Ukrainian poetic language. The visionary power and abundance of avant- 
garde unfolded the by thé t tim e unexplored resources of the language, any by 
the  impetus of these poetic movements, added to its flexibility, musicality, 
complexity, in other words, to  those tra its  Ukrainian poetry had  been noted 
for. The rainbow what the best Ukrainian poets drew onto the sky of literature 
in the twenties, was arching over from symbolism to futurism . To put it in 
other terms, it was the period when Ukrainian literature and, above all, 
poetry was able to  enter into contact with the European poetic movements, 
no t to  reckon with some private connexions as those of Taras Shevchenko 
and Ivan Franko. This tim e exceptionally, Ukrainian culture could make up 
for its loss of time, by overcoming the same difficulties as any countries in 
Eastern Europe.

By the end of the twenties or by the  beginning of the th irties, this enor
mous upswing in the Ukrainian poetry had come to a sudden halt. As on many 
other occasions in the course of history, it was not the “logic of poe try” (just 
to  quote one of our best poets, A ttila  József) th a t affected the  current of 
events, or, according to  another of our great poets, “the self-indulgence of 
poetry was pu t an end” . W hen thoroughly reading the biographical notes 
of theup-to-now most complete anthology of theU krainian literature, embracing 
all the stages of its development from the beginnings to our contemporaries, 
edited by Sára Karig, we will come across 17 times the sentence as follows: 
“ He had fallen victim to  the unlawful acts of personality cult. Following the 
2 0 th  Congress of the Soviet Communist P a rty  he was rehabilita ted .”

To say nothing of the poets who were reduced to silence “ only” , or of 
those who wrote their poems to  ease, a t  least in art, the artistic  and  personal 
tribulations they met with in the exile. All this supports the opinion of those 
literary scholars in the Ukraine who, accordingly, consider the  2 0 th  Congress 
of the Soviet Communist P arty  as a m arked caesura in both cultural and 
social life. As a consequence, not only the imposing poetic achievements of 
the twenties are thus revalued, and are again available but we m ay witness 
the initial steps of the youngest generation of the Ukrainian poetry, which 
was capable of recovering from its heavy losses.

III. “On the dried up shoulders of the Ukraine”

A group of young poets, called the “sixties” burst into the  Ukrainian 
poetry as the twin-brother of the Russian “new wave” . They found their 
equals in the movement of Vozniesenski and his companion^, as regards their
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poetic power, bold outspokenness, and considering th e ir adherence to  tradition 
as well as their innovative aspirations. By now it  has become a commonplace 
of the  history of literature th a t  the members of th is  young generation reached 
poetic m aturity  in the  cu ltu ra l upswing following th e  2 0 th  Congress of the  
Soviet Communist P a rty  when they had to  shoulder the responsibility of 
restoring the respectability of poetry. Lina K ostenko, Volodimir Luchuk, 
V itali Korotich, Mikola Vinkhranovski, Ivan D rach, and Vasil Simonenko 
who so fatally died in the  meantime, a t th a t tim e the  leader of the group, 
brought new life to the U krain ian  poetry, which had  suffered so heavy losses 
in th e  course of the cu lt of personality. True as i t  is, their names did not 
a ttra c t  masses th a t could fill up  stadiums and sport halls, nevertheless, their 
frank  confessions and passionate lyrical argum ents gave life to  such a poetic 
m ovem ent that, as to its  a fterm ath , can be compared to  the avantgarde of the 
2 0 ies. They announced th e ir preoccupation with th is  heritage with the same 
em phasis as the group of Jevtushenko did.

I t  is the “them atic” credibility, the kinship of poetic motives th a t can 
be detected in all of their, none the less individually proportioned, poems. 
L et us enlist here the m ost typical examples. The w ay as these poets, one by 
one, tu rn , with the exalted fever of a confessioning lover, to  their motherland, 
the  Ukraine, to the landscape w ith its rivers, to  objects th a t embody historical 
continuity  and everyday intim acy, would seem a  little  bit anachronistic 
w ithout the full knowledge of the  preceding historical events. “ I need nothing 
else b u t / your magnificiant meadows / — your fertile lap, your body” — writes 
in  his poem The Ukraine V itali Korotich. “Tell me, tell me Dnieper, where 
the  blowing winds swell / calling me to distance through the  prairies ?” — turns 
Vinkhranovski to the river th a t  has ever represented the  Ukrainians’ lot as 
such. W e may come across a  more confessional tone  when reading the lines 
of Simonenko: “Clouds b u rs t with thunder, sharp as showers the swords / 
C u tting  the ancient beau ty  of your fields; / I  go to  die, your name my last 
word, /  Telling your nam e rise up again” (To the  Ukraine).

W ithin the bounds of th is  paper it  seems impossible to analyse the 
career of each poet one by  one, therefore I set myself to  write, in the following, 
abou t the  poems of the  m ost accomplished m em ber of this group of poets, 
Ivan  Drach.

B y the seventies, ju s t like the “new w ave” of Jevtushenko’s group, 
the  movement of the “six ties” had settled down, while Ivan  Drach’s poetic 
orientation had undergone a  similar transform ation. In  place of his poems 
pretentious and publicistic in  tone, the more m editative and philosophical 
ones came to the fore. How ever, in the meantime, D rach’s peculiar a ttitude  
w ith the  balladistic overtones of his poems, by m aking use of the particular 
and general characteristics of folk-poetry as well as crafted with the most 
curren t poetic skills, had rem ained unchanged. This poetic approach proved
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to  be rather fruitful in Hungarian poetry as well. We may quote here as 
the best example of th is artistic m entality, D rach’s collection of poems pub
lished in H ungarian in 1977, entitled A Ballad on the Cybernetic Cathedral th a t 
represents the best pieces of his 15 years’ creative work.

In  Ivan D rach’s poetry, we can witness a  peculiar interpretation and 
renewal of the balladistic form th a t transcends the genre as it  is. All this 
can be due to the  fact, beyond the inspiration of folklore, so wide-spread in 
modern poetry, th a t  Ivan  Drach chose th e  more international type of ballads 
known in Europe, as a means of his poetic stylization in place of their partic 
ularly Ukrainian form, called duma (the long epic poem of the U krainian 
folk-poetry).

Now let us enum erate here a brief list on the topics of Drach’s ballads. 
He wrote ballads on the kinds’ jumping hoops, on the bucket, on the  lost 
words, on the open eyes of children, on restlessness, on the old woman, on 
creativity, on the  genes, on Karmalyuk, on the  peasant leader, on the  three 
belts etc, and, as a m atter of course, on the  cybernetic cathedral.

We may conclude, even from the above-listed semi-titles th a t  D rach’s 
ballads are not, in the  least, uniform, kep t w ithin the narrow bounds of a 
genre, either from the point of view of their subject-m atter or from the aspect 
of form. We m ay also add th a t the traditional, thus expected, epic elem ent is 
also missing from the so-called ballads of Drach. He displays a lot of his poetic 
intentions in one of his ballads th a t can be in terpreted  as his creed:

Cone, c u t  a s  I  am . M y co n ten ts  is in f in ite  f in ite .
I  d o n ’t  c a re  w h a t is th ro w n  in me,
M elon, o r  h o rse-rad ish , w heeled w ith  ray -sp o k es ,
O r ju s t  th e  m e ta l-s tr in g ed  lea f o f  b ee t.
My fo rm  is th a t  o f  zinc. H ow  could m y  c o n te n ts  depend  b u t on m e? !
I t  is tim e  th a t  shapes m y  form , a  c o n ta in e r  acco rd ing  to  need.
T here  a re  d a y s  th a t  w a n t no th ing .
I  tak e  m y  re s t th e n , besprink led  w ith  sk y  fu ll to  th e  brim .

(  B allad on the B u cke t)

Ivan Drach is a true Eastern European poet. W hat is it th a t lends him 
this title? For example, his views on history, his search for the universal 
values in the events of his people’s past. In  fact, his investigations into past 
are not guided by a yearn for adventures b u t only by the poet’s search for 
the connecting link between the present and  the  past, thus showing up the 
continuity of hum an existence:

W hom , s tra y in g  in  space, for tw o h u n d re d  y ea rs ,
I  m e t S k o v o ro d a  on  a  tra m  to d ay ,
p u tt in g  o ff  h is fu rred  h a t, he hopes, h e  c la im ed :
to  th e  su n  h is fire -g ree ting  I  convey.

( A  K n ife  in  the S u n  )
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A more indirect proof of his E astern  European roots is his intellectual 
eagerness to  incorporate the heritage of world literature into his poems, 
enriching his scope of impressions and developing his poetic skills, thereby  
widening the  horizon of the U krainian poetry as well. I t  merits here to  enlist 
the  nam es of those who, among others, like Hemingway and Beethoven, 
Picasso and  Socrates, W hitm an and Mondrian, showed the way to  his poetic 
im agination. All these attachm ents and sym pathies tried not only the  poetic 
abilities of Ivan  Drach’s bu t the  capacity of the  Ukrainian poetry as well as, 
over and  over again, th a t of the U krainian language itself. The secret of 
success th is tim e lied in the supreme ta len t of Ivan Drach.

In  fact, we can find more direct proofs of his Eastern European origin. 
W ithin  th e  scope of the poet’s above-mentioned preoccupation w ith folk- 
poetry , these are, for example, his adherence to  popular tradition, his quest 
into th e  resources of the people’s creative imagination, thus following in the 
wake of a  sort of human experience having crystallized from folklore through 
the  centuries. The consciousness and evidence of all this can be detected  in 
each line of his poems. We m ay further add th a t most of the U krainian poets 
among his announced predecessors, from Shevchenko to Tichina and Malishko, 
followed the  same track. Here we refer back to  the first passages of our paper, 
according to  which, while the more lucky nations in Eastern Europe could 
develop their culture under more settled conditions of the language, the 
proclam ations of the czar contested the rights of the Ukrainians even to  
cu ltivate  their own language. As a consequence, the methodical exploitation 
of th e  U krainian folklore by the  U krainian poets and by Ivan Drach as well, 
cannot only be considered as a passing fashion bu t is one of the basic elem ent 
of a poetic model, in fact, the m ost efficient one, up to the present day. T h a t 
is th e  reason why Ivan Drach himself could also build a philosophical poem, 
with a  topic, comprehensive in significance, on the seemingly commonplace 
wisdom of popular ditties and proverbs, or present real personal and national 
tragedies by making use of the bewailing flatness and monotony of death- 
songs ( A  Lament to Pavlo Tichina). Moreover, we can discover the delicious 
lucidity  of folklore in all of Ivan D rach’s philosophical poems. If the  poet 
glances in to  the “open eyes of children” , he tells from them a warning to  the 
adults:

G row n-ups ! ! D o g en tly  w ith  d im ensions, i t  is w ritten :
T h e  eagles look in to  th e  su n  w ith  open  eyes,
A n d  do  see th e  ch ild ren  in  th e ir  d ream s !

(  B a llad  on the Open E yes oj C hildren )

A part from his Eastern European origin, while being rooted in the 
national tradition  as well, Ivan  Drach is unequivocally the poet of his age. 
He feels, ju st like his contemporaries, th reatened  by the dangers of civilization,
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and takes refuge from the alienation and mechanization of culture in nature. 
He declares:

Oh, world, world of wonders,
yet we have to live,
for in the freezing trouble,
when our heads rise no more from the snow,
when reason is dead also,
somebody comes from far afar,
and tears off from his heart, yet,
enlacing in chains, yet,
just from mere idleness,
the poppy, the poppy.

(A  Well on the Winter Fields)

IV. When the pipe has six prongs . .

Gyula Illyés’s m etaphorical definition th a t Hungarian literature  resem
bles to  a pipe with five prongs, puts forward with the certain ty  of maxims 
th e  geographic distribution of Hungarian literature, being shaped through 
the  centuries. In fact, the H ungarian readers who watch the products of both 
the  classic and modern Ukrainian literature and follow the course of literary 
trends in Eastern Europe as well, may be aware of the fact, from their own 
experience, th a t in the Ukraine, quite the same conditions prevail, albeit, 
scarse hint, if any, has been dropped on it in our competent forums and periodi
cals. Nevertheless, besides the Soviet-Ukrainian literature, it  is worth and 
necessary getting acquainted with the Ukrainian literature flourishing in 
Poland, in Czechoslovakia, in Rum ania, in the Voivodeship, and in the  Western 
countries as well; in the la tte r case we refer to  the Ukrainian poets who live 
in the United States and in Canada. The greatest upswing in the  poetry of 
national minorities could also be observed a t the end of the fifties and in the 
course of the sixties.

I t  was the Ukrainians living in Slovakia whose cultural life underwent 
the most striking development. Parallel with the movement of the “sixties” , 
even accepting a sort of kinship with the group of Simonenko, a num ber of 
young poets gave ample evidence of their talents. This group of young poets, 
mostly assembled in Eperjes, is hallmarked by such names as those of Josif 
Zbikhlei, Stepan Khostinak, Miroslav Nemet.

As regards the abundance of its heritage and its poetic power, it  was 
the Ukrainian literature of Poland th a t offered the m ost accomplished 
oeuvres. Furthermore, it  is this branch of the Ukrainian literature th a t stands 
closest to  the sources of the national culture. At the same tim e, it  is this 
literature of the Ukrainian minorities where the influence of the  m ajority’s 
culture — the Polish — can m ost strongly be felt. The œuvres of Ostap Lapski, 
Ievkhen Samovkhalenko and of Ivan Zlatokudr can up to  now be distin
guished as prominent in this branch of the Ukrainian poetry. These poets 
are also noted for being the translators of the Polish literature.
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The Ruthenian m inority  of the Voivodeship — it  is they who cling to 
th is designation arosen in  th e  course of history — got also into the public 
eye in  th e  sixties. Confessions combined with free associations gained ground, 
first of all, in the poetry of Miroslav Striber. I t  was the  poetry of the tragic- 
lived Ankhela Prokop th a t  firs t indicated the timeliness of modern poetic 
ideas in  the  Ruthenian literatu re .

The Ukrainian poetry  of Rum ania has made constant efforts, with more 
or less success, to avoid the  dangers of provincialism, and lately, of schema
tism . Among these poets, Iv an  Kovach proved to  be the most successful, 
by borrowing, to a great ex ten t, from the folklore.

W e could gather b u t a  scarse information on the  Ukrainian literature 
prevailing in the West, th u s  i t  seems impossible to  evaluate it  a t present. 
Above all, it is their fundam ental achievements in  the  field of linguistics and 
philology th a t deserve a tten tion . Like, for example, the  etymological dic
tionary  compiled by R udnitski.
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The Croatian Jeans Prose
PÉTER MlIiOSEVTTS

Jeans is a  rejuvenating charm, giving eternal youth to  its wearers. 
Moreover, its magic power reacts upon itself as well, since i t  is jeans th a t has 
ostentatiously represented youth for nearly three decades. An article of fashion, 
which has been prevailing for such a long while, is, a t the  same time, the 
reverse of itself, i t  implies something more than  a simple wearing. In  fact, 
there are and there were always other ways of displaying youth as such. 
However, jeans dem onstrates the self-consiousness of the younger generation, 
on which base they  distinguish themselves from “those who are no longer 
young” . Jeans has indicated the same for a series of generations, from Marlon 
Brando up to the punks of today, nevertheless preserving its  unconventional 
qualities. I t  has not become accepted by civil, official or adm inistrative 
circles. I t  is pu t on by the elders, by the rich, by the snobs, by  the  fobs, by the 
staid  men and by the  clerks. Y et it  still can be used to  annoy exactly these 
people.

Its  endurance th a t could keep up with the changes of fashion, its emble
m atic qualities handed down through generations, turned it, from an appro
priate approach, into a technical term  of literary scholarship. I t  was used by 
Aleksander Flaker, an academician from Zagrab, in the title  of his monograph 
w ritten on the contem porary Creation prose (Hrvatska próza и trapericama). 
F laker’s another essay on this topic was published in the H ungarian “Helikon” 
(1979, No. 4), while Miklós Szabolcsi wrote about the German publication 
of F laker’s book in “Nagyvilág” (Great World, 1977, No. 10). This review 
referred to  some current phenomena in Hungarian literature, parallel with 
those of the Croatian prose.

Flaker does not fail to  give a precise definition of the term  invented 
by him, and used in a metaphorical sense rather properly: “ I  call th a t sort 
of narrative a jeans prose, the young protagonist of which, either in first 
person, or in th ird  person singular, forms his own peculiar style following the 
spoken language of the  urban youth, while he rejects the traditional, conven
tional social and cultural institutions. I t  was Salinger who created the model 
of this prose by his paradigmatic novel The Catcher in  the Rye in the United 
States, which spread all over the European literatures with a  num ber of indi
vidual variants.”
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In  Croatian literature, th is  new type of prose gained ground in the mid
fifties, a t  the time when in th e  o ther Yugoslav republics, i t  was in the field 
of p o e try  where the schem atism  of the after-war years could be outdone. 
In  C roatian  literature, this literary  renewal presented itself as the jeans prose. 
This lite ra ry  trend came in to  being under the influence of world literature 
(In fac t, the  a t the time young writers gathered around the  periodical “Kru- 
govi” qu ite  intensely tu rned  tow ard  the various literatures of the world, 
even as translators as well.) However, the pecuhar tra its  of the Croatian 
version of this prose were form ed as to  reflect on the hic et nunc circumstances. 
This prose was a chronicle of a  generation at the tim e of cold war, in a socialist 
country , who, stepping out of adolescence, just had become grown-ups then. 
The youthfu l ardour, naivety, and idealism of this generation were spoiled, 
and th e  buds of their spring-time knocked against the  concrete walls of techno
cracy, voluntarism, and bureaucracy th a t necessarily dom inated in a country, 
ru ined  by  the war, the rebuilding of which had just begun. The result of this 
confrontation was the re trea t of the  weaker party , in other words, of these 
young persons who had to  give up  their aspirations. As a reaction, they  did 
no t ad o p t a sentimental b u t a  defiant, revolting, biting or ironic attitude. 
Their enthusiasm  turned in to  quite  the reverse, resignation. I t  was all this 
th a t  shaped the views and conduct of the protagonist of the jeans prose, the 
language and style of this narrative, the writers of which rather consciously 
applied the  form of the first person singular. By doing so, they identified 
them selves with their protagonists. This literary trend, in its transformations, 
im ita ted  the  orderly stages of the  ontogenesis of the genre as such. In  the 
m id-fifties, the movement cam e out mainly with short stories, while a t the 
beginning of the sixties the sho rt novel gained the upper hand. By now, it  is 
the novel th a t has come to  th e  fore.

The peculiar attitude and  life-style of the jeans prose protagonists 
revolting against a conventionalized, overorganized world, can be classified 
in to  th ree  categories. On the  extrem e, we may place hooligans who protest 
against th e  prevailing norms and  order by producing criminal cases. Since, 
this so rt of behaviour, even from  the point of view of sociology is rather 
extrem e, its representation in th e  Croatian prose is b u t of marginal occurrence. 
P erhaps the  novels of Alojz M ajetic deserve our added attention.

The next stage is the, m ilder, protestation of the  lost generation of young 
d issipated  fellows against consolidation. We can come across such figures 
in th e  novels of Zvonimir M ajdak. They are drifted on the verge of under
world though not stepping through its threshold. Those young persons who 
cram  th e  undergrounds of to d ay ’s urban life are directly descended from them.

T he most carefully elaborated, and the most wide-spread figure in the 
C roatian  prose is the th ird  ty p e  of our classification. H e is a non-conformist, 
out-of-w ork intellectual (We m ay cell these youngs intellectuals only in the
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broad sense of the word, by judging according to  their aptitude ra ther than 
their qualification. For example the protagonist of the jeans prose who unfolds 
the story in first person singular, is never a “writer” , never a  professional. 
The opposite is true of some cases of the  current Hungarian prose, notw ith
standing following similar lines. Such is the  story written by Géza Bereményi, 
entitled A  kiadónál [At the Publishing House], or the respective parts of 
Péter Esterházy’s Termelési regény [Production Novel]. Once in his novel, 
Esterházy, by a Garamond, thick type  typography, lays added emphasis on 
the phrase “a w riter’s farm er” , by which he alludes to the m etaphorical con
notations of this article of dress.)

These non-conformist young people, above all, in the novels of Antun 
Sol j an and of Ivan Slamnig, seek their personality, and by tak ing  the  unre
stricted freedom of the inner life ou t to  the world, they a ttem p t to  convert 
this freedom into an unbroken idleness. They reject all the forms and norms 
of a conventionalized, over-organized world (work,material goods, love, family, 
home). They try  to  find for themselves the  possibility of a way of life th a t 
knows no bonds, no conventions, by declaring the anti-norms of informality, 
hoboism, bands, sex and being chumm y w ith the others, etc. All of them  come 
from city life fed up with civilization. From  this point of view, th e  Croatian 
jeans prose bears m arked traits of u rban  life. Nevertheless, in m ost of these 
novels, the story is embedded in a  non-urban medium, still untouched by 
civilization, the scenes of these novels being mostly located on the  Adriatic 
seaside. I t  is here, close to  the elements, in the ancient, small towns and in the 
fishermen’s pubs where these youngs are in search for a new A rcadia and the 
Island of freedom (both symbols are created by Soljan).

Another key-word of this prose is the  “outing” (we again borrow this 
word from Soljan’s short novel, entitled, A  Short Outing). Nothing b u t keeping 
on the move constitutes the life of these young persons who live in th e  vagueness 
of a perm anent vacation, in the paradoxical state of tem porariness. I t  is 
paradoxical thinking th a t guides their moods, and lends a peculiar atmosphere 
to  this sort of prose. In  these novels, we find together the appeal of a free 
vacation, the grief about temporariness, as well as the sceptical awareness 
of an untenable situation. “There is nothing in the end . . . The po in t is being 
on the move . . . You cannot have any other choise than to  run  the risk. 
Nothing else than  to  justify in the end th a t  there is nothing to  be found” 
(Soljan: A  Short Outing).

There is some duality in the hum an relations; love, friendship, and 
chummy connexions as well. The pa th s  of hikers cross one another, however, 
they keep going on alone so th a t somewhere else another casual band  would 
assemble. “Everyone takes his own course. And our ways, for a while, overlap. 
T hat is all” (Soljan, op. cit.). All these are nothing but the attractiveness of 
chance encounters, of new acquaintances and connections, the p leasant exci-
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ta tion  and  the poetry of adventures, together w ith the  sorrow for parting one 
another. The ties of such a band, formed merely to  pass the summer together, 
are loosened autom atically, since a variety of custom s and behavioural pa tte rns 
are being established in them  owing to the lim ited range of activities (bathing, 
drinking alcohol, playing cards, making love). The toy-balloon of freedom is 
distended by boredom, and bursts into pieces. If, in  any case, some of these 
youngs establish a more endurable relationship, if th ey  fall in love with each 
other, th en  they withdraw from  the band, found a  family, whereby they  get 
over to  th e  other side and tu rn  into Traitors, as Soljan puts it in the title  of 
his novel. Their further lot does no more remain in  th e  field of the jeans prose.

The protagonists of th is sort of prose, a p a rt from  the peculiarities of 
how to  shape the figures of these novels or how to  p lot their stories, use their 
very special vocabulary, so characteristic of the  jeans prose. This tendency 
is m arked  by turning to  the  colloquial language of the  urban youth. M ajetic 
and M ajdak, for example, use slang elements w ithout any stylization, and 
do n o t in  the  least shun obscenities. All this b rought about getting rid of any 
taboos w ith regard to  all layers of vocabulary referring to  sex. In H ungarian 
litera tu re , one can come across these words ra th e r sporadically (for example, 
in th e  writings of Miklós Munkácsi). If so, they will, for the time being, rouse 
the indignation of the H ungarian readers. I t  was th is situation th a t P éter 
E sterházy , in his Termelési regény (Production Novel), took advantage of, 
when replacing a word th a t  could have been taken  for obscene, by another, 
im proper one, which was notwithstanding neutral. Thus he applied the very 
comical phrase “he willowed her on the nose” .

N o t like Majetic and Majdak, Soljan and  Slamnig make attem pts to  
stylize th e  slang, rough as i t  is. Rather th an  pouring these sort of words, 
w ithout restaint, onto their texts, they are aware of the benefits of selection 
and tim ing. Thereby they  can maintain the freshness and striking effect of 
th is sty listic  layer. (Majdak, for example, fails to  succeed.) Slamnig probes 
into, while playing upon, the  potentialities of language, he compiles different 
stylistic versions, travesties and  parodies. (We can detect the same creative 
m ethod in  Bereményi’s Legendárium  [Legendry] as well.) I t  was Soljan who 
has found the  ideal m ixture of slang and standard  literary  language, whereby 
the sty le  of his writings is elevated not only in to  the  “distinct” language of 
the jeans prose but into a  language th a t can even be canonized in contem 
porary  Croatian literature. T h a t is why we can come across, in Soljan’s tex ts, 
reflective elements, characteristic of an essay, ra th e r  than  a novel. The same 
seems impossible, for example, in the case of M ajdak.

B y  borrowing from the  slang, the writers m ade their protests against 
the bureaucratic, official language of the mass m edia, and against those who 
constructed  this language. A more direct form of protestation is when both 
stylistic layers are pu t together, which gives rise to  a  satirical tone, of course,
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a t  the expense of bureaucratic language. As in the novel of M ajdak {KuZiS, 
stari moj [Can you Grasp, Old Chap], 1970): “A ndin  the  evening, off the is in 
the  street, and m arches toward his perm anent working-place — the  drinking- 
den — he says, he has to, on the very spot, enter into the  possession of some 
d a ta  on the way of life of proletariat in socialism. This guy is a  wretched fellow 
indeed, what is more, he is reactionary, we m ay also add th a t  he is a rotten 
lier since he declares th a t  proletariat as such does exist over here, which, by 
th e  way, constitutes the  subject of his scientific investigations . . . How on 
earth  could such a  free birdie who I  am  be a proletarian ? The proletarians 
used to unite, b u t I  do not wish to  unite even with a woman . . . save, pardon 
me, if nature dem ands it, which is stronger than  us, isn’t  i t? ”

One can find sometimes in the Croatian jeans prose the  im itation of an 
infantile m entality, similar in function with th a t of the slang. The child’s 
soul represents the  unaffected innocence and tru th  as opposed to  the false 
ideas th a t the alienated, overorganized world of the adults set forth . The infan
tile tone serves as a contrast to  the sculdubbery of adult ideas. This creative 
m ethod is, on several occasions, applied by Slamnig as well as by Soljan, 
furthermore by the  Hungarian Géza Bereményi in his Legendárium  (Legendry), 
and Péter Esterházy in the “first piece” of his Fancsikó és P in ta  (Fancsikó 
and  Pinta). Bereményi, just like the others, mixes rather consciously, in his 
novel opposite elements; he sets beside schoolish sentences the d istorted  phrases 
of official language. Nevertheless, the main difference of the  contemporary 
H ungarian prose from the  Croatian jeans prose lies in th a t for th e  young Hun
garian writers the  artistic representation of their childhood serves to  face the 
era of the fifties, a tendency being but incidental in the Croatian prose of today.

In  the original, pure form of the jeans prose, the protagonist who narrates 
the  story, keeps w ithin the bounds of the horizon th a t  the sto ry  can offer. 
Thus facts and their artistic representation seem to coincide. To some extent, 
it  is the creed of the  jeans prose, which Soljan puts forward in his Traitors 
as follows: “The past seems so perfectly simple and clear. W hile as far as the 
present is concerned, i t  is so complicated, intricate and obscure th a t  I  can no 
loner believe in anything. For the very reason I  cannot a t all guarantee any 
credibility of this story. Albeit it  is me who puts it into action, yet I  was but 
a  simple observer of the  events, so I  can give an account of nothing else just 
w hat I  have witnessed.” All this adds to  the jeans prose its fresh overtones, 
which, in the beginning, seemed the greatest achievement of th is sort of prose. 
However, in the long run, this empiricism, having exhausted its  no t too ample 
resources, turned into the dullness of repetition, which was realized, first of 
all, by the authors themselves. As early as the beginning of the  sixties, a 
variety of attem pts were made to  exceed empiricism.

The aestheticism of Soljan’s texts lends them a quality, which is quite 
the  reverse th a t his previous creed m ight suggest. The essayistic elements are
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em bedded in the story in an organical way rather th an  being abstract com
m ents on the events. For exam ple, the empirical m otive of a perm anent 
outing can be interpreted in  th e  wider context of pursuer-pursued relations: 
“ W e suddenly realized th a t  we are not simply on the  move bu t we run for 
our life. The runaway does n o t ponder over where to  reach bu t is haunted 
by th e  question how, and of w hat, to  escape. W hat m ay seem, for a witness, 
an aim less vagrancy on chance and intricate paths, is actually nothing else 
b u t th e  only possible way ou t, a  conscious escape from  the perm anent perse
cutions th a t  don’t  give us any  peace” (Traitors).

Transcending empiricism is assured in th is prose, just like once in 
naturalism , by the incorporation of symbols and m etaphors into the tex ts  
(for exam ple, those of Arcadia, of the Island, of jeans, of the runaways, of 
circus an d  clowns). Soljan m ixes essayistic and symbolistic elements, for 
exam ple, in the following: “ B u t how could we live on, w ithout believing in 
th a t  th e re  m ust be somewhere, in  the  unknown, endless sea, the island, haunted 
by m iracles (Otok -  The Island, 1963).

T he next, quite dangerous, step toward a more abstract prose was to  
tu rn  to  parable. Albeit it  relieved the jeans prose of the  burden of empiricism 
and of th e  false consciousness of a  generation, it  could not offer anything in 
re tu rn  b u t an obviously artificial universality. I t  was only Soljan who, in his 
parables, could avoid these dangers, and establish a prose with higher literary  
qualities. And if the essayistic, symbolistic, or, m etaphorical elements still 
enriched the  original pa tte rn  of the  jeans prose, the  use of parable was the 
beginning of its deterioration. As a consequence, the  model as such was decom
posed, while its functioning elem ents were assimilated into other, more compre
hensive, and endurable literary  structures.

T hus the  story of M ajdak’s novel, Marko na mukama  (The Torture of 
M arko, 1977) is plotted m ainly on a village scene, and  is p u t forward in a 
trad itio n al narrative form, moreover, borrowing from  the  vernacular as well. 
Slamnig, in his Bolja polovica hrabrosti (The B e tte r P a rt of our Cour
age) enriched his previous m ethod — to combine various stylistic layers 
by w ay  of montage — w ith the  dimension of depth  psychology. While 
Soljan, in  his novel Luka  (The Harbour, 1974) embedded the previously 
used elem ents of the jeans prose in the topsyturvy  pa tte rn  of production 
novels.

T he story of Soljan’s novel is plotted on an enormous industrial en ter
prise. B y  depicting the building of a sea harbour, th e  writer gives an overall 
p icture of society, which could have been impossible in the original model of 
the jeans prose. In The Harbour the protagonist is no more an out-of-work 
young person but is a m iddle-aged engineer. W hile focussing on his p ro ta 
gonist, Soljan enumerates the  typical figures of to d ay ’s socialism. To offer 
an overall survey, beside workers and peasants, p a rty  leaders and clerks,
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family members and other relatives, the writer presents the figure of a  young 
person with jeans, this time th a t  of a girl.

According to  Flaker, in th is novel, Soljan created quite th e  reverse of 
production novels. In  fact, when applying the stylistic means of the  genre, 
the writer dem onstrated the opposite of what production novels originally 
m eant to suggest. In  his novel, he unfolded the failure of a m am m oth enter
prise based on voluntaristic ideas. Moreover, we may detect in  th is novel 
the overtones of a parable, w ith the same teaching th a t Soljan’s short story, 
Pet stotina sluba (500 Stairsteps, 1964) has already put forward. According to 
this moral teaching, an idea fancied by its creator, when pu t in to  reality, will 
lose its meaning, and the intentions of the  artist will turn  against him.

The engineer is brooding on the idea of the Great W ork, and  aspires 
toward the synthesis of ethics and  aesthetics. The building up of th e  harbour 
would meet all his heart’s desires, and so he could also reach his Harbour. 
Y et when putting  his ideas into practice, he has to face the elem entary power 
of the “second nature” ; he gets into so m any troublesome, hum iliating situa
tions, which break his spine, and is confronted with so many insoluble moral 
problems th a t  in the end all his hopes vanish. He has to  realize as th e  thread 
of his life is slipping out of his hands. Here a whole, overorganized world is 
outlined from the point of view of the jeans prose. The engineer has to  knock 
against the wall of the sordid facts in this world, the exclusive term s of which 
he can, by no means, accept. I t  is his unrestrained, careerist wife who would 
drive him into corruption, to quote she, on behalf of the family.

As a counterpoint to this pushing, money-grubbing woman, dressed in 
a chamber suit, there appears a girl with her jeans. She a ttrac ts  th e  engineer 
who is clumsily wriggling in the world of bureaucratic connections and  of cor
rup t careers w ith her jeans type freedom and informality. She, against this 
unfriendly, restrictive world of technocracy, sets a slang mockery, an openly 
displayed sex life, freedom, straightforwardness, all the values, sought for 
by the jeans youngs: “Don’t  play the fool ! ! — she said. — The whole thing 
is a shit. I ’d like to have fun till I ’m young. I  want to go out to  dens, to  dance, 
to  be on the move, and to m eet new and new people. W hat else can we do, 
damned as it  is ? !”

In the beginning the engineer refuses her mentality, since he still believes 
in intellect, he himself possessing a passionate creative mind. However, as he 
is being pushed out of the world of careers, so is he drifted closer and closer 
to  the girl, and everything th a t she represents. Their encounter and  happiness 
can only be tem porary. For the girl, the jeans life-style, the m entality  of “the 
whole thing is a shit” , does not a t all mean to  give up her personality and 
desires but “ the only possible way ou t” , it is something, form and  m atter 
together. For the engineer all this would be equal to give up his previous life, 
and to sink in lethargy and nihilism. T hat is why, in the end of th e  novel the
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girl leaves the, for the tim e being, constantly d runk  engineer, in his miserable 
condition, and joins a band, which is on an outing on the seaside. The disillu
sioned callous engineer rem ains alone among the  ru ins of the building, in the 
barred  Harbour of his dream s. The end of the  novel proves quite well th a t  
the  jeans rebel] cannot be equalled to nihilism, even if these youngs cannot 
actually  offer anything real, anything palpable, except slang, Arcadia, except 
th e  Island. Except the  everlasting jeans.

Soljan’s Harbour represents the criticism of his generation directed 
tow ard  the  production novels, exactly a t the tim e of their decline, just when 
th is young generation of w riters sprang forth, or a t  least, as it  took place in 
Yugoslavia. In  H ungary th is  kind of criticism was p u t forward only two gen
erations later. Thus the  principal differences betw een The Harbour and the  
Production Novel lies in the  delay of the H ungarian literature. The topsyturvy 
production novel w ritten  by  Soljan is not a t all a  parody (and is lacking any 
sort of humour). However, through the disapproval of his jeans youngs, 
represented in this novel by  only a figure of m inor importance, Soljan puts 
forw ard his own criticism, which is a t the same tim e the inner criticism of the  
genre. Moreover, his novel am ounted to the parable  of the genre, the inner 
world of which turned quite  th e  reverse. W hile Esterházy, in the first p a rt of 
his Production Novel gave a travesty  but on the ou ter tra its  of the genre, which 
in th e  end elevated in to  th e  satire of the inner world of the genre as such, 
as happened quite frequently  in the history of th e  novel. That is the reason 
why one can find nothing in  the first part of E sterházy’s novel th a t would 
bear any resemblance to  th e  jeans prose (except th e  travesty  of the bureaucratic 
idioms). Y et these elements, one by one, appear in  th e  second part of the novel.

A part from the m ost fundamental and strik ing differences, these two 
novels are bound together b y  the fact th a t a lbeit they  do not follow the orig
inal pa tte rn  of the jeans prose, yet it is th is m odel th a t affects their tone. 
A t th e  same time, the m ain difference of these novels lies in th a t while Sol jan, 
a t  th e  beginning of his career, shaped the pure m odel of the jeans prose, the  
tra its  of which underw ent various transform ations in his Harbour, Péter 
E sterházy  has never w ritten  anything th a t would follow the pure form of the 
model.

In  Hungarian litera tu re , among others, Is tv án  Császár, Miklós Munkácsi, 
György Asperján, P éter D obai can be enlisted as representatives of this trend, 
while Géza Bereményi and  Péter Esterházy have transcended the model. 
A lthough Soljan is older th a n  they are, from th e  aspect of his artistic a ttitude, 
he became the contem porary of the jeans prose generation. Owing to  the re ju 
venating magic power of th e  jeans. All w hat we have been said above sub
stan tia tes  th a t jeans prose, in  its pure and altered  form alike, is not merely 
a transien t phenomenon th a t  will soon go ou t of fashion but is an organic 
and  m arked trend of contem porary literature.
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Ferenc Bizonfy und Schopenhauer

Nicht nur die Bücher — auch die Autoren haben ihr Schicksal. W er kennt heute 
Bizonfy’s Namen? Sogar die ungarischen Sprachwissenschaftler sollen sich nicht ihrer 
Unwissenheit schämen. Obgleich dieser Nam e um die Jahrhundertwende weitreichend 
bekannt war, wie der Name der heutigen Lexikographen allgemein bekannt ist. Ferenc 
[Franz] Bizonfy ist der Autor des ersten vollständigen englisch-ungarischen und unga
risch-englischen Wörterbuches.1 Die Wörterbücher veralten verhältnismäßig schnell, — von 
der kaum glaublichen Lebenskraft des Werkes von Bizonfy zeugt, daß es bis heute in 
unveränderter Ausgabe in den Vereinigten Staaten zu bekommen und gebräuchlich ist.

Wir haben aber nicht vor, das Andenken des erfolgreichen Lexikographen herauf
zubeschwören, sondern dae eines vierundzwanzigjährigen Jungen — des ersten und meines 
W issens einzigen Ungarn — , der m it Schopenhauer in persönliche Verbindung kam. Die 
Begegnung war für Bizonfy’s Denken, für seine in Vergessenheit versunkene philosophi
sche und belletristische Tätigkeit von geringem Umfange entscheidend.

Bevor wir von all dem und dem  romanhaften Leben Bizonfy’s sprächen, sei es an 
die Wirkung erinnert werden, die Schopenhauer auf die ungarische Lyrik vom  Ende des 
vorigen Jahrhunderts ausgeübt hat. B éla Pukánszky untersucht die W irkung auf die 
Dichter Vajda, Reviczky, Komjáthy2 ohne aufzuwerfen, wann und auf wessen Anregung 
der deutsche Denker in den Kreislauf der ungarischen Dichtung geraten ist. A uf Grund 
der Bildung der drei Dichter kann m an ohne weiteres annehmen, daß sie Schopenhauer 
ohne Vermittlung für sich entdeckt haben. Doch darf man nicht die R olle von Hugo v. 
Meltzl3 in der Bekanntmachung von Schopenhauer in Ungarn vernachlässigen. Meltzl, 
der Bahnbrecher der ungarischen Kom paratistik, war 1864, gleichzeitig m it Nietzsche, 
den er persönlich kannte, Student der Leipziger Universität. Damals hat er die Philo
sophie Schopenhauer’s kennengelernt, die neben Petöfi’s Dichtung sein tiefstes geistiges 
Erlebnis wurde, das seine wissenschaftliche Tätigkeit angespornt hat. 1872 wurde Meltzl 
zum Professor der Universität zu K olozsvár [Klausenburg] ernannt. Von 1873 an hat er 
m it dem Freundeskreis Schopenhauer’s Briefe gewechselt.1 Er hat eine Eötvös-Stiftung  
gegründet, unter anderem zum Studium  Schopenhauer’s. An der U niversität zu Kolozsvár 
war sein Student Ferdinand Laban, der eine Schopenhauer-Bibliographie zusammen
gestellt hat.5 Im  Geiste seines Ideals Schopenhauer hat Meltzl selbst Aphorismen geschrie
ben.6 Auf all dies halten wir für nötig hinzuweisen, weil es sich denken läßt: dieser uner
müdliche Apostel Schopenhauer’s soll eine nicht zu unterschätzende R olle darin gespielt 
haben, daß sich die modernen ungarischen Dichter mit einem regen Interesse zum deut
schen Denker wandten. In dieser Beziehung kann man auch an den Freund des Dichters 
Vajda, Menyhért (Melchior) Palágyi, den hervorragenden Literaturkritiker denken, an 
den später in Deutschland angesessenen, weltberühmt gewordenen vitalistischen Philo
sophen.
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Dio persönliohe Bekanntschaft Bizonfy’s mit Schopenhauer geht zehn Jahre der 
Leipziger Studentenzeit Meltzl’s voran. Es ist kaum vorstellbar, daß die beiden Ger
manisten,Sohwärmer des deutschen Denkers, gleichfalls Sonderlinge, nicht voneinander 
gewußt haben.7

Wir körmen auf die kurze Darlegung des gar nicht alltäglichen Lebens von Bizonfy  
keineswegs verzichten. Ferenc Bizonfy (1828-1912) war kroatischen Ursprungs. Er wollte 
die ärztliche Laufbahn ergreifen. Als 21-jähriger Honvidoffizier nahm er am Freiheitskrieg 
1848-1849 teil. Nach dem Zusammenbruch floh er nach Ausland und wirkte als Lehrer 
im Militärinstitut, das für die jungen Honvedoffiziere in London errichtet wurde. Nach  
dem Aufheben des Institutes setzte er seine medizinischen und juristischen Studien an den 
Universitäten von Leipzig, Berlin, Heidelberg und Zürich fort. Währenddessen hat er 
eine Reihe von hervorragenden Persönlichkeiten, vor allem  Heine und Schopenhauer 
kennengelernt; der Letzteren Sympathie hat er besonders gewonnen. Er hat eine enge 
Freundschaft mit dem Dichter der deutschen Revolution, Georg Herwegh geschlossen 
(wovon die Textveröffentlichung Endre Csatkai’s zeugt) und stand dem sich auch in der 
Schweizer Emigration aufhaltenden Richard Wagner nahe.

Für eine Zeit kehrte er nach England zurück. Seine Artikel hauptsächlich b il
dungsgeschichtlichen Inhaltes erschienen in den Zeitungen Times und Star. In London 
verkehrte er mit deutschen Emigranten (wir haben die Spuren einer eventuellen Begeg
nung m it Marx in der Gesamtausgabe vergebens gesucht). E r hat die Tochter einer deut
schen Emigrantenfamilie geheiratet. 1868 ist er nach Ungarn heimgekehrt, aber der 
einstige Freiheitskämpfer fand nicht seinen Platz. Er h at sich in Düsseldorf nieder
gelassen, wo er eine Zeitung redigierte. Ende der 70-er Jahre ist er für immer heim- 
gekehrt und lebte zurückgezogen bis zu seinem Tode in Kismarton (Eisenstadt). Der 
hochgebildete Polyhistor unterrichtete die Kinder der dortigen Patrizier (u. a. des 
Bürgermeisters Franz Grüßner, des Bürgerschuldirektors Josef Kramer). Einer seiner 
Lieblingsschüler war der Sohn des Großhändlers Ignác W olf, Sándor (Alexander), der 
spätere Weingroßhändler und Mäzen. (1938 emigrierte er vor dem  Nazismus nach Amerika 
und starb 1946 in Haifa.) In  seinen Besitz geriet B izonfy’s Bibliothek mit seinem hand
schriftlichen Nachlaß. Das wurde der Kern des Museums von Eisenstadt. Der Stoff 
Bizonfy ist großenteils n icht inventiert; was zugänglich ist, ist uninteressant. Ich habe die 
äußerst wertvollen Briefe, die an ihn gerichtet wurden, vergebens gesucht. Dr. Peter 
Krajaeich teilte mir m it, daß die Zürcher Fischer-Galerie zwischen 1954 und 1956 den für 
sie interessanten Stoff (die wertesten Briefe) gekauft und in der Schweiz versteigert hat. 
Das war wirklich ein A ttentat gegen die Kultur.

Bizonfy blieb aber auch nach dem Zurücktreten ins Privatleben nicht untätig. 
Neben seinen sprachwissenschaftlichen Forschungen erschienen von ihm zwei dünne 
Bändchen: B izo n fy ’s A p e rç u s  u n d  R eflexionen  (Pest, 1871. Ludwig Aigner) und K lä n g e  
a u s d er Ju g en d ze it (Leipzig, 1882). Das Aphorismen enthaltende, von Schopenhauer 
inspirierte frühere Heftchen gehört zu den seltenen Raritäten; in der Ungarischen Natio- 
nalbibliothek Széchényi ist es zu finden. Wie es verschollen ist, illustriert folgende Ge
schichte: Anfang der 70-er Jahre geriet das Heft A p e rç u s  in die Hände des Fürsten von 
Württemberg. Er las es entzückt und wollte um jeden Preis für seine Bibliothek verschaf
fen. Vergebens ließ er den Autor in Pest suchen, sogar der in der zeitgenössischen ungari
schen Literatur sehr bewanderte Kertbeny wußte nichts von ihm. Sein späteres Bändchen 
hat sogar die Internationale Ausleiheabteilung der Ungarischen Nationalbibliothek 
vergebens gesucht. Ich habe nur den Katalogzettel des Werkes in  der Berliner Deutschen 
Bibliothek gesehen, das Buch konnte aber nicht präsentiert werden.

Unsere Quellen, vor allem  Endre Csatkai, weisen nur au f die Bekanntschaft von  
Bizonfy und Schopenhauer hin. Man hat aber Bizonfy’s B rief an Schopenhauer, die

Acta Litteraria Academiae Scientiarum Hungaricae 25,1983



Notes and Comments 405

sy m p a th is ie ren d en  Ä ußerungen  d es d e u tsc h e n  D en k e rs  ü b e r den  jungen  U n g a rn  in  den  
B riefen , d ie  e r  a n  seine F reunde  g e r ic h te t  h a t ,  ab g eseh en  vom  B riefe B izo n fy ’s a n  Jó z se f  
B udenz, in  d e m  e r  auoh  ü ber seine B egegnung  m i t  S ch o p en h au er berich te t, n ic h t  g e k a n n t.8 

E n d e  1864 sch re ib t B izonfy  a n  S ch o p en h au e r d e n  folgenden B rief:

Z ürich, S eefe ld straße , N eu h o f. D en  4. 12. 64 
G eehrter H e rr  !

M eine T an te , die F ra u  W üsten fe ld , h a t  sich  bey  ih rer D u rch re ise  d u rch  
F ra n k f u r t  d a s  V ergnügen g em ac h t, Sie au fzu su ch en  und  zu sp rech en  u n d  h a t  
Ih n e n , so viel ich weiß, b ey  d ieser G elegenheit e rzäh lt, m it w elch le b h a f te m  I n 
teresse  ich m ich se it län g ere r Z eit d em  S tu d iu m  Ih re r  Philosophie h in g eg eb en . 
— E rg o , Sie w issen, daß  ich  ex is tire  un d  w erd en  m einen von Z ü rich  d a t i r te n  
B rie f  n ic h t als vom  H im m el gefallen  b e tra c h te n . D er Zweck m eines S ch re ib en s?  
L ange schon  hege ich den  W u n sch , Ih re  persön liche  B ek an n tsch a ft zu  m ach e n  
u w ü rd e  gew iß n ich t g e sä u m t h ab en  zu  d iesem  E n d e  nach  F ra n k fu r t  zu  re isen , 
w ären  m eine  V erhältn isse n ic h t  le ider d e ra r t ,  d a ß  ich es n ic h t g u t r isk ire n  k a n n , 
D eu tsch lan d s  B oden zu b e tre te n . E s  b le ib t m ir  also n u r  übrig , Sie, g e e h r t[e r ]  
H e rr, re c h t herzlich  zu b it te n , zu  uns n ach  Z ü rich  einige T age oder W o ch en  h e r 
zu k o m m en . Ic h  sage zu uns, d e n n  n ic h t ich  a lle in  b in  es, der Sie k en n en  zu  le rn en  
un d  sp rech en  zu können w ü n sch t. H e rr  J ö rg  H erw egh , der von V ielen  g e lä s te r te  
von  W en igen  gekann te  c id e v a n t P o ê t (dem  es, e n tre  nous, an  Adel d e r  G esinnung  
s icher n ic h t feh lt und  der m e h r L ich t im  K o p fe  h a t  a ls  eine ganze d eu ts c h e  U n iv e r
s i tä t) ,  d e r  b e rü h m te  M u sik an t resp . C o m p o n ist W ag n er, ebenfalls e in  g a n z  in te l
ligen tes  H a u p t  und  noch an d e re  L eu te , a n  d en en  Sie m eh r F reude  h a b e n  w erd en , 
a ls  a n  a llen  P rofessoren zw eyer J a h rh u n d e r te ,  verein igen ih re  B i t te  m it  d e r 
m einen  u n d  leben in d e r E rw a rtu n g , Sie n ä c h s te n s  in  Z ürich  zu  seh en . — Ich  
hoffe, d a ß  Sie m ir die F reu d e  n ic h t v e rsag en  w erden , fü r  die D au er Ih r e s  A u fe n t
h a lts  d ah ie r , m it m einer besche idnen  W o h n u n g  vorlieb  zu n eh m en . W e r ich  
e ig en tlich  b in  in  H insich t a u f  m einen  b ü rg e rlic h en  C h arak te r?  G ar N ic h ts , Ih n e n  
zu d ien en .

H a b  J u r a  s tu d ie rt, d a n n  M edicin u n d  fa n d  beyde W issenschaften  d u m m  
un d  u n v e rsc h ä m t. M it L iebe h a b  ich m ich  d a n n  in  le tz te re r Z eit m i t  P h ilo log ie  
b e sch ä f tig t, n a tü rlich  n ic h t m i t  k lassischer. D e r indoeuropäische S p ra c h s ta m m  
h a t  m eine  besondere A u fm erk sam k e it e r re g t u n d  m einem  G eist m e h r N a h ru n g  
g eb o ten , a ls  e r  a u f  irgend e in em  a n d e rn  G eb ie t d es F orschens h ä tte  f in d e n  kö n n en . 
U m  in  d ie  O riginalw erke d e r  b u d h a is tisch en  R e lig ion  eindringen zu  k ö n n e n , w a rf  
iah  m ic h  a u ch  a u f  das S tu d iu m  d er T ib e tisch en  u n d  M ongolischen S p rach e , die 
un s in  n e u e re r Z eit beyde d u rc h  S ch m id t in  P e te rsb u rg  zugänglich g ew o rd en  sind. 
D as b ritisch e  M useum  is t im  B esitz  von  e in e r U ngeheuern Menge vo n  S an sk r it- , 
Z end-, P a rs i- , tibe tischen  e tc  e tc  M an u sc rip ten , d o r t  w ollte ich m ich  u n te r  den  
F o lia n te n  begraben . L u s t u n d  L iebe zu  a lle r  W issenschaft is t m ir n u n  a b e r  d u rc h  
ein  tra u r ig e s  E reign iß  fü r  im m e r v e rg an g en . N u r  p a r  usage, p a r  d e p it ,  & p a r  
en n u i besch ä ftig e  ich m ich n o ch  m an ch m al m it  a ll dem  dum m en Z eug . — D och 
lassen w ir d ies d ah ingeste llt; ich  k ö n n te  a u f  D inge  zu  sprechen k o m m en  a u f  die 
ich  sch rif tlich  — das fo lte r t m ich  zu  lange  — n ic h t zu  sprechen k o m m e n  will.

D as E in e  m uß ich Ih n e n  noch  sagen , w ie ic h  m it Ih re r  P h ilo soph ie  b e k a n n t

§ew orden . E ines Tages, es m a g  v o r e in em  J a h r e  gew esen seyn, k am  m ir  a u f  d e r 
ta d tb ib l io th e k  zufällig  I h r  H a u p tw e rk  W . a ls  W . & V. [D ie W elt a ls  W ille  und  
V o rste llu n g  — B . L .]  in  die H a n d . Ic h  b lä t te r te  d a rin  und  fand im  z w ey ten  T heil 

den  A rtik e l M etaph. d e r G esch lech tsliebe . Ic h  las un d  las m einen A rtik e l u n d  
k o n n te  n ic h t au fhören  bis ich  ih n  zu  E n d e  gelesen  h a tte . E s w u rd e  m ir  ganz  
u nhe im lich ; ich h a tto  m ich se lb e r gelesen. Ic h  sa h  nach , w ann das B u ch  g e d ru c k t 
w orden : es s ta n d  d arin  844 u n d  m ein  M an u sc rip t «Geschichte d e r G esch lech ts
liebe» w a r höchstens zwey J a h r  a lt .  W äre  m ein  M anuscrip t ged ru ck t w o rd en , Sie 
h ä tte n  m ich  fü r  den u n v ersch äm tes ten  P la g ia to r  d e r  W elt e rk lä rt un d  m it  U n re c h t. 
Aus den se lb en  P rinzip ien  a lles h e rg e le ite t; m eine  L ebew uth  w ar Ih r  W ille  zum  
L eben . A bgesehen davon , d a ß  ich  m einen  G eg en stan d  n ich t a lle in  v o n  m e ta 
p h y sisch e r Seite b e trach te te , w a r in den  b ey d en  S ch riften  n ich t n u r  g anz  dasse lbe , 
so n d ern  theilw eise sogar m it denselben  W o rte n  gesag t. — Ich  g ing  zu  m einem  
F re u n d  H erw egh , dem  einzigen  M enschen, d e r  m ein  M anuscrip t k a n n te  un d
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th e i l te  dem  m ein  E rs ta u n e n  m it. W as ich g a r  n ic h t  begreifen k onn te , w a r d a ß  ich , 
v o n  d e n  W eden , d e n  K in g s  e tc  bis zu r  T a g e s li t te ra tu r  unserer Z e it h e ra b , a lles 
N a m h a f te  zu  k e n n e n  g lau b te , von Ih n e n  u n d  Ih r e n  S chriften  n ie  w as  g e h ö r t 
h a t t e .  W as E in em  d o ch  in  d e r  W elt alles p a ss ire n  k an n  ! ! Sie w erden  v e rs te h n , 
d a ß  ich  n u n  G rund  g en u g  h a tte ,  m ich fü r  Ih r e  S ch riften  zu in teressiren . I n  Ih r e n  
S ch riften  h ab  ich  m ich  zu m  ers tenm al in  m e in em  L eb en  selbst gefunden . Soll ich  
o ffen  seyn , ich  h ab e  T h rä n e n  d e r F reu d e  g e w e in t b ey m  Lesen. D a fü r k a m  ich  a b e r  
a u c h  in  eine o rd en tlich e  W u th  bey  so lchen  S te llen , wo ich m ich a u f  e in m a l vo n  
Ih n e n  verlassen  sah . D aß  d e r  D onner den  a l te n  K a n t ,  daß  er es n ic h t w a g te  g anz  
eh rlich  sich se lb st u n d  a n d e rn  zu  seyn, d aß  e r d e m  S ta a t  und  dem  A lth e rk ö m m lich en  
z u  L ieb  jene g ran d io se  S ophisterei e rfu n d en , d u rc h  d ie  er die m oralische F re y h e it  
n e b e n  d e r N o tw en d ig k e it bestehn  lassen  k a n n . U n d  o, m it w elch em in en tem  
S charfs inn , m it w elch  b ew undernsw erther L o g ik  h ab en  e rs t Sie d iesen  N onsens 
b e g rü n d e t. M an m ö ch te  beynahe  m einen , d a ß  Sie w irklich  re c h t h ä t te n .  D iese 
v e rd a m m te  T h a tsa c h e  des B ew ußtseyns, d ieses  B ed lam , wo m a n  a lle s  h in e in 
s te c k e n  kan n , w as m a n  eben  d a rin  b ra u c h t, d iese  sichere  S chu tzm auer geg en  a lles 
n o ch  so tr iff tig e  R a iso n e m e n t, wie eck e lt sie m ic h  a n  ! W ir h ab en  ja  d a s  G efüh l 
d e r  V eran tw o rtlich k e it. J a  w ohl, w enn  es u n s  n u r  n ic h t angew öhn t u n d  a n g e le rn t 
w ä re  ! M ein H u n d  h a t  es au ch , w enn  e r n ic h t  fo lg sam  gew esen; a b e r  n u r  d a ru m , 
w eil e r  w eiß, daß  e r P rü g e l bekom m t. K ö s tlic h e r  W itz  das m it der tr a n sc e n d e n ta le n  
F re y h e it ,  d ie a u ß e r  d em  R a u m  und  d e r Z e it ( lie g t?  s te h t?  s itz t?  is t?  a lso  m e in e t
w egen) is t, u n d  d o ch  w ieder in R a u m  u n d  Z e it u n d  in  der E rsch e in u n g  sich  a ls  
T h a tsa c h e  des B ew u ß tsey n s , als G efühl d e r  V eran tw o rtlich k e it g e lte n  m a c h t . 
E s  is t  doch zu m  c rep iren  !

О an b e th u n g sw erth e  tran scen d en ta le  F re y h e i t  ! W ie schön s a g t u n s  H e rr  
S ch openhauer in  se in e r v f  [v ierfachen- B . L . ] W u rze l vom  Satz  des zu re ich en d en  
G ru n d es, daß  d ie  F o rm e n  von  Zeit, R a u m  u n d  K a u s a li tä t  die B ed in g u n g en  a lles 
V orste llen s un d  a lles D enkens sind . Ic h  w ill n o c h  hinzufügen , d aß  d e rjen ig e  im  
v o lls ten  E rn s te  in s  N a rre n h a u s  g ehö rt, d e r  d a  b e h a u p te n  w ollte, d aß  ohne  d iese 
F o rm e n  oder ü b e r  d iese lben  h inaus, es e in  D e n k e n  un d  E rk en n en  geb en  könne . 
W ie  k la r  sag t H . S ch openhauer in  seinem  W . a . W . u. V. B . 2. K . 50: D ie  a llg e 
m e in s te  F o rm  u n seres  In te lle c ts  is t, d e r S a tz  v o m  G runde, der ab e r eb en  d esh a lb , 
n u r  a u f  die E rsch e in u n g  A nw endung f in d e t. E b e n  daselbst fe rner: D ie  E rk e n n 
b a rk e i t  m it ih re r w esen tlich sten , d a h e r  s t e t s  n o t h w e n d i g e n  F o r m  
v o n  S ub iect un d  O b iec t g eh ö rt blos d e r E rsc h e in u n g  an , n ich t dem  W esen  an  sich  
d e r  D inge. W o E rk e n n tn iß , m ith in  V o rs te llu n g  is t, d a  is t auch  n u r  E rsc h e in u n g  
u n d  w ir steh en  d a se lb s t schon  a u f  d em  G eb ie te  d e r  E rscheinung . S eh r r ich tig , 
H e r r  S chopenhauer, m a n  m ü ß te  aus B e d la m  en tsp ru n g en  seyn , u m  d a ra n  zu  
zw eifeln. A ber, a b e r  — m it w elchem  In s t ru m e n t  h a t  m an  sie d en n  e n td e c k t, d ie  
F re y h e it,  die tra n sc e n d e n ta le , d . h . n ic h t in  d ie  E rscheinung  tre te n d e , so n d e rn  
n u r  in  sofern  v o rh an d en e , a ls  w ir von  d e r  E rsch e in u n g  u n d  a ll ih re n  F o rm e n  
a b s tra h ire n  (sic !), u m  zu  dem  zu ge langen , w as  au ß e r aller Z eit, a ls  d a s  in n ere  
W esen  des M enschen a n  sich  selbst zu  d e n k e n  (sic !) is t ? E th ik  p . 95 D a , w o die 
»Schuld lieg t, m u ß  a u ch  d ie  V e ran tw o rtlich k e it liegen und  d a  diese d a s  a lle in ige 
D a tu m  is t, w elches a u f  m oralische F re y h e it z u  sch ließen  berech tig t, so m u ß  au ch  
d ie  F re y h e it eb en d ase lb s t liegen, also  im  C h a ra c te r  des M enschen«. B o n  ! Z u e rs t 
m ö ch te  ich w issen, w as d en n  die ab so lu te  S ch u ld  sey , w enn ich m ir b e y  a lledem  
w as denken  soll k ö n n en . I s t  das e tw a  die a b so lu te  Schuld , w enn H inz  s a g t: »er is t 
e in  Spitzbube« ? Z u r selben  Zeit derse lben  T h a t  w egen v e reh rt m ich  K u n z  u n d  
n e n n t  m ich e inen  ed len  M enschen. U n d  w e n n  m ich  der E ine  schu ld ig  u n d  d e r  
A ndere  unschu ld ig  n e n n t, so hab en  d ie  H e r re n  beyde rech t: die W e lt is t  m eine  
V orste llung . W ie k ö n n t ich  m ir im  E rn s te  a n m a ß e n , einen M enschen an d ers , a ls  
in  se iner B eziehung  zu  m ir  beurtheilen , v e re h re n  oder verdam m en  zu  w ollen  ? ! 
E b e n  w eil die W e lt m eine  V orstellung  is t  u n d  s o m it ü b e r den W erth  o d e r U n w erth , 
ü b e r  d ie Schuld  o d e r U nschuld  eines M enschen  fa s t jeder a n d e rs  d en k en  
w ird , eben d a ru m  k a n n  u n d  d a rf  ich ü b e r  d e n  A n d ern  ein U rth e il fä llen , k ö n n te  
u n d  d ü rf te  es a b e r  vo n  d em  M om ent a n  n ic h t  m e h r , w enn ich dies ab so lu te , d iesen  
D eus ex m ach in a , d ies und en k b are  U n d in g , d a ß  Sie m it K a n t d a  au fs te llen , fü r  
E tw a s  A nderes a ls  e in  hohles W o rt n ä h m e . Z u d em  könn te  ja  n ach  d iesem  in- 
te llig ib lem  C h a ra k te r  u n d  dieser tra n sc e n d e n ta le n  F rey h e it die Schu ld  e r s t  a n fa n 
gen , wo die E rsch e in u n g  a u fh ö r t. N a tü rlic h  is t  d ie  W elt m it In d iv id u en  u n d  so m it 
V a rie tä te n  a n g e fü llt, d a  Sie m ir ab e r  n ic h t  sag en  können , w ie tie f, im  W esen  d e r 
W e lt an  sich, d ie  W u rze ln  der In d iv id u a l i tä t  g eh n  (W . als W . u  V . В  2. p . 635),
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so ist I h r  D eu s  ex  m achina eben  e in  so lcher. S ch ieben  w ir, M adam  F re y h e it vom  
T ran scen d en ta l, so n s t bekom m e ich  noch  K rä m p fe  ! E th ik  p . 90 w ird  m ir  o h n eh in  
gesagt, d a ß  m e in  roher V erstan d  h ie r in c o m p e te n t is t. D anke schön  !

N u n , ich  schm eichle m ir, d aß  ich n ä c h s te n s  d as  V ergnügen h ab en  w erde 
über dies u n d  noch  m anch A nderes von  Ih n e n  m ünd liche  B eleh rung  u A u fk lä ru n g  
zu e rh a lten . M it e iner H o ch sch ä tzu n g , w ie sie d em  g rö ß ten  D enker des J a h r 
h u n d erts  g e b ü h r t

b in  ich I h r  D iener B izo n fy 9

P ackend  is t d iese  jugend liche  B eg e iste ru n g , d a s  n a iv e  S e lb s tbekenn tn is ; fü r  sein  
A lte r  üb e rrasch en d , w ie e r  sich  in  d en  v e rw ick e lten  G edankengängen  d e r ph ilo soph ischen  
S ystem e au sk en n t; erg re ifend  sein po lem isch er J u g e n d m u t.  B ildungsgesch ich tlich  in 
te re ssa n t sind B iz o n fy ’s M itte ilungen  von  se in em  F reu n d esk re is , von  H erw egh  u n d  
W ag n er, die sich  f ü r  S chopenhauer g leich  ih m  b e g e is te r ten . M an k an n  sich  v o rs te llen , 
w ie S chopenhauer d ie  se lb stbew uß ten , k äm p fe risch en  u n d  zugleich  bege is te rten  Zeilen des 
d en  F lege ljah ren  k a u m  en tw achsenen  J u n g e n  ge lesen  h a t.

E r  sch re ib t a m  30-sten D ezem ber 1864 a n  F ra u e n s tä d t :

. . . E in lieg en d  2 kuriose H u ld ig u n g ssch re ib en . D er U ngar [B izonfy  — B . L .\  
n ebst e in e r g an zen  C otterie  schöner G eiste r, d ie  g e b a n n t sind  (aus D eu tsch lan d ) 
verlangen im  E rn s t ,  ich sollte im  D e c e m b e r  n ach  Z ü r i c h  reisen , ih re  
N eugier zu  befried igen  ! H ab e  höflich , f re u n d lic h  u n d  k u rz  g e a n tw o rte t, d aß  
ich a u f  sch rif tlich e  C ontroverse n ic h t e ingehen  k ö n n te  un d  g a r  n ic h t m eh r re ise te . 
D arau f is t e r fo lg t ein  B uch von  K ich a rd  W a g n e r, w elches n ic h t im  B u ch h an d e l, 
sondern  b lo ß  f ü r  F reunde  g e d ru c k t is t, a u f  sü p e rb em  d ickem  P a p ie r  u n d  sau b e r 
gebunden : es h e iß t »der R in g  d e r  N iebelungen« , is t  eine Folge von 4 O pern , die 
er e inst k o m p o n ire n  will, w ohl d a s  e ig en tlich e  K u n s tw e rk  d e r  Z u k u n ft: sch e in t 
sehr p h a n ta s tis c h  zu sein: h abe  e rs t das V o rsp ie l gelesen : w erde w eite r sehn . K ein  
B rief d ab e i, so n d e rn  bloß e ingeschrieben: »aus V ereh ru n g  un d  D a n k b a rk e it.« 10

D em  a n d e re n  F re u n d e , v. D oß te i l t  e r  a m  10 -ten  J a n u a r  1855 m it:

. . . I c h  h abe  Ihnen  noch  m einen  D a n k  fü r  Ih re  freund liche  E in la d u n g  
ab z u s ta tte n . A b e r ich bin e in  P ilz , d e r  fe s t s i tz t :  ohne  N o t reise ich n ic h t. Im  
Decr h ie lt ich  eine ähnliche E in la d u n g  n a c h  Z ü rich : dase lb st s i tz t eine ganze  
K o tte rie  sc h ö n e r , ab e r  g e b a n n te r  G eister, d . h . die d en  deu tsch en  B oden  n ic h t 
b e tre ten , a lso  n ic h t herkom m en  dü rfen , m ich  zu  sehn , d ah e r sie m ich  zu  sich  
ein luden: R ic h d W agner, H erw eg, e in  fü r  m eine  P h il schw ärm ender U n g a r, a ls  
W o rtfü h re r, u . a . m . — D as w ä re  e tw as f ü r  m ich  ! im  D ecr n ach  Z ürich  !u

L eider k e n n e n  w ir n ich t die a n  B izonfy  g e r ic h te te  ab leh n en d e  A n tw o rt; fa lls sie 
w äh ren d  der v erg an g en en  stü rm isch en  J a h rz e h n te  n ic h t  zu n ich te  gegangen is t, k a n n  sie 
irgendw o s tecken ; es is t  n ic h t ausgesch lossen , d a ß  d e r  B rie f a n  d e r  e rw ä h n te n  Z ü rch er 
A u k tio n  v e rs te ig e rt w o rd en  ist.

B izonfy g a b  a b e r  seinen E n tsc h lu ß , S ch o p en h au e r zu  begegnen, n ic h t a u f . V or d e r  
G e fa h r  d e r V e rh a f tu n g  n ic h t  zu rü ck sch reck en d , re is te  e r  n a c h  F ra n k fu r t .

D avon b e r ic h te t  S chopenhauer in  seinem  B rie fe  a n  F ra u e n s tä d t vom  29-sten  
J u n i  1865:

. . . H ie r  gew esen is t B izonfy , h a t ,  u n te r  fa lschem  N am en  sich h ie r  e inen  
T ag v e rs te c k t g eh a lten , um  im  w oh lversch lossenem  W agen , m it Z agen, m ich  zu  
besuchen. E in  schöner, sehr g ro ß e r ju n g e r  M an n ; sch e in t w irklich  K en n tn isse  zu 
haben, in  o rien ta lisch en  S p rach en ; sa g t, e r  w olle in  Z ürich  m eine P h ilosoph ie  
dociren: is t  v ie lle ich t W ind. B e im  A bschied  k ü ß te  e r  m ir die H an d  ! w o rü b er ich 
vor Schreck  la u t  au fsch rie .12

E s g ib t k e in  ä h n lich e s  D o k u m en t, d as e in en  g le ich  tie fen  E in b lick  in  d as gep lag te  
L eb en , in  die b it te r e  Seele des a lten , e n t tä u s c h te n , rückgezogenen , g esch e ite rten  ro m a n 
tisch en  R o m an h e ld en , w ie d e r in d e r  A k ad em ie b ib lio th ek  b ew ah rte , u n v erö ffen tlich te ,
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zw an z ig se itig e  B rie f B izonfy’s a n  J o s e f  B u d en z , d en  e r am  13-ten J u n i  1885 a n  ih n  
g e r ic h te t  h a t .  (N yelvtudom ány  [S p rach w issen sch a ft]  4 —г. 163/2—с.) E r  b e r ic h te t B u d en z  
vo n  se in e n  sp rachw issenschaftlichen  F o rsch u n g en , se iner Z urücksetzung . E r  h ie lt  s ich  fü r 
e in en  b e sse re n  G erm an isten  a ls  G u sz tá v  H e in ric h , d e r  zum  P ro fesso r d e r  G e rm an is tik  
e rn a n n t  w u rd e . E r  b it te t  B udenz, u m  einen  V o rtra g  vo n  seinen etym olog ischen  F o rs c h u n 
g en  a n  d e r  A k ad em ie  h a lten  zu  k ö n n en . E r  le g t dem  B rie f  seinen A ufsa tz , d a t ie r t  1871 bei: 
B iz o n fy ’s  N o tizen  über die V erw andtschaft des M agyarischen m it dem  S a n sk r it. E in  B eitrag  
zu r  E tym o lo g ie  der ungarischen Sprache. O ffensich tlich  w ollte  e r  diesen 14-seitigen A u fsa tz  
a n  d e r  A k a d e m ie  vo rtrag en . E s  b e d a r f  ke ines B ew eises, d aß  diese F o rsc h u n g s ric h tu n g  
B iz o n fy ’s unw issenschaftlich  w ar, a b e r  seine A u ß erach tla ssu n g  w ar doch  u n re c h t.

W ir  e rlau b en  uns, seine ä u ß e rs t  in te re ssa n te  M itte ilung  vom  B esuche b e i S ch o p en 
h a u e r  (a n  d e r  18-ten Seite des B riefes) w o rtw ö rtlich  zu z itie ren :

. . .  — U nd  se lb st A r th u r  S ch o p en h au er, d e r bekan n tlich  ü b e r  A lles u n d  
a lle  L e u te , seine b esten  F re u n d e  n ic h t ausgenom m en , zu  sp o tte n  p fle g te , sag te  
m ir  m i t  T h rän en  in  den  A u g en : «in tie fs te m  H erzen  rü h r t  m ich d ie  S e lb s tv e rleu g 
n u n g , d ie  d e r edele K örösi v o n  A n fan g  b is zu  E n d e  im  In te resse  d e r  W issen sch a ft 
bew iesen» . A ls ich d a ra u f  b e m e rk te , d aß  K ö rö si doch  a u f  dem  H olzw eg gew esen, 
f u h r  e r  m ich m it H e ftig k e it a n :  «Wie in  a lle r W e lt können  Sie doch  so a lb e rn  re d e n  ! 
D e r  M an n  h a t  Blei g e su ch t u n d  h a t  G old gefunden . U nd  w as noch  m e h r  is t ,  e r 
h a t t e ,  w ie seine D ars te llu n g en  b u d d h a is tisc h e r  A nschauungen  d a r th u n , d e n  W e rth  
d e s  ede len  M etalles seh r w o h l e rk an n t.»  So sp rach en  große M änner, d e ren  N am en  
n ie  u n te rg eh en  w erden  v o n  e in em  g roßen  M ann, dessen A ndenken  fo r tle b e n  w ird , 
w e n n  w ir län g st alle  vergessen  s ind .

D ie  ob igen  M itte ilungen  s in d  v o n  v e rsch iedenen  G esich tsp u n k ten  b e a c h te n sw e rt: 
sie z e u g e n  v o n  einem  ü b errasch en d  f rü h e n  K o n ta k t  eines U n g arn  m it S ch o p en h au er; 
in te r e s s a n t  s in d  d ie  ph ilosoph ischen  R e flex io n en  u n d  die freu n d sch aftlich en  B ez iehungen  
des ta l e n t i e r t e n  ab e r gesch e ite rten  u n g a risch en  P h ilo logen ; m it e inem  w ohligen G efüh l 
n e h m e n  w ir  z u r  K en n tn is , w ie S c h o p e n h a u e r  K ö rö si Csorna A ch tung  erw eist.

B éla  Lengyel

1 V o n  d e r  lex ikographischen  u n d  a n d e re n  T ä tig k e it un d  dem  L eben  B izo n fy ’s s.: 
M ag ay , T a m á s : A n g o l— m agyar és m a g ya r— angol szótárak hazánkban 1945 előtt [E n g lisch 
u n g a risc h e  u n d  ungarisch-englische W ö rte rb ü c h e r  in  unsere r H e im a t v o r 1945]. B u d a 
p e s t , A k a d é m ia i K iadó , 1967. S. 2 6 -3 6 . — D as englisch-ungarische W ö rte rb u ch  is t  das 
e rs te  M al 1878, das ungarisch -eng lische  1881 ersch ienen ; d as K o n v e rsa tio n sb u ch  
B iz o n fy ’s w u rd e  1885 herausgegeben .

2 S ch o p en h au er és a  század v ég i m a g y a r  líra  [Sch. u n d  die ungarische  L y r ik  vom  
E n d e  d e s  J a h rh u n d e r ts ] . M inerva , 1. J g . (1922.) N r. 4 -7 . S. 241-261.

3 V o n  seinem  L eben  u n d  se in e r T ä tig k e it s .: K erekes, S ándo r: L o m n itz i M eltzl 
H ugó  (1846-1908). B udapest, M in e rv a -K ö n y v tá r . 1937, N r. 107.

4 S .: F rü h m , T hom as: U n b e k a n n te s  au s  dem  S chopenhauer-K reise : D e r  B rie f
w echsel H u g o  von M eltzl’s  m it  J u l iu s  F ra u e n s tä d t  un d  W ilhelm  von  G w inner. S ieb 
zehntes Ja h rb u ch  der Schopenhauer-Gesellschajt, 1930. S. 189-270.

5 D ie  Schopenhauer-Literatur. L eipzig , 1880. B rockhaus. — A us d e r  B ib lio g rap h ie  
e rw e is t e s  s ich , daß  zu g leicher Z e it, a ls  M eltzl a ls  S tu d e n t S chopenhauer k e n n en g e le rn t 
h a t ,  w u rd e  d e r  deu tsche D en k er in  d e r  u n g arisch en  F a c h li te ra tu r  b e k a n n t, w ie in  d e r 
S c h r if t  v o n  T élfy , Ján o s : E th ika , vagy bölcsészeti erkölcstan  (E th ik  oder P h ilo soph ische  
M o ra lleh re ). P e s t, 1864. S. 29 -30 .; A lm ás i B alogh , S ám uel: S chopenhauer A r th u r  philo- 
so p h iá já ró l . É rtek ezés (Ü ber d ie  P h ilo so p h ie  A . S ch .’s. A bhand lung). M agyar A k a d é m ia i  
É rtesítő . P hilosophia i, törvény és történettudom ányi osztályok közlönye [M itte ilu n g en  d e r 
U n g a ris c h e n  A kadem ie d e r  W issen sch aften . B u lle tin  d e r philosophischen , re c h ts -  un d  
g esch ieh t W issenschaft liehen A b te ilu n g en ). 6. B d . P e s t , 1866. S. 250-294). V erg l.: A  M a-
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gyár Tudom ányos A ka d ém ia  Jegyzőkönyvei (P ro to k o lle  d e r  U ngarischen  A kadem ie d e r 
W issenschaften). 3. B d . P es t, 1865. S. 168.

6 A phorism en im  Geiste Schopenhauers. K lau sen b n rg , 1878, Jo h . S tein .
7 D er B riefw echsel von M eltzl g e rie t in  d en  B esitz  seines S tu d en ten , des G y m n a

sia lleh rers von B esz te rce , Thom as F rü h m . M eltzl’s  B riefe  an  F ra u e n s tä d t u n d  G w inner 
(w ie es e rw ähn t w u rd e ) h a t die S chopenhauer-G esellschaft verö ffen tlich t. D er g rö ß te  
T eil seines B riefw echsels is t u n v erö ffen tlich t. S .: K erek es : z it. W erk . S. 86.

8 U nsere Q u ellen : B izonfy von  sich  se lb st, im  V orw ort des E nglisch -ungarischen  
W örterbuches (1878). Szinnyei, Jó zse f: M agyar írók élete és m u n ká i  (L eben und  W erke 
ungarischer S ch rifts te lle r) . 1. B d., B p . 1891. H o rn y á n sz k y , V ik to r A kadém ia i K önyv- 
kereskedése. S. 1094. — Szinnyei h a t  in  seinem  u n v erö ffen tlich ten  B riefe vom  8-en J u l i 
1890 um  die b io g rap h isch en  D aten  u n d  das V erzeichn is se iner T ä tig k e it von  B izonfy  
g eb e ten . MTA K é z ir a t tá r  [H an d sch riften sam m lu n g  d e r  A kadem ieb ib lio thek ] 796/335. 
V om  A u fen th a ltso rt o d e r  dem  D asein  d e r  A n tw o rt w issen w ir n ich ts . — A  P a llas N a g y  
L exikona  [Das G roße  L ex ikon  P a lla s]. I I I .  B d . B u d a p e s t, P a llas , 1893. S. 342. — Vom  
L eb en  B izonfy’s h a n d e ln  vor allem  d ie  A rtik e l von  E n d re  C satkai. — Ü b e r ih n : G ulyás, 
P á l :  M agyar írók élete és m unkái. Ú j sorozat [L eben  u n d  W erke  ungarischer S ch rifts te lle r. 
N eu e  R eihe]. IV . B d . B p ., 1942. M agyar K ö n y v tá ro so k  és L evé ltá ro sok  E g yesü le te . 
S p a lten  700-701. E s  is t  in teressan t, d aß  die von  m ir  b eh an d e lten  S ch riften  C sa tk a i’s 
ü b e r  B izonfy der A ufm erk sam k e it von  G ulyás en tg in g en . — D ie P u b lik a tio n en  C sa tk a i’s: 
S éta  a kism artoni temetőben. Schopenhauer m agyar barátja  [Spaziergang  im  F rie d h o f von  
K ism arto n . S ch .’s u n g arischer F re u n d .]  [A nonym  v erö ffen tlich t]. S op ronvárm egye, 
2. 10. 1927. N r. 220.; F ra n z  B izonfy, e in  E ise n s tä d te r  G e leh rte r (1828-1912). M itteilungen  
des Burgenländischen H eim atvereins, 1928. S. 6 3 -6 4 .; A us dem  B riefw echsel F ra n z  
B izonfys (Briefe v o n  G eorg  und E m m a  H erw egh  u n d  F ra n z  D eák .) D eutsch-Ungarische  
H eimatsblätter, 1931. S. 326-331. — Ú j Id ő k  L ex iko n a . IV . B d . B u d ap est, S inger és 
W olfner, 1936. S. 949. — G ulyás, P á l: M agyar írók élete és m unká i. Ú j so roza t. I I I .  B d . 
B u d ap est, 1941. S. 470. — M agay, T am ás : id. m ű . [z it. W erk ], — B izonfy  k ia d a tla n  levele 
B u denz  Józsefnek [B izo n fy ’s u n v erö ffen tlich te r B r ie f  a n  Jo s e f  B udenz] (13. 6. 1885.). 
H an d sch riften sam m lu n g  der A kadem ieb ib lio thek . N yelv tudom ány  [S p rachw issenschaft] 
4 -r. 153/2-c. — M ü nd liche  M itteilung von  D r. P e te r  K ra ja s ich  (W issenschaftlicher R a t  
d e r  B urgen länd ischen  L andesreg ierung  im  L an d esm u seu m  E isen s tad t).

9 Der B riefw echsel A rthur Schopenhauers. M ünchen , R . P ip e r & Co. V erlag  1933,. 
2. B d . S. 349-354. B r ie f  537.

10 D aselbst. S . 358. B rief 541.
11 D aselbst. S . 370. B rief 545.
12 D aselbst. S . 391. B rief 556.

Ungarische Literatur in Schweden
D ie in  S chw eden  un längst e rsch ienene B ib lio g rap h ie  d e r u n garischen  L ite ra tu r  

in  schw edischer Ü b e rse tz u n g  «Ungersk s k ö n lit te ra tu r  i svensk  ö v e rsä ttn in g  1845-1978«, 
zu sam m engeste llt v o n  M aria  M üller u n d  T h o m as K e rté sz , e r fa ß t d ie  in  d en  J a h re n  
1845-1978 pub liz ie rte  Ü b e rse tz u n g s lite ra tu r u n d  s t r e b t  e ine m ögliche V ollkom m enheit an . 
D ie  B ibliographie z ä h l t  v o r  allem  die in  B u ch fo rm  e rsch ienenen  E inzelw erke u n d  A n th o lo 
g ien  au f, g ib t ab e r  g leichzeitig  auch  e in  d e ta illie r te s  B ild  von den  in  versch iedenen  
period ischen  S ch riften  v e rö ffen tlich ten  Ü b e rtra g u n g e n  von  G ed ich ten  u n d  P rosaw erken . 
D ie  V erfasser w id m en  e in  besonderes K a p ite l d e n  um fassenden  Z e itu n g sa rtik e ln  u n d  
S tu d ie n , die sich m i t  d e r  ungarischen  L ite ra tu r  a u f  essay istische  oder w issenschaftliche  
W eise beschäftigen . Im  A nhang  (ca. 40 Seiten) f in d e t m a n  die A ufzäh lung  je n e r  u n g a r i
sch en  T h ea te rs tü ck e , d ie  a u f  schw edischen B ü h n en  a u fg e fü h rt oder im  R u n d fu n k  g esende t 
w u rd e n , bzw. d as V erzeichn is der u n g arisch en  R o m a n e  u n d  N ovellen , d ie  in  Schw eden 
v e rf ilm t w orden s in d . I m  S ch lußkap ite l s te llen  d ie  V erfasser einige in  Schw eden lebende 
S ch rifts te lle r un d  Ü b e rse tz e r  ungarischer A b s tam m u n g  k u rz  vor.
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D e r in te ressan tes te  T eil d e r  u m fan g re ich en  E in fü h ru n g ss tu d ie  d e r B ib liog raph ie  
u n te r s u c h t  d a s  V erhältn is d e r  in  sch w ed isch er S p rach e  pu b liz ie rten  u n g arisch en  W erk e  
z u r  g e sa m te n  ungarischen  L ite ra tu r .  D ie s ta tis tisc h e n  D a te n  sind  zw ar n ic h t  im stan d e , 
l i te ra r is c h e  W e rte  m it V o llk o m m en h e it zu  w idersp iegeln , k ö n n en  a b e r m it w ich tig en  
In fo rm a t io n e n  d ienen. D er H a u p tte i l  d e r  B ib lio g rap h ie  e n th ä l t  427 T ite l, d a v o n  sind  
136 se lb s tä n d ig e  P u b lik a tio n en  (5) A n tho log ien  u n d  131 W erke  von  e inze lnen  A u to 
ren .)  D ie  B eilagen  e n th a lte n  82, 10 bzw . 106, a lso  in sg esam t 198 T ite l.

D a s  e rs te  in  schw edischer S p rach e  e rsch ienene u n g arisch e  W erk  is t  S tibor vajda  
(W oiw ode S tib o r), ein  D ra m a  von  K á ro ly  K is fa lu d y  (1788-1830). D as im  J a h r e  1845 in  
P ro sa -D ia lo g fo rm  ü b erse tz te  D ra m a  w u rd e  in  S chw eden  m it g roßem  In te re sse  au fg en o m 
m en . E s  is t  eines der e rs te n  D ra m e n , d a s  d ie  he ik le  F ra g e  d e r  dam alig en  u n g a risc h e n  
G ese llsch a ft, d ie seh r v e rsp ä te te  A b sch affu n g  d e r  L e ibe igenschaft in  e rn s te r, m a h n e n d e r  
F o rm  a u fw ir f t .

D e r  g rö ß te  Teil d e r ü b e rs e tz te n  L ite ra tu r  g e h ö rt in  d as G eb ie t d e r  L y rik . D iese  in  
d e r  u n g a r is c h e n  L ite ra tu r  beso n d ers  dom in ie rende  G a ttu n g  reag ie rte  am  sch n e lls ten  u n d  
e in d e u tig s te n  a u f  die h is to risch en  u n d  p o litisch en  E re ign isse  bzw . a u f  d ie  e in tre te n d e n  
g e se llsch a ftlich en  u n d  sozialen  V e rän d e ru n g en . G ed ich te  d e r ung arisch en  N a tio n a l
d ic h te r  v o n  w e ltlite ra rischem  R a n g , w ie S án d o r P e tő f i (1823-1849), E n d re  A d y  (1877- 
1919), A t t i la  Jó zse f (1905-1937), w u rd e n  in  schw ed ischer Ü b erse tzu n g  m eh rm a ls  v e rleg t, 
d a s  sch w ed isch e  P u b lik u m  h a t te  a b e r  au ch  G elegenheit, d ie  D ich tu n g  von  B á lin t B alassi 
(1554 -1594 ), M ihály  C sokonai V itéz  (1773-1805), J á n o s  A ran y  (1817-1882) u . a . k e n n e n 
z u le rn e n . D ie  L y rik  des 20. J a h r h u n d e r ts  is t  ebenfa lls  v ielseitig  v e rtre te n . D ie  n a c h  dem  
zw e ite n  W e ltk rieg  a u ftre te n d e  D ic h te rg e n e ra tio n , d eren  b ed eu te n d ste  R e p rä se n ta n te n  
h e u te  b e re i ts  zu  den  K lass ik e rn  zäh le n , w u rd e  d a n k  d e r  ansp ruchsvo llen  Ü b erse tzu n g en  
in  S ch w ed en  au th en tisch  v o rg es te llt. D ie  G ed ich te  vo n  L ő rin c  Szabó (1900-1957), L ászló  
N a g y  (1925-1978), S ándor W eöres (1913- ), G y u la  Illyés (1902-1983) u n d  F e re n c  J u h á s z
(1928— ) lassen  den  L esem  in  e in ige , m i t  h o h em  k ü n stle risch en  A n sp ru ch  g esch ild e rten  
c h a ra k te r is tis c h e n  M om ente d e r  u n g a risch en  W irk lich k e it d e r  jü n g s ten  V erg an g en h e it 
E in b lic k  g ew in n en .

M a n  k a n n  m it R e c h t fe s ts te llen , d a ß  in  d en  A n tho log ien  u n d  in  den  se lb s tän d ig en  
G ed ich tsam m lu n g en  ta tsä c h lic h  d ie  b e s te n  W erke , d ie  P e rlen , d e r  u n g arisch en  L y r ik  
ü b e r t r a g e n  w urden . E s sin d  ab e r a u c h  au ffa llen d e  M ängel zu  verzeichnen . So w u rd e  d e r 
re ic h e n , b u n te n  un d  w irk lich  v ie lse itigen  D ic h tu n g  vo n  A tti la  Jó z se f b is h e u te  n o ch  k e in  
B a n d  gew id m et. D en zw eifellos sch m erz lich s ten  u n d  zugleich  unerk lä rlich en  M angel sehen  
w ir d a r in , d aß  die an sonsten  au sg eze ich n e te  Ü b erse tze r b ish e r k e in  einziges G e d ic h t von  
M iklós R a d n ó t i  (1909-1944) ü b e r tra g e n  h ab en , obw ohl ohne  seine za rte , in n e rh a lb  des 
tö d l ic h e n  L ä rm s  des zw eiten  W eltk rieg es  leise, a b e r  b is in  d ie  T iefe d e r  m en sch lich en  Seele 
d r in g e n d e  L y rik , die m oderne  u n g a risch e  P oesie  e in gen tlich  u n v o lls te llb a r is t.

D a s  D ram a  is t die am  sch w äch s ten  v e r tre te n e  lite ra rische  G a ttu n g  in  d e r  B ib lio 
g ra p h ie , w as  w iederum  d ie  tre u e  W id ersp iege lung  d e r  rea len  S itu a tio n  d e r  u n g a risch en  
L i t e r a tu r  is t . D iese G a ttu n g  is t in  k e in e r P e rio d e  d e r  ung arisch en  L ite ra tu r  d o m in a n t 
gew esen . D a s  b ed eu te t jed o ch  b e i w e item  n ic h t, d aß  a u ß e r  Im re  M adáchs (1823-1864) 
«Tragöd ie  des M enschen», d ie  b e re its  1936 in  schw ed ischer S prache  zugäng lich  w a r, in  
e r s te r  L in ie  L ajo s D óczis (1845-1919) D er K u ß  u n d  D as P ferd  von G yu la  H á y  (1900-1975) 
d ie  u n g a risc h e  D ra m e n lite ra tu r  re p rä se n tie re n  d ü rf te n .

D ie  P ro sa lite ra tu r , die in  schw ed ischer S p rache  verö ffen tlich t w urde , b ie te t  ein  
B ild , d a ß  v ie l ch a rak te ris tisch e r, b e ru h ig en d er is t  u n d  d en  eigenen u n g arisch en  W e r t
b eg riffe n  m e h r  e n tsp rich t, t ro tz  d e r  T a tsac h e , d aß  d ie  vom  A nfang  unseres J a h rh u n d e r ts  
s ta m m e n d e  Ü b e rse tzu n g s lite ra tu r n ic h t im m er d ie  H a u p tr ic h tu n g , so n d ern  e h e r eine 
k o n se rv a tiv e , w as ih ren  W e rt a n b e la n g t, zw eitrang ige  L in ie  verfo lg t. D ie  N a m e n  u n d
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W erk e  vo n  Ferenc H erczeg  (1863-1954), Z so lt H a rsá n y i (1887-1943), L a jo s  B író  (1880- 
1948), J e n ó  H elta i (1871-1957) L ajos Z ilah y  (1891-1974) kennze ichnen  d iese R ich tu n g .

D e r gelesenste u n g arisch e  P ro sa sch rifts te lle r  is t au ch  in  Schw eden , w ie im  übrigen  
A u slan d  bis heu te  M ór J ó k a i  (1825-1904). R o m an e  u n d  N ovellen sam m lu n g en  von  ihm  
w u rd en  in  22 B änden  ve rö ffen tlich t. D iese r au ffa llen d  g roße E rfo lg  is t se in er d y n am i
sch en , fesselnden Schreibw eise und  n ic h t z u le tz t d e r  V ie lse itigkeit d e r  v o n  ih m  gesch ilder
te n  ungarischen  W irk lic h k e it zuzuschre iben , d ie  von  dem  P u b lik u m  in  g anz  S kand inav ien  
(die B e h au p tu n g  b ez ie h t sich  also n ic h t n u r  a u f  Schw eden) a u ch  h e u te  noch  als eine 
«exotische» W elt b e tr a c h te t  w ird.

E s  is t m it F re u d e  zu  begrüßen , d a ß  d ie  R o m an e  G ólyakalija  (S to rch k a lif)  von 
M ihá ly  B ab its  (1883-1941) u n d  É nek a búzam ezőkről (G esang von  d en  W eizenfeldern) von 
F e re n c  M óra (1879-1943), G yász (T rauer) u n d  Is zo n y  (A bscheu) vo n  L ászló  N ém eth  
(1901-1975) fü r den  schw ed ischen  L eser in  se in er M u tte rsp rach e  zugäng lich  s ind . A uch die 
sc h ö n s te n  S tücke d e r N o v e llen k u n s t von  Z sigm ond M óricz (1879-1942) u n d  d a s  e igenartig  
h u m o ris tisch e  W erk  v o n  F rig y es K a r in th y  (1887-1938) «U tazás a  k o p o n y ám  körül» 
(R eise  ru n d  um  m einen  S ch äd e l) , das sich  besonders schw er zu  ü b e rse tzen  lä ß t, liegen in 
schw ed ischer Sprache v o r .

D ie Ü b e rtrag u n g  d e r  m odernen  u n g a risch en  P ro sa  e rfo lg t im  sch n e lls ten  Tem po. 
A n d e r  Spitze der L is te  s te h t  die auch  in  U n g a rn  besonders p o p u lä re  S ch rifts te lle rin  
M agda Szabó (1917- ) m i t  sechs in s Schw edische ü b e rse tz ten  R o m a n e n , uzw . m it
F reskó  (Fresco), P ila tu s, K a ta lin  utca  (K a ta lin  S traß e ), A z  őz (R o tw ild ), A  szemlélők 
(Z uschauer) und  M ózes egy, huszonkettő (M oses 1, 22.). T ib o r D éry  (1894-1977) fo lg t ih r 
m it se inen  R om anen  A  kiközösítő  (D er E x k om m un iz ie rende), K edves bóper (L ieber 
B óper) u n d  N ik i , egy k u ty a  története (N ik i, d ie  G esch ich te  e ines H u n d es). D ie  zu r jü n g e 
re n  E rzäh le rg en e ra tio n  gehö renden  V erfasser, E n d re  F e jes  (1923- ), S án d o r Som ogyi
T ó th  (1923- ), Á kos K e rté sz  (1923- ), G yörgy  K a rd o s  (1925 - ), G éza O ttlik
(1 9 1 2 - ) und  I s tv á n  Ö rk én y  (1912-1979) sind  m it je  e inem  R o m an  v e r tre te n , d ie  m it
d e r  h o h en  Q u a litä t ih re r  W erke  zum  G esam tw ert d e r  Ü b e rse tz u n g s li te ra tu r  w esentlich  
b e itra g e n .

D e r K inder- u n d  Ju g e n d lite ra tu r  w ird  in  d e r  B ib liog raph ie  n u r  e ine re la tiv  u n b ed eu 
te n d e  R o lle  beigem essen. D e r G rund  d a fü r  is t in  d e r  n ied rigen  A nzah l d e r  v o rhandenen  
Ü b erse tzu n g en  zu su ch en . D ie k lassischen u n d  m odernen  W erke  d ieser L ite ra tu r  sind in 
S chw eden  eigentlich u n b e k a n n t. A ußerdem  is t  d e r  schw edische B ü c h e rm a rk t m it den  e in 
h e im isch en  K inder- u n d  Ju g en d b ü ch e rn  vo n  h o h e r Q u a litä t in  so h o h em  G rad e  versehen, 
d a ß  d a s  In teresse  fü r Ü b erse tzu n g en  g e rin g e r is t, a ls  a u f  dem  G eb ie t d e r  L ite ra tu r  fü r 
E rw ach sen en . A  P á l u tca i fiú k  (Die Ju n g e n  von  d e r  P au ls tra ß e )  von  F e re n c  M olnár 
(1878-1952) und  fü n f  B ü c h e r  von É v a  J a n ik o v sz k y  (1926- ), g esch rieb en  fü r  K in d er
im  A lte r  von  5-10, re p rä se n tie re n  diesen sich  in  le tz te r  Z e it in  U n g a rn  e rf re u lic h  schnell 
en tw ick e ln d e  Zweig d e r  L ite ra tu r .

M it H ilfe d e r B ib lio g rap h ie  können  w ir ü b e r die b e d e u te n d s te n  Ü b e rse tz e r  w ichtige 
In fo rm a tio n en  e rh a lten , d ie  au s  dem  O rig in a ltex t, also  vom  U n g arisch en  in s  Schw edische 
u n m itte lb a r  ü berse tz t h a b e n  bzw. ü b erse tzen . B irg e r S chö ld s tröm  (M it se inem  N am en 
v e rb in d e t m an  die b e s te n  P e tö fi-Ü berse tzungen ) u n d  V a ld em a r L an g le t (er w a r von 1942 
bis 1944 L ek to r fü r schw edische S prache  a n  d e r  T echn ischen  U n iv e rs itä t  B udapest) 
h a b e n  v ielle ich t d as m e is te  fü r die a d ä q u a te  V e rm ittlu n g  d e r  u n g a risch en  L ite ra tu r  
in  Schw eden  geleistet. M. M üller und T . K e rté sz  fü h ren  auch  einige in  Schw eden  lebenden 
Ü b e rse tze r ungarischer A b stam m u n g  an . H ie r  m üssen  in  e rs te r  L inie d ie  N am en  von B éla 
L effle r u n d  seiner F ra u , S igne L iljenkranz g e n a n n t w erden , d e ren  lite ra risch e  G eschm ack 
sich  im  w esentlichen n a c h  d en  k o n se rv a tiv en  T endenzen  ric h te te . (D a m it is t die hohe 
A n zah l d e r  zu diesem  T y p  gehörenden  u n g arisch en  W erke  zu e rk lä ren .)
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C álm án  de P á n d y  u n d  H a n s  E r ic  S tenborg  h a b e n  d ie  G ed ich te  d e r  A n tho log ie  
« U n g ersk  d ik t»  ü b e rse tz t. D ie  A n th o lo g ie  w urde 1944 v e rö ffe n tlic h t u n d  e n th ä l t  eine 
r e p rä s e n ta t iv e  A usw ahl d e r  u n g a risc h e n  Poesie. V on d e r  G en era tio n , d ie  in  d en  J a h re n  
1956—57 n a c h  Schw eden k a m , s in d  v o r  a llem  die N am en  vo n  G éza T h in sz  un d  d e r  au s 
e in e r  slow ak isch -ungarischen  F a m ilie  s tam m en d en  M aria  O rtm a n  zu  e rw ähnen . B eide 
h a b e n  m i t  ih ren  P rosa- u n d  L y rik -Ü b erse tzu n g en  z u r  V e rb re itu n g  d e r  u n g arisch en  
L i t e r a tu r  einen  w ertvo llen  B e itra g  ge le iste t. W eite re  Ü b e rse tze r b le iben  zw ar in  d e r  
Q u a n t i t ä t  zu rück , aber a u c h  sie h a b e n  a u f  hohem  N iveau  z u r  V erb re itu n g  d e r u n garischen  
L i t e r a tu r  in  Schw eden b e ig e tra g e n . J á n o s  C satlós, M iklós G u lyás, P é te r  K á d á r  sind  die 
b e k a n n te s te n  u n te r ihnen . D iese Ü b e rse tz e r  hab en  g le ichzeitig  m i t  ih ren  Z e itu n g sa rtik e ln , 
S tu d ie n  u n d  K ritik en  in  d e r  sch w ed isch en  P u b liz is tik  u n d  in  F ach ze itsch rif ten  fü r  die 
P o p u la r is ie ru n g  der u n g a risch en  L ite r a tu r  in  Schw eden b ed eu te n d es  gele iste t.

E s  g ilt als T a tsach e , d a ß  d a s  schw edische L ese rp u b lik u m , au ch  im  V ergleich  zu 
a n d e re n  europäischen  V ö lkern , lü c k e n h a fte  In fo rm atio n en  ü b e r  d ie  u n garische  L ite ra tu r  
b e s i tz t ,  w as vor allem  a u f  p ra k t is c h e  G ründe zu rü ck zu fü h ren  is t. D er g rö ß te  T eil d e r  
Ü b e rse tz u n g e n  w urde in  M angel a n  ungarischen  S p rach k en n tn issen  m it H ilfe  e iner 
v e rm it te ln d e n  Sprache a n g e fe r tig t, also  n ic h t a u f  G ru n d  d e r  O rig ina lsp rache , deshalb  is t 
d e r  W e r t  des überse tz ten  W e rk e s  in  v ielen  F ä llen  m it d em  O rig in a ltex t n ic h t id en tisch  
u n d  a u c h  stö rende M iß v ers tän d n isse  bzw . F eh le r sind  n ic h t  se lten  in  den  Ü b erse tzu n g en  
zu  f in d e n .

W e n n  w ir die B ib lio g rap h ie  a ls  G anzes b eu rte ilen  w ollen , k ö nnen  w ir a b e r doch  m it 
F re u d e  festste llen , daß  d ie  b ish e r  in  schw edischer Ü b e rse tzu n g  ersch ienenen  W erke  den  
re a le n  D u rc h sc h n itt d e r u n g a risc h e n  L ite ra tu r  w iedergeben , u n d  ein vielseitiges, fa rb e n 
re ic h e s  B ild  b ieten .

D ie  A rbe it w urde v o r a lle m  fü r  d en  G ebrauch in  Schw eden  zusam m engeste llt (die 
T ite la u fn a h m e  folg t d e r R eg e l d e r  in  Schw eden ü b lichen  K a ta lo g isie ru n g ), a b e r d ie  Ü b e r
s e tz u n g  d e r  w ich tigsten  F a c h a u s d rü c k e  ins U ngarische  e rm ö g lich t es, d a ß  d ie  B ib lio 
g ra p h ie  a u ch  fü r den  d ie  sch w ed isch e  S prache n ic h t b eh e rrsch en d en  u n g arisch en  L eser 
v o n  g ro ß e m  N utzen  v e rw e n d e t w e rd en  kann .

H ilda M er kl

Miklós Radnóti em Português
M iklós R a d n ó ti a c a b a  d e  m ere c e r, em  P o rtu g a l, u m a  an to lo g ia  de 28 poem as, e n tre  

o s q u a is  a lguns dos seus te x to s  m a is  conhecidos. L a n ç a d a  p e la  e d ito ra  O O iro do  D ia , d a  
c id a d e  d o  P o rto , coube a  re sp o n sab ilid ad e  d a  tr a d u ç ã o  a  T eresa  B a lté , que  p a r t iu  de 
v e rs õ e s  lite ra is  do p ro fesso r Z o ltá n  R ózsa , fu n d ad o r do  d e p a rta m e n to  de  P o rtu g u ê s  
n a  u n iv e rs id a d e  E L T E . U m  r e t r a to  do  a u to r , assinado  p o r  A rm an d o  A lves, a co m p a n h a  a  
ed iç ã o .

A s relações lu so -h ú n g aras tê m  sido  m u ito  fracas  ao  longo dos séculos; p o r vezes, 
f ic a -se  com  a  sensação de  q u e  H u n g r ia  e P o rtu g a l n a d a  tê m  que  o ferecer u m  ao  o u tro . 
C o n co rre  p a ra  isso o a fa s ta m e n to  geográfico  e, n e s ta  seg u n d a  m e tad e  do século X X , a  su a  
in te g ra ç ã o  em  sistem as sociais e  p o lítico s  d iferen tes. A c re sc e n ta ria : em  sistem as lin g u ís ti
co s d ife ren te s , igualm en te .

É  este, po r certo , u m  dos m a io res  obstácu los ao  in te rcâm b io  cu ltu ra l. A  H u n g ria , 
se n d o  u m  pa ís  de tra d u to re s  — e a q u i a  necessidade d e u  lu g a r a  u m a  tra d iç ã o  —, a in d a
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não  se consciencializou de  que a  lín g u a  p o rtu g u e sa  tem , ho je , uns 150 m ilh õ es do falantes 
e, segundo  os especia listas , é a  q u e  m ais  se desenvo lve  no  m undo.

P re sen te  em  to d o s  os co n tin en te s , p o r  fo rça  d a  epopeia  q u e  c o n s titu íra m  os 
D escobrim en tos no  século  X V , d estacam -se  P o r tu g a l co n tin en ta l e  ilh a s , o  B rasil e os 
cinco países de exp ressão  p o rtu g u e sa  em  Á frica . D irem os, en tão , q u e  o d om ín io  político 
de  língua  p o rtu g u e sa  ab ran g e  10.686.145 k m 1, sendo  apenas su p e rad a  p e lo  ch inês, inglês, 
russo  e espanhol.

A explosão , to d a v ia , do p o rtu g u ês , com o  lín g u a  e cu ltu ra , foi a tr a s a d a  p o r vários 
fac to res, so b re tu d o  pelo  iso lam en to  q u e  o p a ís  v iv eu  p o r força do  reg im e  fasc ista , a té  
1974. A ssim , as li te ra tu ra s  a fr ic a n a s  co n fro n tav am -se  com  a  cen su ra  e  os seus au tores 
e s tav am  ou  in ca rce rad o s ou no ex ílio ; a  l i te r a tu ra  b ras ile ira  v in g av a  à  base  de dois ou 
trê s  nom es, n o m ead a m en te  Jo rg e  A m ado ; q u a n to  à  p o rtu g u esa , e no  q u a d ro  d as relações 
com  a  H u n g ria , pode d iv id ir-se  em  d u as  fases.

N a  p rim e ira , é o fenóm eno C am ões. Z o ltán  R ózsa  pôde, n e s ta s  m esm as páginas, 
fazer o ba lanço  d a  recepção , n a  H u n g ria , d es te  a u to r , s itu an d o  em  1800 (h o je  d iríam os em 
1796) o conhec im en to  daquele  p o r  p a r te  dos in te lec tu a is  hóngaros. F ig u ra  rom ân tica  
p o r excelência, depo is ro m an tizad a , pelo p e rcu rso  ac id en tad o  d a  su a  v id a , Cam ões era 
m ais um  exem plo  de  c a n to r  in d e p e n d e n tis ta  a  o p o r à  dom inação  a u s tr ía c a .

A segunda  fase em erge só ap ó s a  S eg u n d a  G uerra , em  1952, a l tu r a  em  que alguns 
dos m ais rep re sen ta tiv o s  ficc ion istas com eçam  a  se r trad u z id o s. Se ac re scen ta rm o s  o mesmo 
p a ra  F e rn an d o  P essoa  e u m a  an to lo g ia  de  p o e ta s  desde a  Idade-M édia , e  a in d a  tex to s 
po líticos, fácil é co n c lu ir que a  p a r te  p o rtu g u e sa  e s tá  em  d ív id a  p a ra  com  a  H ungria .

N ão  é que  os r itm o s de p ro d u ção  ed ito ria l se jam  m enores em  P o r tu g a l. E m  núm ero 
de  títu lo s  devem  se r m aiores, dev id o  a  u m a  in flação  de pequenas, m éd ia s  e grandes 
ed ito ras , inc lu in d o  as  e s ta ta is ; se rão  m enores em  tirag en s, sendo u m a  d a s  razões o alto  
n ível de  an a lfab e tism o  a in d a  e x is ten te . M as, de  q u a lq u e r fo rm a, os p a íse s  d a  E u ro p a  
C en tra l d e sp e rtam  pouco  in teresse , salvo  se  ex is tem , no im ed ia to , m o tiv açõ es  políticas. 
Com o n ão  d ão  g a ra n tia s  de  best-se llers e, depo is , a s  línguas são  re f ra c tá r ia s  ao  sistem a 
indo-europeu , podem os g r i ta r  m ilag re  se os a b s tá c u lo s  se vencem  e lem os, em  português, 
u m  T ibo r D é ry , selecções de  co n to s  e pouco  m ais.

D a í que , n e s te  m om en to , tu d o  se c la r if iq u e ; estabeleceram -se ligações d ip lom áticas; 
desde 1977, e stu d a -se  p o rtu g u ês  em  B u d ap es te ; os co n tac to s  pessoais tê m  au m en tando ; 
sabem os que  a  ed ição  h ú n g a ra  p rev ê  refo rçar-se  com  ob ras n a  língua d e  C am ões. Que um a 
o b ra  com o O C rim e do P adre A m aro , d e  E ç a  de  Q ueirós, alcance u m a  te rc e ira  edição, isso 
é sign ificativo .

N as m arg en s do A tlân tico , só ag o ra  se com eça. Q uer d izer: às o b ra s  a n te s  trad u z i
das, e creio  bem  q u e  n u n c a  d ire c ta m e n te  do  h ú n g a ro , irão  ju n ta r-se  o u tra s , d irec tam en te  
d e s ta  língua, tã o  su av e  q u a n to  in tr ig a n te . E s tá  n e s te  caso Poem as de M ik ló s  Radnóti, 
q u e  assim  in ag u ra  u m  novo  ciclo, esperem os q u e  fru tu o so . A  indiciá-lo , a c re sc e n ta r ia  um a 
o u tra  an to log ia , e s ta  de p o e tas  h ú n g aro s , a  sa ir  n o  m o m en to  em  que  e sc rev o  e s ta  crónica, 
com  selecção de Z o ltán  R ózsa , que  a  si ag regou  a lg u n s  dos m elhores p o e ta s  po rtugueses e 
v a i de A ran y  Já n o s  a  nom es d a  a c tu a lid a d e . E u  p ró p rio  ten h o  dado  a  co n h ece r, em  no tas 
sobre a  li te r a tu ra  m ag ia r, p u b lic ad as  em  jo rn a is , au to re s  com o J a n u s  P an n o n iu s  ou 
C sokonai V itéz, a lém  de trad u çõ es  de  “ con to s de  u m  m in u to ” , de I s tv á n  Ö rkény .

Q ue d izer, e n tã o , de  R a d n ó ti , que  o le ito r  co n h ece rá  m elhor do  q u e  o a rticu lis ta ?  
J á  tiv e  o p o rtu n id ad e  de  escrever se r ele, em in en tem en te , um  p o e ta  an tifa sc is ta , na  
p rem onição  do destin o , seu  e do h om em  o c id en ta l, bem  com o n a  e s tra té g ia  c lássica  que 
a d o p ta  de co m b a te  à  b e s ta  h itle r ia n a .

P a ra  o le ito r conhecedo r d a  poesia  p o rtu g u e sa , a  p rim eira  n o v id ad e  em  R ad n ó ti 
é q uando  ele o p ta  pe la  m ediação  clássica . V iscera lm en te  pesqu isado res linguísticos, os
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p o e ta s  lu so s  au tonom izam  os seu s  m eios de produção  d e  se n tid o  e, assim , nem  sem p re  
e s te  s a i  in ta c to , derivando , e a in d a  b e m  n a  m aioria dos casos, p a ra  u m a  m u ltip lic id ad e  
d e  sig n ificaçõ es.

A  m ed iação  clássica — ra d ic a d a , m esm o, em  H o rác io  o u  V ergílio — com o recu rso  
a  fo rm a s , q u e r  estróficas, q u e r  v e rb a is , o rig inárias e p u rif ic a d a s , n ão  a tr a i  o a u to r  p o r tu 
g u ês co n tem p o rân eo . Pessoa, c o m  o  seu  heterón im o  R ic a rd o  R e is , te n to u , p o r  exem plo , 
a  o d e , m a s , se deixou um  q u e  o u tr o  d isc ípu lo , não  fez esco la .

A  p a r  d is to  — R a d n ó ti  o b rig a d o , n u m a  s itu ação -lim ite , a  d a r  c o n ta  dos v a lo res  
h u m a n is ta s  d a  civilização o c id e n ta l, p rese rv an d o -os do  m o d o  m ais  clássico e segu ro  — , 
re s s a lta  a  voz do au to r.

In c a p a z  de ser p ro fe ta , e le re c u sa , pois, o g rito , e d á -n o s  o p resen te , opondo  aos 
h o rro re s  d a  gu erra  a  e fem erid ad e  d a s  belezas in tem p o ra is . N ã o  ex is te  p a rad o x o  e n tre  
e fém ero  e in tem p o ra l, pelo sim p les  fa c to  d e  a  consciência in d iv id u a l do p o e ta  e s ta r  lig ad a  
ao  u n iv e rso  d as consciências liv re s , e  in tem porais, que  fic a m  co m  a  responsab ilidade  de  
a n iq u i la r  a  ignom inosa b e s ta .

É  im p o rta n te  que u m  dos v a lo re s , desse e de to d o s  os p resen tes , que  ele nos t r a n s 
m ite , p o r  vezes n a  m aneira  lír ic a  d e  u m  G arcia  L orca, se ja  a  cap ac id ad e  de  am a r , t r a z id a  
e t r a n s c e n d id a  por im agens s im p le s  d o  rea l quo tid iano .

E s s a s  d u as ca rac te rís tic a s  — op ção  do clássico e voz q u ase  coloquial, que  é m ais 
d r a m á t ic a  em  quem  não  so freu  a  fogosidade do fu tu rism o  — co n tin u a rão  a  a s se g u ra r  a  
p re s e n ç a  d e  R ad n ó ti. E m  P o r tu g a l ,  desde  agora. E  em  b re v e  o u tra s  vozes d a  poesia  
h ú n g a ra  lh e  fa rão  com panh ia .

P a r a  te rm in a r, a lg u m as p a la v ra s  sobre a  tra d u ç ã o . C o m p aran d o  com  as versões 
em  o u t r a s  línguas, sente-se n a  p o r tu g u e s a  um a m aio r fid e lid ad e  ao  orig inal, n a  p ro cu ra , 
s o b re tu d o , d a  e s tru tu ra  c lá ss ic o - la tin iz a n te . N esta , o v e rso  re sp ira  liv rem en te  e m a l se 
co n ceb e  q u e , à  base de en c a v a lg a m e n to s , o am p u tem o s n o  seu  ritm o  e lh e  re tire m o s, 
a ss im , o  fô lego ind ispensável.

U m  exem plo. A “ Q u a r ta  É c lo g a ”  d á , em  p o rtu g u ê s , 50 versos. E m  ita lian o , n a  
v e rsã o  d e  P o lco  T em pesti (L ir ic i ungheresi, 1950), tem o s  79 versos. N a  p rim e ira  estro fe , 
a  re la ç ã o  é  d e  6 p a ra  11 versos ! U m a  poesia  a  p re ten d er-se  só b r ia  — que  ju lg a  p o d e r  p re 
s e rv a r  v a lo re s  em perigo — n ã o  d e v e  se r trad u z id a  em  fo rm a s  leves. C orre u m  esp írito , o u  
u m  s e n tid o , nos alexandrinos d e  B a u d e la ire , que, passado  à  re d o n d ilh a  m aio r ou  m en o r, se 
v o la t il iz a . O m esm o se p assa  c o m  R a d n ó ti .

E s t a  necessidade, ou  a  o b e d iê n c ia  a  u m a “ razão  d is c ip lin a d a ” , fo i já  se n tid a  pelos 
t r a d u to r e s  d e  “C arta  à  E sp o sa ” , q u e , sa lvo  no caso fran cês , re sp e ita ra m  a  co n stru ção  em  
o ita v a s . O m ais difícil, po rém , e ra  d a r  o jogo de rim as  e m p a re lh ad as . E  este  ex erc íc io  
p a re c e -m e  in te ressan te  p a ra  d e f in ir , e d iv id ir , as opõçes e  a  fo rça  dos vários tr a d u to re s . 
V er u m  e x tra c to  d a  a d a p ta ç ã o  d e  J u l i a  R eix , em  H isto ire  de la  littérature hongroise des 
orig ines à  nos jours, B p . C o rv in a , 1980, p . 457: ficam o -n o s p e las  rim as in te rio res ; v e r 
U m b e r to  A lb in i, Poeti ungheresi d e l’ 900, 1976, p . 117: se m  rim a , de  m é tric a  á sp e ra . 
M elh o r é j á  a  versão esp an h o la , e m  A ntologia  de la poesia húngara, B p . C orv ina , 1981, p . 
254, c o m  rim as  perfeitas. A  so lu ção  p o rtu g u esa  é e x tre m a m e n te  m oderna : n ão  d e sp reza  
a  m ú s ic a  in te r io r  — com o é sem p re  a  d o  desejo a rd en te  q u e  o p o em as in teg ra  —, n e m  q u e r, 
so b  o r isc o  d e  se to rn a r a r t if ic ia l , a  r im a  p u ra . Sendo u m  te x to  d e  ex p ec ta tiv a , é, ta m b é m , 
de  ev o cação : dos tem pos q u e  fo ra m  e hão -de  vir. A p ro p o s ta  ideal, creio, é en v e re d a r  p o r  
u m a  d u p la  rim a , to an te  e a l i te r a n te ,  exce len tem en te  c o n seg u id a  p o r T eresa B a lté . O u: o 
co m p ro m isso  en tre  a  p erfe ição  r im á tic a —im possível, co m o  ó im possível re c u p e ra r  a  
m o c id a d e  — e a  esperança do  reg resso , p a ra  co n tin u a r a  p e rse g u ir  a  pa ixão  d a  m o c id ad e . 
N u m  p o e m a  assim , a  solução fo rm a l, so b re tu d o  n a  rim a , te m  d e  se r evocativa . P a ra  m e lh o r 
a c o m p a n h a r  o d ram a de u m a  v id a  q u e  o tex to  re flec te . Ernesto José  R odrigues
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Al. Roman’s Publicists Activity in Budapest
Al. R o m a n  (1826-1897) — one  o f th e  in it ia to r s  of R u m a n ia n  p h ilo lo g y  in  H u n 

g a ry  — m ay  b e  considered  a  p ro m in e n t re p re se n ta tiv e  of th e  g en era tio n  o f  1848. A lthough 
h e  d id  n o t accom plish  g re a t fe a ts , he  a c te d  in  acco rdance  w ith  th e  id eas  a n d  endeavou rs  
o f th e  rev o lu tio n . H e  is m en tio n ed  b y  m a n y  a s  a  successor to  lead ing  p e rso n a lit ie s  o f the 
“ T ra n sy lv a n ia n  School”  (Çcoala a rd e le a n á ) , a lo n g  w ith  Aug. T reb o n iu  L a u r ia n , lo an  
M aiorescu, A n d re i Ç aguna, N icolae P o p ea , lo a n  A rdelearm , V incen tiu  B ab eç  a n d  A tanasie  
M arien escu .1

H e  w as th e  po litic ian  o f  n a tio n a l m in o ritie s  and  d id  m uch  fo r th e  c u l tu ra l  develop
m e n t  o f n a tiv e  R u m an ian s , an d  fo r th e  s tre n g th e n in g  of H u n g a r ia n -R u m a n ia n  bonds. 
I n  1865, he w as e lec ted  M em ber o f P a r l ia m e n t fo r  th e  M agyarcséke d is tr ic t  o f  C ounty  
B ih a r. H is  p a r l ia m e n ta ry  speeches p ro v e  t h a t  R o m an  w as g re a tly  im b u e d  w ith  a  deep, 
p e rh a p s  even  b iased  love a n d  a  read in ess  to  sacrifice  fo r h is n a tio n . F i r s t  o f  a ll he  k e p t in 
v iew  in te re s ts  o f  th e  R u m an ian s . O ne o f h is  con tem p o ra rie s  desc rib ed  h im  th u s :  “ he 
loves h is  n a tio n  m a d ly ” , “ he f ig h ts  an d  sp a re s  n o  q u a te r  on  h is n a t io n ’s b e h a lf” .* As a  
re p re se n ta tiv e  he  w ro te  “ T he P le a  of a  M em b er o f  P a rlia m e n t, in  th e  D e b a te  on th e  
S eco n d ary  School B ill, in  th e  P a r l ia m e n t o f H u n g a ry ”  (D iscursu l d e p u ta tu lu i  d ietal 
— ro s t i t  cu o cas iu n ea  d e sb a te re i a su p ra  p ro ie c tu lu i de lege despre scoalele  secu n d are  in 
c asa  d e p u ta t i lo r  U ngarie i, Szeben, 1883).

H e  consc ien tiously  fu lfilled  h is  ca lling  a s  a  te ac h e r too . F ir s t ,  h e  ta u g h t  a t  th e  
se co n d a ry  school in  B elényes, th e n  in  N a g y v á ra d . “ H e  w as th e  soul o f th e  p u p ils ’ read ing  
circle a t  N a g y v á ra d , founded  in 1852 . . , ” 3 I n  1863, w hen te ac h in g  o f  th e  R om ance  
lan g u ag e  s ta r te d  in  B u d ap est, Al. R o m a n  w as  ap p o in ted  th e  firs t o ffic ia l asso c ia te  p ro 
fesso r, w ho “ u n d e rto o k  th e  m ission o f  e d u c a tin g  th e  y o u th , as well a s  th e  w ho le  R u m an ian  
p u b lic , w ith  so lic ito u s ca re .” * H e  w as one o f th e  p re s id en ts  o f th e  R u m a n ia n  s tu d e n ts ’ 
p o litic a l fo ru m , th e  “ P e tru  M aior S o c ie ty ”  (S o c ie ta tea  P e tru  M aior), fo u n d e d  in  1868, 
a n d  he  tu rn e d  a g a in s t dualism . F ro m  th is  p o s itio n  “ he m ade e ffo rts  to  ro u se  h o ly  ideas 
a n d  a n  eagerness  fo r  th e  strugg le  in  th e  h e a r t s  o f th e  young , th e  s tru g g le  w hich  th ey  
w ould  h ave  to  f ig h t fo r th e ir  language , th e i r  law  a n d  th e  in te res ts  o f th e ir  n a tio n , a s  fo rm er 
m em b ers  o f th is  soc ie ty , a f te r  leav in g  schoo l” . 5

In  1867, R o m a n  becam e a  m em b er o f  th e  R u m an ian  A cadem y  o f  Sciences in 
B u c h a re s t, w hich a t  th a t  tim e  w as ca lled  “ T h e  R u m a n ia n  L ite ra ry  S o c ie ty ”  (S ocie ta tea  
li te r a rá ro m á n á ) .  H e  took  p a r t  in  th e  a c tiv it ie s  o f severa l com m ittees , a n d  h e  w as  a  liaison 
b e tw een  th e  R u m a n ia n  an d  th e  H u n g a ria n  A cadem ies of Sciences. H e  m a d e  e ffo rts  to  
en su re  th a t  th e  p ro ceed in g s o f th e  B u c h a re s t A cadem y reached B u d a p e s t. H e  him self 
m a d e  copies o f n u m ero u s  p u b lic a tio n s  of th e  H u n g a ria n  A cadem y o f S c iences fo r th e  
B u c h a re s t A cadem y.

O ne of th e  m o s t com prehensive  a n d  com plex  of Al. R o m a n ’s a c tiv it ie s  developed 
in  th e  sphere  o f pub lic ism . H e  w as a n  a sso c ia te  on  m an y  cu ltu ra l a n d  p o li tic a l m agaz ines, 
th e se  be ing : B ucovina , Oazeta T ra n silva n ie i (T he T ran sy lv an ian  M agazine), N afiona lu l 
(N a fio n a l) , F a m ília , Concordia (C oncord), F edera fiunea  (F ed era tio n ) a n d  T rib u n a .

A s is k n o w n , th e  f irs t  p r in te d  R u m a n ia n  n ew spaper in  B u d a p e s t w a s  th e  Biblioteca  
rom ûneascà în tocm itâ  ín  12 p ä r fi (R u m a n ia n  B ook-series C om piled in  T w elv e  P a rts ) . 
Z a h a ria  C arcalech i, pu b lish er a n d  v en d o r, issued  i t  in 1821, w hile la te r  in  1834, i t  was 
p u b lish ed  in  fu ll p r in t ,  n am ely  “ in  th e  fa m o u s  ‘ro y a l p rin tin g  h o u se ’ in  B u d a , w here 
en lig h ten ed  p eop le , like Sam uil K le in , Ç incai, M aio r and  T eodorovic i, w ere  th e  p roo f
re a d e rs  an d  ‘a c c o u n ta n ts ’ ” .6 T he goal o f C arca lech i’s m agazine w as to  ro u se  a ffec tio n  for 
th e  R o m an ce  language . O ne c o n tr ib u to r  w as D am sch in  B ojincá, a  h is to r ia n . I t  p rin ted
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h is to r ic a l a rtic les, as well a s  lig h t p ro se  and  in fo rm ation , a lth o u g h  ind iv idual poem s co u ld  
n o t b e  fo u n d  on its  pages.

F ro m  th e  R u m a n ia n  m a g a z in e s  published  in  B u d a p e s t ,  i t  is A m icu l P oporu lu i 
(P eo p le ’s F rien d ), w hich a p p e a re d  in  1848, th a t  is w o rth  m e n tio n in g . I t  w as a p ro p a g a n d a  
m ag az in e , w rit te n  in th e  c le a r  s ty le  o f  folk anecdo tes. I n  1849, th e  m agazine “ D em ocra- 
t i a ”  a p p e a re d .

A f te r  experiencing th e  d e s tru c tio n  of th e  1848 re v o lu tio n , th e  social ex is tence  o f 
th e  R u m a n ia n s  in H u n g a ry  c h a n g e d , too . The policy  w h ich  dev e lo p ed , w as m ore o rg a n 
ized , a n d  enriched  itself w ith  a  g r e a t  d e a l o f ac tive re p re se n ta t iv e s  com ing from  R u m a n ia n  
a n d  G e rm a n  schools. P e s t  o nce  m o re  becam e a sm all R u m a n ia n  cen tre .

I n  1861, Qura sa tu lu i (T he M ou th  of th e  V illage) w as  pub lished  an d , in  1865, 
Io s if  V u lc a n ’s m agazine, th e  “ F a m íl ia ”  cam e in to  ex is ten ce . A t th e  sam e tim e, S ig ism und 
P o p , A l. R o m an  and  V in c e n tiu  B a b e s  — all p o litic ian s — p u b  I ished  Concordia a n d  th e  
A lb in a  (B ee). T his is th e  ep o ch  o f  open-m inded F e re n c  D e á k , w hen  th e  ac tiv itie s  o f 
n a tio n a li t ie s  w ere n o t checked  so  severe ly . A round G o jd u , B abeç , V lad , P o p a  an d  o th e r  
re p re se n ta tiv e s , there  am assed  w ho le  sq u ad s of c o m b a tiv e  y o u n g  people.

Concordia  w as p u b lish ed  o n  A u g u st 3, 1861, in  P e s t ,  fro m  th e  p ress of I .  B eim el 
a n d  V asile  Cosma. I t  em bod ied  p o litic a l and  lite ra ry  goals , a n d  w as published  tw ice  a  
w eek .7

I t s  appearance  w as a n  im p o r ta n t  ev en t in  th e  h is to ry  o f R u m an ian  cu ltu re . I t  
w as  th e  f i r s t  R u m an ian  n e w sp a p e r  t h a t  w as p rin te d  e n ti re ly  in  L a tin . In  1848, i ts  p u b 
lish e r, S ig ism und P op , w as a  re p re se n ta tiv e  in  H u n g a r ia n  p a r lia m e n t. L a te r, he  changed  
h is  v iew s an d , ab andon ing  th e  R u m a n ia n  n a tio n a l m o v e m e n t, h e  tu rn e d  to  th e  “ o p p o r
tu n i s t ”  cam p . P op  w as th e  le a d e r  o f th e  “ C oncord”  (C oncord ia) in nam e only , as, in  
r e a l i ty ,  i t  w as P a rten ie  C osm a, Io a c h im  M uresan, Io s if  V u lc a n  a n d , la s t b u t  n o t leas t, Al. 
R o m a n  w ho  ed ited  it.

I n  1862, R o m an  m a rrie d  S ig ism und  P o p ’s d a u g h te r ,  I d a  V ic to ria , and  from  t h a t  
tim e  o n w ard s , he took  o v e r  co m p le te ly  th e  m an ag e m en t o f  th e  m agazine.

O n  th e  pages of C oncordia , A l. R o m an  k e p t a n  ey e  on  R u m a n ia n  political life. H e  
fa v o u re d  th e  d ip lom atic  re c o g n itio n  o f R um ania . H e  a d v o c a te d  P rin c e  C uza’s p rogressive 
p o lic y ,9 a n d  rep roved  th e  B o y a rs , w ho  alw ays “ in s in u a te d  th em se lv e s  in to  th e  s tra n g e rs ’ 
fa v o u r , a n d  w ere th e  s e rv a n ts  to  th e  th e n  ty ra n ts  o f th e  R u m a n ia n  peop le ,10 w ho w a n te d  
a  n ew  m o n arch , and  w ho w a n te d  to  h an d  over th e  c o u n tr y  to  foreign in trig u es .11 H e  
re g re t te d  provisions d ire c te d  a g a in s t  th e  freedom  o f  p re ss , such  as  th e  suspension o f 
R o m á n u l  (The R u m an ian ) a n d  th e  R u c iu m u l (A lphorn). O n th e  basis of one of Al. P a p iu  
I l a r ia n ’s  le t te rs ,12 Al. R o m a n  w ro te  a n  ed ito ria l in  w h ich  h e  s to o d  up  for d em ocracy , 
fre ed o m  a n d  tru th . H e ca lled  th e  R u m a n ia n  g o v e rn m e n t’s a t te n t io n  to  th e  fac t th a t ,  if i t  
d ir e c ts  th e  p ress  to w ard s  i t s  o w n  p ra ise  all th e  tim e , i t  w ill p ro d u ce  m ockery  an d  sa tire . 
H e  th o u g h t  th a t  “ th e  tim e  fo r  th e  lib e ra tio n  of th e  p re s s  h a d  com e” .

I n  A l. R o m an ’s m ag az in e , Io s if  V ulcan, am o n g  o th e r s , pub lished  pieces, n am e ly  
o rig in a l po em s and  som e sh o r t-s to r ie s , w ith  one tr a n s la te d  fro m  Jó k a i an d  a reco rd  o f a  
jo u rn e y . G eorge B aritiu , w ho  a lso  app rec ia ted  th e  m ag az in e , en riched  it  w ith  h is a rtic le s  
fo r y e a rs .

L ite ra tu re  w as g e n e ra lly  rep re se n te d  b y  p a tr io t ic ,  a n d  love, p o e try , w rit te n  in  
fo lk -m e tre . A u thors w ho c o n tr ib u te d  include Al. P a p in  I la r ia n , C. D . A rieescu a n d  V asile  
B u m b a c , b u t  associates o n  C oncordia  also com prised  o f D . B o lin tiean u , A. D ensuç ianu , 
G r. H . G ran d ea , T. C ipariu , lo a n  F lo re n tin  and  A t. M. M arienescu .

R o m a n  published  h is  w o rk  u n d e r  th e  nam e “ C a to n e  C en so riu l” , as he also d id  la te r  
in  F edera fiunea  (F ed era tio n ). H e  in tro d u c e d  the  b io g rap h ie s  o f  R u m a n ia n  m em bers o f th e  
H u n g a r ia n  P arliam en t, f ro m  1863 to  1865. H e also fo u g h t fo r  th e  perfec tion  of R u m a n ia n
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o rth o g ra p h y  th ro u g h  th is  m agazine. H e rep re sen ted  th e  s ta n d p o in t th a t ,  in  R u m an ian  
o rth o g ra p h y , th e  e tym olog ica l-phone tic  line h a d  to  be  p rese rv ed , because one should 
d e v ia te  litt le  from  th e  o rig inal L a tin  form  o f R u m a n ia n  w o rd s.13

W hen he becam e th e  e d ito r  o f Concordia, he in te n d e d  to  pub lish  a  b ig  d a ily  new s
p a p e r . F in an c ia l tro u b le s , how ever, crossed th is  p lan .

R o m an  opposed  th e  go v ern m en t an d  d en o u n ced  “ all k in d s o f p riv ileges and  
p riv ileged  people, all k in d s  o f sup rem acy  an d  superc ilious peo p le”  unceasing ly , he w an ted  
freedom  and  equal r ig h ts  fo r everybody , b o th  in d iv id u a ls  a n d  na tio n s.

T hrough  h is p o litica l view s, he a tt ra c te d  a tte n tio n , a n d  he  h ad  h is f irs t libel su it 
a t  th is  m agazine. H e  w as im prisoned  b u t fin a lly  g ra n te d  am n e s ty . I n  1865, he  w ro te  an  
a rtic le  ag a in s t a  c e r ta in  R eich en ste in , a  T ra n sy lv a n ia n  v ice-chancellor. T he  B u d ap es t 
R o y a l M ilita ry  C o u rt o f L aw  condem ned  h im  to  fo u r d a y s ’ im p riso n m en t a n d  fined  h im  
100 F o rin ts , b u t th is  sen ten ce  w as rem itted  b y  th e  em pero r.

O n Ju n e  5 th  1865, R o m a n ’s wife, Id a , d ied  a n d , fro m  th a t  tim e  o n w ards, hie 
d iffe ren ces w ith  S. P o p  b ecam e increasing ly  p ro n o u n ced  a n d  irreconcilab le . A n u n re le n t
ing  fig h t s ta r te r  be tw een  e d ito r  an d  pub lisher: P o p  w a n te d  to  ensure th a t  R o m a n  d id  no t 
w rite  a rtic les  u n fav o u rab le  to  th e  g overnm en t; R o m an  refu sed  to  do  th is , a n d , on  D ecem 
b e r  8 th , 1866 he re tire d .

Concordia lo s t 400 subscribers  a f te r  R o m a n ’s re tire m e n t. “ T his is a n  in te res tin g  
a n d  sign ifican t fa c t w hich  h igh ligh ts  bo th  th e  ran g e  o f th e  m ag a tin e ’s c ircu la tio n  and  
R o m a n ’s personal po litica l in fluence .” 11

T he  significance o f Concordia, therefo re , ta k e s  sh ap e  from  th e  afo rem en tioned . 
N ico lae Io rg a  describes i t  a s  follow s: “ a  m agazine, th e  level o f w hich could n o t be reached  
b y  those  from  B u c h a re s t a n d  Iaç. I t s  a rtic les w ere also  no ticed  by  T itu  M aiorescu several 
tim es , w ith o u t m u ch  ta c t ,  w hen he analysed  th e  s ty le  o f th e  “ th e  R u m a n ia n  m agaz ines in 
A u s tr ia ” .13

A fte r hav in g  re tire d  fro m  th is  m agazine, R o m a n  w as encouraged  by  m a n y  p ro m i
n e n t R u m a n ia n  po litic ian s , fo r exam ple, I. M. M oldovan , to  m ake  p re p a ra tio n s  fo r th e  
p u b lic a tio n  of a  p o litica l m agaz ine  w hich w ould oppose th e  d u a lis tic  sy s tem . I t  w ould 
s ta n d  fo r th e  in te re s ts  o f th e  R u m a n ia n s ’ n a tio n a l rig h ts .

Al. R om an  rea lized  th a t  “ R u m an ian  p ress  in  A u s tr ia  needed  to  be re fre sh ed  and  
s tim u la te d  so th a t  i t  w ould  be capab le  of m obilizing th e  m asses, w hose v ita l in te re s ts  are  
be in g  en d an g e red ” .16

O n D ecem ber 10th , 1867, he  published  a  s e p a ra te  m agaz ine  w ith  th e  t i t le  Inv ita re  
la  prenum erafiune la  ju rn a lu l politic  ‘ Federafiunea’ ( In v ita t io n  fo r S ubscribers to  th e  
P o litica l M agazine ‘F e d e ra t io n ’) in  w hich he  in tro d u ced  th e  p rog ram m e of h is  soon-to-be 
p u b lish ed  m agazine. H e  called  fo r th e  m oral su p p o r t o f all R u m an ian s . H e  w ould  h ave  
liked  i t ,  i f  his m agaz ine  could  h ave  reached  th e  re a d in g  p u b lic  ev ery  d ay , b u t  th is  w ould 
h ave  m e a n t g rea t fin an c ia l b u rdens . The in v ita tio n  consisted  o f several co lum ns: h e re  the  
su b scrib ers  had  to  w rite  th e ir  nam e, address a n d  th e  tim e  of su b scrip tion . I t  w as of 
in te re s t to  people p u rsu in g  cu ltu ra l an d  po litica l a c tiv itie s , w ho, a t  th e  sam e tim e , w ere 
com m issioned to  can v ass  fo r subscribers in th e  to w n  o r c o u n try  in  question , an d , possib ly , 
to  becom e re p o r te rs  fo r th e  m ag az in e .17

T he firs t issue o f Federafiunea  ap p eared  on J a n u a r y  3rd , 1868, w hile th e  las t 
ap p e a re d  on F e b ru a ry  2 9 th , 1876. T he nam e A l. R o m an  g ave  to  h is m agaz ine  w as a 
sym bo l o f th e  po licy  of w hich  he  w as a  fo llow er: n am ely , th e  tra n sfo rm a tio n  of th e  
A u s tr ian -H u n g a rian  em p ire  in to  a  federal s ta te . H e  considered  th is  th e  o n ly  w ay  fo r 
a ll th e  n a tio n s  o f th e  M onarchy  to  gain  equal rig h ts . T he p u rp o se  o f Federafiunea, th e re 
fore , w as basically  th e  sam e a s  th a t  o f Concordia, a lth o u g h  th e  d ifferences em erged  in  th e  
choice o f m ilita ry  m eans, a n d  th e  p a th  to  be follow ed.
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R o m a n  tu rn e d  to  th e  f a th e r  o f  R u m a n ia n  p u b lic ism , G. B a rit iu , a n d  to  I .  M . 
M o ld o v an , ask ing  th e m  to  w rite  a r t ic le s  fo r h is m agaz ine  a n d  to  help  in  th e  o rg an iza tio n  
o f  su b sc rib e rs . H e  in ten d ed  to  p u b lish  a  m agaz ine  t h a t  w as n o t on ly  local, b u t  g o t in  th e  
h a n d s  o f  a ll  R u m an ian s , one w h ich  w ould  aw ak en  in  people  an  in te re s t in  re ad in g , w ith  a  
c lea r a n d  e lab o ra te  language.

F edera tiunea  em braced  e v e ry  m o m e n t o f R u m a n ia n  social life, tra c in g  th e  n a tio n a l 
a n d  p o li t ic a l  m ovem en ts  o f  th e  R u m a n ia n s  liv ing  in  H u n g a ry  an d  R u m a n ia . I t s  o v e rt 
socia l c h a ra c te r  w as h igh ligh ted  b y  th e  fa c t  th a t  i t  d isce rn ed  dua lism  a s  th e  “ p ro d u c t”  of 
a r is to c ra c y , w hich se t u p  th e  “ m o n o p o ly  o f civil r ig h ts ” .18 I t  ca tego rica lly  re fu sed  all 
k in d s  o f  c h a u v in is t m a n ife s ta tio n , a n d  p reach ed  b ro th e rh o o d  “ am ong  th e  R u m a n ia n s , 
th e  H u n g a r ia n s  an d  all n a tio n s” . I t s  m a in  en d eav o u r w as th e  d issem in a tio n  of c u ltu re  
a m o n g  th e  p eo p le .19

A s  c a n  be seen, he  a p p e a re d  w ith  a  com plex  p ro g ram m e , se rv in g  th e  in te re s ts  
o f th e  R u m a n ia n  people, in  th e  in f la m e d , hostile  p o litic a l a m p h ith e a tre  o f h is  age. T he 
p ro g ra m m e  a im ed  to  fu lfil th r e e  p u rp o se s : n a tio n a l, social, a n d  c u ltu ra l — in  a  m o s t 
ra d ic a l  w ay .

L a te r ,  i t s  po litica l p o w ers  w id en ed  so m uch , t h a t  i t  w as a lm o st m ore  w idely  re a d  
th a n  th e  G azeta T ransilvan ie i (T ra n sy lv a n ia n  M agazine). T h is  fa c t a t t r a c te d  th e  a tte n tio n  
o f th e  a u th o r it ie s . T he F edera tiunea  w as one  of th e  f i r s t  R u m a n ia n  p u b lic a tio n s  accused  
o f in s tig a tin g  “ ag a in s t th e  p ro b i ty  of th e  H u n g a ria n  c ro w n ” .20 T h erefo re , th e re  w ere 
e ig h t lib e l su its  b ro u g h t a g a in s t i t  d u rin g  i ts  ex is tence .

I n  F e b ru a ry , 1868, th e  p re s s  office  of th e  g o v e rn m en t se n t a  tra n s la t io n  o f tw o  
a r t ic le s  t o  K á ro ly  R á th ,  a n  a t to rn e y , to  a sc e r ta in  w h e th e r  i t  w as u p h o ld in g  th e  n in th  
se c tio n  o f  th e  p ress law s. T he  a t to r n e y  g ave  a  n eg a tiv e  answ er, a n d  called up o n  th e  p rim e 
m in is te r , G y u la  A ndrássy , to  u rg e  q u ick ly  fo r a n  ac tio n  a g a in s t th e  R u m a n ia n  m agaz ine  
a t  th e  c a b in e t m eeting . T he  tw o  a r tic le s  th a t  se rved  a s  th e  p re te x t  fo r th is  po litica l 
a c tio n  w e re  “ F rom  T ra n sy lv a n ia , 19th  F e b ru a ry ”  (D in  T ran silv an ia , 19 fa u r) , signed 
“ C o r” 21 a n d  th e  ed ito ria l “ P e s t ,  19 th  F e b ru a ry /2 n d  M arch , 1868”  (P e s ta  19 fau r/2  m a r t. 
1868).22

A l. R o m an  cam e befo re  a n  A ssize C ourt on  N o v em b er 7 th , 1868. I n  h is  speech  
fo r  th e  d efen ce , he aga in  p o in te d  o u t t h a t  dualism  en d an g ered  civil r ig h ts  a n d  h in d ered  
th e  n a t io n a l  developm ent o f th e  R u m a n ia n s  an d  o th e r  oppressed  n a tio n s .23 H e  a lso  gave  
u t te r a n c e  to  h is repub lican  co n v ic tio n  s ta tin g  t h a t  th e  m an ifes ta tio n  o f p u b lic  op in ion  
w as  p u n is h e d  only  in  m o n arch ic  s ta te s , w here “ lib e rty  h a d  n o t y e t  reach ed  th e  level of 
d e v e lo p m e n t found  in  re p u b lic a n  s ta te s .” 24 R o m a n ’s speech  w as so im pressive  th a t  he 
w as a c q u it te d .

O n  D ecem ber 30 th , 1868, G y u la  A n d rássy , th e  p rim e  m in is te r, called  R o m a n , to  
c o n g re tu la te  h im  on h is a c q u it ta l .  H ow ever, he ad m o n ish ed  h im , say ing  th a t  if th e  ag a in  
n o tic e d  a n y  abuse, R o m an  sh o u ld  n o t  pub lished  i t  in  th e  m agaz ine , b u t  n o tify  h im  an d  
h e  w o u ld  ta k e  th e  necessary  m easu re s . O therw ise, h e  w ould  aga in  be  called  to  a cco u n t, 
a n d , p o ss ib ly , convicted .

A s w as p red ic tab le , a n o th e r  libe l su it  w as lau n ch ed  a g a in s t h im , d u e  to  th e  p u b li
c a tio n  o f  P ronunciam ent (D ec la ra tio n ) in  B alázsfa lva  a n d  th e  follow ing i t  g a th e re d . The 
m a in  d e m a n d s  of th is  d e c la ra tio n  w ere  th e  re s to ra tio n  o f T ra n sy lv a n ia ’s au to n o m y , a n d  
th e  r e in s ta te m e n t  o f th e  law s o f  th e  1863-64 P a r l ia m e n t a t  Szeben, reg a rd in g  th e  ju s t i 
f ic a tio n  o f  th e  R u m an ian  n a t io n , th e  a ssu ran ce  o f  th e i r  relig ion an d  th e  re fo rm a tio n  of 
th e  T ra n sy lv a n ia n  p a r lia m e n t.25

A t  th e  sam e tim e , R o m a n  p u b lish ed  a  1 2 -p o in t-p rog ram m e w rit te n  b y  th e  m a g a 
z in e ’s p o litic ia n s  w ho d e a lt w ith  n a tio n a litie s  a n d  exp ressed  h is  d issa tisfac tio n  w ith  th e  
a c t iv i ty  o f  ce rta in  R u m a n ia n  re p re se n ta tiv e s , “ L e t th e m  do  as  th e y  like , b u t  n ev e r le t
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th e m  d a re  to  say  th e y  ev e r rep re sen ted  th e  c o u n try  and  th e  n a t io n .” *6 I t  is obvious th a t 
R o m a n , on th e  p ag es  o f F ederafiunea  in te n d e d  to  a tta c k  — a lth o u g h  n o t  o v ertly  — 
R u m a n ia n  m em bers o f p a rlia m e n t fro m  T ra n sy lv a n ia  who w ere a d v a n c in g  on th e  govern
m en t.

On M arch 18 th , 1869, he w as su m m o n ed  to  ap p ea r in  f r o n t  o f th e  P e s t  Assize 
C o u rt, w as sen tenced  to  one y e a r  a n d  fin ed  500 F o rin ts . H is  a p p e a l to  a  h ig h e r tr ib u n a l 
w as d ism issed, a n d  he h a d  to  serve  h is  sen ten ce  in  th e  ja il o f V ác fro m  18th  Ja n u a ry , 
1870 to  18th J a n u a r y ,  1871.

R o m an  fe l t  s y m p a th y  an d  re sp e c t fo r th e  th e n  M in ister o f th e  In te r io r ,  B oldizsár 
H o rv á th , w hom  he ch a rac te rized  in  a  le t te r  a s  a  “ generous so u l” . H o rv á th  d id  h is best 
fo r R o m a n ’s re lease. I n  1870, he even  v is ited  R o m an  in th e  ja il a n d  su ggested  he should 
a p p e a l fo r m ercy , o n  th e  ap p ea l fo r m e rcy , on  th e  occasion of th e  e m p e ro r’s w edding 
d a y , A pril. 24 th , 1870. Al. R o m an  re fu sed  to  do  th is  an d  w ould n o t  g ive  u p  h is form er, 
an ti-d u a lis tie  p rin c ip les .

A fte r h is re lease , h e  faced  th e  law  fo r th e  th ird  tim e , d u e  to  o n e  o f G. B a rit iu ’s 
a rtic le s , fo r w hich he h a d  ta k e n  th e  resp o n sib ility , a s  he h a d  re a d  th e  d e sp a itin g  lines: 
“ he  h a s  a  big fam ily , five  ch ild ren , e tc .” . I s tv á n  V idács, m em b er o f  th e  opposition, 
in te rced ed  on b e h a lf  o f R o m an , w ho w as th e n  acq u itted .

H e  had  fu r th e r  libe l su its  a s  th e  e d ito r  o f th e  F ederafiunea, b u t  h is  a t t i tu d e  and 
v iew p o in t w ith  re g a rd  to  pow er h ad  n e v e r  changed . In  th is  re sp ec t, h is  a c tiv ity  rem inds 
u s  of Io n  Slavici, w ho  fo u g h t a g a in s t du a lism  in  th e  “ T rib u n a ”  a n d , like  R o m a n , he lived 
in  c a p it iv ity  in  V ác  ja il, fo r h is  libel.

A s can be  seen , Al. R o m a n ’s p ro te s tin g  an d  oppositive m ag az in e , h a d  th e  m ost 
rad ica l p rog ram m e o f its  age as an  a im . T h is  rad ica l o rien ta tio n  — fro m  a  n a tio n a l and 
social p o in t of v iew  — could be rea lized  a n d  p reserved , on ly  b y  th e  p a r t ic ip a tio n  of its  
p a r t ic u la r ly  ta le n te d  associa tes. (I . P o ru t iu ,  I .  H odoç, A. H orça , A . O la riu , G. B aritiu , I. 
R a tiu ,  I . Micu M oldovan , I .  C. D rágescu , A. P . A lexi an d  o th ers). A l. P a p iu  Ila ria n  sent 
in te re s tin g  a rtic les , a n d  po litica l w ritin g s  b y  M ihai E m inescu  w ere  p u b lish e d , u n d er the 
n am e  o f “ V arró ” . I n  th e se  a rtic les , w h ich  w ere th e  p o e t’s f i rs t w o rk s  h e  d e a lt w ith  the 
p o litica l s itu a tio n  o f R u m a n ia n  a n d , o th e r  n a tiona lities , in  th e  A u str ian -H u n g a rian  
M onarchy .

W hile M ihai E m in e sc u ’s  a r tic le s  w ere pub lished  u n d e r  th e  s ig n a tu re  “ V arró” , 
o th e r  rep o rte rs  a lso  used  p seudonym s, d u e  to  th e  severe censorsh ip  o f  th e  d u a lis t system , 
e. g. “ Ia g u ” , “ A ris tid e ” , “ P u b liu ” , o r  in itia ls  like I . C. D . R o m a n  signed  “ C atone 
C ensoriu l” , as he  h a d  d o n e  in  Concordia.

T he b e lle s-le ttre s  in  F ederafiunea  served  th e  aim s of th e  m a g a z in e ’s political 
o rie n ta tio n . P oem s b y  Io s if  V u lcan , I .  S. B äd escu , A. D ensuçianu , I .  P o p fiu , M. Pom piliu  
a n d  A. P . A lexi w ere  p u b lish ed . O ne p o em  each  b y  I . H eliade  R â d u le sc u , V . A lecsandri 
a n d  G h. Sion, a n d  som e essays b y  B . P . H a sd e u , C. Bolliac, A. I . O dobescu  a n d  G. Dem. 
T eodorescu  w ere also  re-pub lished . B esides R o m an , po litical a r t ic le s  w ere  w rit te n  by  
G . B a ritiu , V isarion  R o m a n , Io sif H odoç a n d  N . D ensuçianu; a u th o rs  o f  h is to rica l and  
c ritic a l a rtic les w ere  I . M. M oldovan, I . S á lá jan , I . C. D rágescu  a n d  A . D ensuçianu. 
I .  M. M oldovan a n d  A . D ensuçianu  d e b a te d  on th e  role o f c ritic ism  in  th e  sphere of 
R u m a n ia n  cu ltu re , s ta n d in g  ag a in s t th e  “ dem olish ing”  criticism  o f T itu  M aiorescu. The 
fam o u s R u m a n ia n  c r itic  sh a rp ly  c ritic ized  (T ran sy lv an ian  M agazine) Gazeta T ransilvaniei 
(B ee) A lb ina , Telegraful rom án, (R u m a n ia n  T elegraph), T ransy lvan ia , F o a ia  Societàfii 
d in  C em ä u fi (The C e rn á u t S ocie ty ’s M agazine) an d  Federafiunea, in  h is  a r tic le  en titled  
L im b a  ro m án á  ín  ju rn a le le  d in  A u s tr ia  (R u m an ian  L anguage in  A u s tr ia n  M agazines) 
w rit te n  in 1868.27 M aiorescu acknow ledged  th e  significance o f th ese  m ag az in e s  “ in  serv
in g  R u m an ian  po litica l in te re s ts  in  A u s tr ia ” , b u t, a t  th e  sam e tim e , h e  w as d issa tis
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fied  w ith  th e  fo rm  th ro u g h  w hich  th e y  w an ted  to  realize th i s  a im . H e  w as w orried th a t  
“ th e  su c c e s s  in  policy  will be  to  th e  d e te r im en t o f la n g u a g e ” . H e  condem ned  “ th e  in 
c o m p le te  o rig in a lity  of R u m a n ia n  m ag az in es  in A u s tr ia ” , th e  in c o rre c t usage o f n e o 
logism s a n d  archaism s.

D u r in g  th e  existence o f th is  m ag az in e , Al. R o m an  h a d  n o t  o n ly  to  f igh t aga in s t th e  
d if fe re n t m easu re s  of th e  g o v e rn m e n t, b u t  also w ith  h is  f in a n c ia l tro u b les , experienced 
fro m  th e  y e a r  o f th e  m agaz ine’s a p p e a ra n c e . R om an  tu rn e d  to  severa l R u m an ian  p e r
so n a lit ie s  o f  po litics and  cu ltu re . A m o n g  o thers, he req u es ted  th e  h e lp  of M. K og& lniceanu, 
C. A . R o s e t t i ,  A. G. Golescu, E u g . C a ra d a  an d  th e  G reek C a th o lic is t C hurch . N evertheless, 
he w a s  n o t  ab le  to  save h is  m ag az in e . D ue to  these c ircu m stan ces , th e  “ F e d e ra tio n ”  
(F e d e ra tiu n e a )  w as las t issued in  M arch , 1876, leaving a  10.000 F o r in ts  defic it beh ind  a n d  
m a k in g  i t s  e d ito r  financia lly  b a n k ru p t .  R o m an  w as p a y in g  o ff h is  d e b ts  fo r 14 y ears , 
till 1890.28

I n  conclusion, we can  say  t h a t  Federatiunea  fu lfilled  i ts  p u rp o se , fo r while being 
m a in ly  a g a in s t  dualism , i t  h a d  in  v iew  th e  rea lization  o f a  c u ltu ra l an d  m en ta l u n ity , 
co m m o n  to  a ll R um an ians. I n  th is  a sp e c t, i t  surpassed c o n te m p o ra ry  m agazines, p rim arily  
th ro u g h  th e  com bative b eh av io u r o f  i t s  founder, ow ner a n d  e d ito r . I t s  com bative  role in  
th e  p o li tic a l life of th e  M onarchy , su rp a ss in g  all th e  o th e r  o p p o sitio n is t m agazine, w as 
s tre ssed  b y  P é te r  Sugár.29

I n  h is  speeches in P a r l ia m e n t,  a n d  in  his artic les, A l. R o m a n  in tended  to  aid  th e  
e n d e a v o u rs  o f th e  R u m an ian  n a t io n , w hile, a t  th e  sam e tim e , h e  in v ited  th e  R u m a n ia n  
a n d  H u n g a r ia n  na tio n s to  e n te r  in to  fr iendsh ip , concord a n d  coo p era tio n . S ándor M árk i, 
h is  c o n te m p o ra ry , ch a rac te rized  h im  a s  follows: “ R o m an  is  a  m a n  o f w it, w ho tr e a ts  th e  
la n g u a g e  v e ry  well and  w ho k n o w s th e  favourite  w ishes o f h is  ow n n a tio n ; he w an ted  
to  s a t is fy  a s  a n  ed ito r m a in ta in in g  h is  p o p u la rity , w ith o u t c re a tin g  special troub le  w ith  
H u n g a r ia n s ” .30
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Die Ausstrahlungen der deutschen Literatur 
auf Ungarn in der Barockzeit

Sow ohl p o litisch e  a ls  auch  konfessionelle Z ersp litte ru n g  kennzeichnen  d ie  L age 
von U n g arn  im  17. J a h r h u n d e r t .  D er m itt le re  T e il d es  L andes s te h t u n te r  tü rk is c h e r  
H e rrsc h a f t, S ieb en b ü rg en  w urde  ein se lb s ts tän d ig e s  ungarisches F ü rs te n tu m , d e r  n o rd 
w estliche Teil is t d a s  s ic h  a u f  H ab sb u rg  o rien tie ren d e  königliche U ngarn . I n  d e m  le tz te ren  
g ew in n t von  A nfang  d e s  J a h rh u n d e r ts  an  d e r  K a th o liz ism u s  im m er m eh r a n  B ed e u tu n g , 
ab e r au ch  die evan g e lisch e  K irche  fa ß t e inen  fe s te n  B oden, in  S iebenbü rgen  u n d  im  
ang renzenden  Teil d e s  L an d es  se tz t sich die h e lv e tis c h e  R efo rm ation  d u rc h . D iese p o li
tisch e  un d  religiöse Z ersp a ltu n g  b ee in flu ß t d ie  u n g arisch e  L ite ra tu r  se h r  s t a r k  und  
b e s tim m t auch  d ie  R ic h tu n g  d e r ungarischen  R e z e p tio n  d e r europäischen g e is tig en  un d  
stilis tischen  S trö m u n g en . D ie m eist ka th o lisch en  S ch rifts te lle r des kön ig lichen  U n g arn s  
s tehen  vor allem  u n te r  dem  E in fluß  des ita lien isch en  B arocks: B á lin t L épes, P é te r  P á z 
m án y , G yörgy K á ld i u n d  M átyás Vörös N y ék i w id m en  ihre literarische T ä tig k e i t  dem  
D ienst d e r au s R o m  s trö m e n d e n  katho lischen  R e s ta u ra tio n  und  d em en tsp re ch en d  n e h 
m en sie ih re  k ü n s tle r isc h e n  M ittel aus dem  s tilis tisch en  A rsenal des ita ien isch en  B arocks. 
D ie T ä tig k e it von  M iklós Z ríny i und  I s tv á n  G y ö n g y ö si, den w ich tigsten  G e s ta lte n  des 
ungarischen  w e ltlich en  B arocks zeig t au ch  ita lien isch e  E inflüsse, vergebens su c h e n  w ir 
in  ih ren  W erken  d ie  S p u re n  d e r  K en n tn is  d e r  d e u ts c h e n  L ite ra tu r.

U nsere U n te rsu c h u n g e n  in Bezug a u f  d ie  A u ss trah lu n g en  der d e u ts c h e n  L ite ra tu r  
in U n g arn  erzielen besse re  E rgebnisse, w enn w ir u n se re  A ufm erksam keit d e r  p r o te s ta n t i 
schen religiösen L i te r a tu r  w idm en. Im  17. J a h r h u n d e r t  stud ieren  viele u n g a risch e  {pro
te s tan tisch e  In te lle k tu e lle  an  deu tschen  U n iv e rs itä te n , m eistens in H eidelberg , a b e r  au ch  
in  S traß b u rg , M arb u rg  u n d  A ltdo rf un d  sie u n te rh a l te n  g u te  B eziehungen zu  d e n  e in 
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ze ln e n  V e r tr e te rn  d e r d e u tsc h e n  p ro te s tan tisch en  L i te r a tu r .  So is t es a u c h  u . a . b e i 
A lb e r t  M o ln á r  Szenei (1574-1634), d e r  fü h ren d en  P e rsö n lic h k e it der u n g arisch en  k a lv i- 
n is t is c h e n  bü rg erlich en  L ite ra tu r ,  v o n  der die u n g a risc h e  L ite ra tu rg esch ich te  m it  R e c h t  
b e h a u p te t :  »ein lebendiges v e rb in d en d es G lied zw isc h e n  den  ungarischen  P re d ig e r-  
S c h r if ts te l le rn  u n d  den  d e u ts c h e n  w issenschaftlichen  Z en tre n .« 1 Ih re  V erb in d u n g en  m i t  
d e m  d e u ts c h e n  geistigen L eb en  w u rd e n  in  d e r F a c h l i te r a tu r  schon  b ea rb e ite t,2 in  d ie se r  
A rb e i t  e rw ä h n e n  w ir n u r  d ie  W e rk e  d e r d eu tsch en  S c h rif ts te l le r , d ie von ih m  ins U n g a 
r isc h e  ü b e r tra g e n  w urden . Z u e rs t so llten  seine P sa lm ü b e rse tzu n g en  e rw ä h n t w e rd e n , 
zu  d e n e n  e r  d e n  seh r p o p u lä ren  T e x t  A m brosius L o b w asse rs  zug runde legte u n d  d ie  e in e n  
H ö h e p u n k t  d e r  u n g arisch en  p ro te s ta n tis c h e n  G e sa n g d ic h tu n g  bilden. M ehrere  se in e r 
P ro s a w e rk e  sin d  d eu tsch en  U rsp ru n g , z. B . d as  T r a k ta t  D iscursus de sum m o bono. E r  
ü b e r s e tz te  d ie  deu tsche  Ü b e rse tz u n g  von  Jo s q u in u s  B e tu le iu s , deren  G ru n d lag e  d a s  
la te in is c h e  W e rk  G eorg Z ieglers b ild e te . Szencis sch rif ts te lle r isch e  T ä tig k e it u n d  Ü b e r 
s e tz u n g s a rb e i t  sowie seine R o lle  in  d e r  V e rb re itu n g  d e r  p ro te s tan tisch en  K u l tu r  w u rd e  
a u c h  v o n  M a r tin  O pitz h o c h g e sc h ä tz t. D ie h e rv o rra g e n d e  P ersön lichke it d e r  d e u ts c h e n  
D ic h tu n g  d es 17. J a h rh u n d e r ts  s c h re ib t  1630 au s P a r i s  in  e inem  B rie f an  den  P re s s b u rg e r  
M á r to n  S ch ö d e l, d aß  d ie U n g a rn  Szenei fü r seine w e rtv o lle  lite rarische  T ä tig k e it n ic h t  
d a n k b a r  g e n u g  sein können . D iese r B rie f  is t ein  w e rtv o lle s  D ok u m en t, das d ie  V e rb in d u n g  
zw isch en  d e n  zeitgenössischen d e u tsc h e n  un d  u n g a risc h e n  S ch rifts te lle rn  bew eist. E s  lo h n t  
sich  d ie  in n ig en  W o rte  vo n  O p itz  zu  z itieren : » In  K la u se n b u rg  is t A lber M o ln á r e in  
g e le h r te r  M an n , dem  U n g a rn  a m  m eisten  von  a lle n  d o r t  lebenden  L ite ra te n  z u  D a n k  
v e rp f l ic h te t  is t. W enn  die E u r ig e n  überlegen, d u rc h  w e lch  große A rbe it e r  d e r  K irc h e  
u n d  d e n  S ch u len  ha lf , se tzen  sie se in  b isher w an k en d es  G lü ck  a u f  festen  B oden .«3

O p itz  w ü rd ig t un d  h ä l t  Szencis V erd ienste  in  E v id e n z  auch  an  an d eren  S te llen , 
z. B . in  d e r  V orrede  seines P sa lm b u ch es , in  d e r e r  L o b w a sse r  k ritis ie r t un d  in  d e r  S zencis 
N a m e  u n te r  d e n  besten  P sa lm ü b e rse tze rn  e rw ä h n t w ird .4 A ll das b ed eu te t, d a ß  sich  
O p itz  m i t  In te re sse  dem  u n g a risc h e n  lite ra risch en  L e b e n  zuw endet , a u f  jed en  F a l l  m u ß  
e r  S zen c is  T ä tig k e it se h r  g u t  g e k a n n t haben . Sein In te re s s e  w ird  auch  d u rch  d ie  u n g a r i 
sch en  B ez ieh u n g en  seines L eb en slau fes  b e s tä tig t. E s  is t  allgem ein b e k a n n t, d a ß  e r 
16 2 2 -2 3  in  G y u la feh é rv á r (d e u tsc h : W eißenburg ), a n  d e r  A kadem ie von G áb o r B e th le n  
u n te r r ic h te te  u n d  seine E rleb n isse  in  dem  G e d ic h t Z la tn a  zusam m enfaß te .5 T ro tz  d e r  
b a ro c k e n  E lem en te  im  S til v o n  O p itz  v e rm u ten  w ir a u s  d ie sem  G ed ich t das N a tu re r le b n is  
d es  R ena issan ce -M en sch en  u n d  d a s  h is to risch -e th n o g rap h isch e  In teresse  des S p ä t 
h u m a n is te n , herau szu h ö ren , w ir h a lte n  es n ic h t f ü r  zu fä llig , daß  er von  d e n  W e r te n  
d e r  u n g a r is c h e n  L ite ra tu r  d ie  T ä tig k e it Szencis, d e s  p ro te s ta n tisc h e n  S p ä th u m a n is te n  
in  E v id e n z  h ie lt  u n d  n ic h t d ie  W erk e  d e r k a th o lisch en  B a ro ck lite ra tu r.

A ll d a s  g ilt auch  u m g e k e h r t: im  U n g arn  d e s  1 7. J a h rh u n d e r ts  kennen  in  e rs te r  
L in ie  p ro te s ta n t is c h e  S c h rifts te lle r  W erke  von  O p itz . A u ß e r  M olnár Szenei k a n n  J á n o s  
C sere A p á c z a i, d e r  h e rv o rrag en d e  S chüler un d  s p ä te r  L e h re r  des K ollegium s in  G y u la - 
f e h é rv á r  a u c h  einige W erke  se ines L eh rerv o rg än g ers  g e lesen  h ab en , obw ohl die F o rs c h u n g  
in  s e in e n  lite ra risch en  W erk en  d ie  W irk u n g  von  O p itz  n ic h t  en td ec k t h a t .6 D ie u n g a r i 
sc h e n  P ro te s ta n te n  k önnen  m e h re re  O p itz-A usgaben  gelesen  haben . D a ra u f  w e is t d ie  
T a ts a c h e  h in , daß  auch  in  d e r  B ib lio th ek  des D e b re c e n e r  R efo rm ierten  K olleg ium s e ine  
D a n z ig e r  E d it io n  au s d em  J a h r e  1637 von O p itz ’ d e u ts c h e n  P salm en zu f in d e n  i s t .7 
A u ß e r  d ie se n  spärlichen  A n g ab en  k a n n  n ich t bew iesen  w e rd en , daß  der deu tsch e  D ic h te r  
a u f  d ie  u n g arisch e  L ite ra tu r  d e s  J a h rh u n d e r ts  b e d e u te n d e n  E in fluß  a u sg e ü b t h a t .

E b e n so  w ie bei O pitz  g ib t  es auch  von  G rim m elsh au sen s  zeitgenössischer R e z e p 
tio n  k e in e  S p u r im  U n g arn  des 1 7. Ja h rh u n d e r ts . D ie  K rieg sv e rh ä ltn isse  des J a h r h u n d e r ts  
u n d  d ie  w id rig e  L age des in  d re i T eile  gespaltenen  L a n d e s  b o te n  genug S to ff zu m  b a ro c k e n  
R o m a n , d e r  n ach  dem  V orb ild  v o n  Sim plizissim us g esch rieb en , p icareske Z üge e n th ä l t ,
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a b e r  in  unsere r L ite ra tu r  g ab  es ke inen  S ch rifts te lle r, d e r  in  d ieser H in s ic h t G rim m els
h au sen  gefolgt w äre. D iese M öglichkeit w urde von  D an ie l Speer, dem  n ach  U n g a rn  gekom 
m en en  W an d erm u sik e r d e u ts c h e r  A b stam m u n g  a u sg e n ü tz t, d e r von  G rim m elshausen  
b ee in f lu ß t den  A b en teu e rro m an  U ngarischer o d e r D ac ian isch er S im plic issim us 1683 
sch rieb .

H offm annsw aldau  u n d  L o henste in  finden  n ic h t  e inm al einen äh n lich en  A nk lang  
in  U n g arn , ih re  W erke  w erd en  n ic h t ins U n g arisch e  ü b e rse tz t, von  ih re n  d am aligen  
K e n n tn is sen  h ab en  w ir ke ine  A ngaben . G ry p h iu s  a b e r  w a r g u t b e k a n n t in  d e n  u n g a ri
sch en  p ro te s tan tisch en  K re isen . Sein P ap in ian u s-D ram a  (G rossm üth iger R e c h ts  G eleh rte r 
o d e r S te rbender A em ilius P a u lu s  P ap in ian u s , 1669) w u rd e  von E lias  L a d iv e r , S chu l
r e k to r  in  E p erje s  in s L a te in isc h e  ü b e rse tz t, u m g e a rb e ite t u n d  k am  d o r t  in  d e m  ev an g e
lisch en  K olleg ium  zu r  V o rfü h ru n g . D e rT e x t des D ra m a s  w a r la te in isch , ab e r  d ie  Z w ischen
s tü c k e  w erden  auch  d e u tsc h , u n g arisch  un d  slow akisch  v o rg e trag en .8

E in  seh r a k tiv e r  P ro p a g a to r  d e r  d eu tsch en  L ite ra tu r  in  U n g arn  w a r D an ie l K lesch  
(1619-1697), d e r  v ielseitige S ch rifts te lle r , A u to r f a s t  40 d eu tsch - u n d  la te in isch sp rach ig e r 
li te ra risch en  W erken : S ch u ld ram as, K irchen lieder, E rb au u n g ssch rif ten  L eh rb ü ch er, 
P re d ig te n , G elegenheitsged ich te  u n d  eino R eihe  v o n  b ib lischen  H isto rien . E r  leb te  in 
N o rd u n g a rn , in  d e r  Z ips, u n d  w a r e in  von  den  b e d e u tsa m s te n  G esta lten  d e s  in  U n g arn  
lebenden  d eu tsch en  P ro te s ta n tis m u s . S p ä te r m u ß te  e r  w egen se iner re lig iösen  T ä tig k e it 
in  D eu tsch lan d  Z u flu c h t su ch en . A ls B éla P u k á n sz k y  fe s tgeste llt h a t :  »Er w a r  w irk lich  
tä t ig e s  M itglied d e r  d e u ts c h e n  S p rachgese llschaften , n ic h t n u r  ,die G ans u n te r  den 
S chw anen , ein  U n g ar u n te r  d en  d eu tsch en  D ic h te r’, w ie e r  sich  bescheiden  n e n n t. Sein 
h ö ch stes  Lebensziel is t d ie  P fleg e  d e r d eu tsch en  H e lden -Z uch t- u n d  M u tte rsp rach e . 
A ls lite ra rische  V orb ilder schw eben  ihm  d e r  G ra m m a tik e r  C lajus, O pitz  u n d  F le m in g  vor.«*

E n d e  des 17. u n d  A n fan g  des 18. J a h rh u n d e r ts  k ö n n en  w ir a u f  d ie  g roße  u n garische  
R ezep tio n  von einigen W erk en  d e r  d eu tsch en  lu th e ra n isc h e n  M ystik  au fm erk sam  w erden . 
D a s  zeu g t davon , d a ß  I s tv á n  H u s z ti  (1671-1710), d e r  H o fa rz t des S ieb en b ü rg e r F ü rs te n , 
J o h a n n  A rn d ts  E rb a u u n g ss c h r if t  P a rad ie sg ä rtle in  d e r  F ü rs tin  F ra u  A p afi K a ta  B e th len  
g ew idm et, »aus dem  W illen  d e r  hochw ürd igen  F rau «  ersche inen  lä ß t u n d  sie 1698 in 
K la u se n b u rg  h e rau sg ib t. A rn d t is t au ß ero rd en tlich  vo lk s tü m lich  im  K reise  d e r  u n g a ri
sch en  p ro te s tan tisch en  A dligen . Szidónia  K a ta  P e trő cz i, d ie e rs te  u n g arisch e  D ich te rin , 
ü b e rse tz te  Teile au s d em  W a h re n  C h ris ten tu m . A u ch  d ie  w eiteren  zw ei E rb a u u n g s 
sc h r if te n  üb e rse tz te  d ie  v ie lversch lagene  D ic h te r in  au s  den  W erken  d e r  fü h ren d en  
P e rsö n lich k e it d e r  d eu tsch en  lu th e ran isch en  M ystik  in s U ngarische . Ih re  W irk sa m k e it 
i s t  e in  schönes B eispiel d a fü r , d a ß  s ich  die von v e rsch iedenen  S ch icksalsch lägen  getroffene 
p ro te s ta n tis c h e  R e lig io s itä t »wie g e rn  d e r sen tim en ta l-m y s tisch en  A n d a c h t von  A rn d t 
zuw endet« .10 N ach  d em  E rsc h e in e n  von m eh re ren  T e ilüberse tzungen  e rsch ien  d e r  ganze 
u n g arisch e  T e x t des W a h re n  C h ris ten tu m s 1741 in  J e n a  als E rgebn is  d e r  gem einsam en  
A rb e it von  d re i u n g arisch en  evangelischen  G eistlichen  M árto n  V ázsonyi, G y ö rg y  B á rán y  
Szenicei u n d  J á n o s  Szabó S a rto riu s .

A ußer A rn d t is t in  U n g a rn  au ch  die W irk u n g  seines S chülers J o h a n n  G erh a rd , 
e ines J e n a e r  T heologieprofessors, seh r groß. B o ld iz sá r P e rin n a  Z ólyom i, P re d ig e r  in 
S em p te , ü b e rse tz te  schon  1616 fün fz ig  B e tra c h tu n g e n  u n d  d as G ebe tbuch  G e rh a rd s  ins 
U ngarische . K ennze ichnend  fü r  ih re  große P o p u la r i tä t  is t, d aß  sie A nfang  d e s  18. J a h r 
h u n d e r ts  m eh rm als e rn e u t herausgegeben  w u rd en , so  z. B . 1710 von M ihá ly  Á cs, der 
u n te r  dem  E in flu ß  des P ie tism u s  s te h t, d an n  ü b e rse tz te  sie in  den  d re iß ig e r J a h re n  
d es 18. J a h rh u n d e r ts  au fs  n eue  Jó z se f  Inczédi, R ic h te r  in  N ag y v á rad . (Sie ersch ienen  
1745 in  N agyszeben  un d  1764 in  N agyenyed .) In czéd i b e to n t in  d e r V orrede  se in e r Ü b e r
se tzu n g , das W erk , d as seine L ieb lingslek tü re  w a r u n d  ihm  S eelen trost sp en d e te , ih n  zu 
d e r  neu en  Ü b e rtrag u n g  in sp irie rte .
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B e re its  in  der e rs te n  H ä lf t e  des 17. J a h rh u n d e r ts  w a r M árton  M adarász , P a s to r  
in  E p e r je s ,  ein b ege is te rte r P o p u la r is a to r  der d eu tsch en  evangelischen  E rb a u u n g ssc h rif
te n .  E r  üb e rse tz te  eine S c h r i f t  v o n  G erhard  u n te r  d e m  T ite l D ie Ü b u n g  des fro m m en  
L e b e n s  sow ie zwei R eflex io n en sam m lu n g en  B a lth a s a r  M eisners (1687-1626), d e r  als 
W it te n b e rg e r  Theologe V o rb o te  d e r  deu tschen  R e fo rm o rth o d o x ie  u n d  des P ie tism u s 
(L őcse , 1636 und  1641) w a r. D ie  le tz te re n  w idm ete  e r  Z sigm ond P ré p o s tv á ri, d em  k ön ig 
lic h e n  R a t  von F e rd in an d  I I I ,  w as d a ra u f  h in ze ig t, d a ß  d ie  E m p fän g lich k e it fü r  den  
ev an g e lisch en  M ystizism us a u c h  in  der U m gebung d es K ön igs b e k a n n t w ar.

D e r  sich in dem  le tz te r e n  V ierte l des 17. J a h r h u n d e r ts  en tfa lte n d e  d eu tsch e  
P ie t is m u s  beeinfluß te  d a s  u n g a r is c h e  geistige L eben  u n d  unsere  L ite ra tu r  in  se h r  g roßem  
M aß e . D ie  Bewegung, d ie  1675 d e r  D resdener P a s to r  J a k a b  Spener in  B ew egung  se tz te  
u n d  v o n  A u g u st H erm an  F ra n c k e  in  b reiten  K re isen  v e rb re ite t w urde , fan d  E n d e  des 
J a h r h u n d e r ts  und  A nfang  d es 18. Ja h rh u n d e r ts  v ie le  A n h än g er.

D a s  ungarische g e is tige  L e b e n  kennend , is t  es ke inesfa lls  ü b e rrasch en d , w eil die 
b e s te n  D en k e r der u n g a risch en  h e rrsch en d en  K lasse , K a th o lik e r , E v an g e lik e r u n d  R e fo r
m ie r te  zugleich , der im m er m e h r  e rs ta rren d en  u n d  k o n so lid ie renden  O rthodox ie  g egenüber 
d ie  W eg e  d e r innigeren R e lig io s i tä t  such ten . Teils d a s  d eu tsch sp rach ig e  te ils  d a s  ev an g e
lisch e  B ü rg e rtu m  von u n g a risc h e m  E th n ik u m , d a s  in  en g er B eziehung  z u r  H a llen se r 
U n iv e r s i tä t  und  selbst zu  F i 'a n c k e  s te h t, n ah m  d en  P ie tism u s  au f. D ie G esch ich te  der 
d e u ts c h e n  L ite ra tu r  in  U n g a rn  h ä l t  in  den  J a h r e n  u m  d ie  J a h rh u n d e r tw e n d e  viele 
d e u tsc h sp ra c h ig e  lite ra risch e  W e rk e  aus S iebenbürgen  u n d  N o rd u n g arn  in  E v id e n z .11 
W ir  d e u te n  ab er n u r a u f  d ie  b e d e u te n d s te n  u n g arisch en  W erk e  h in , d ie u n te r  d eu tsch em  
E in f lu ß  en ts tan d en , d a  v o r a lle m  diese die he im a tlich e  R ezep tio n  d e r d eu tsch en  geistigen  
u n d  s tilis tisch en  S trö m u n g en  kennze ichnen .

V iele  W erke A u g u s t H e rm a n  F ranckes w u rd e n  A nfang  des 18. J a h rh u n d e r ts  
ü b e r s e tz t  u n d  b earbe ite t. Z w isch en  1700 und  1714 h a t t e  n äm lich  d ie  p ie tis tisch e  U n iv e r
s i t ä t  in  H a lle  112 S tu d e n te n  a u s  U ngarn , die d e n  b e rü h m te n  d eu tsch en  T heo logen  fü r 
ih r e n  g e is tigen  F ü h re r h ie l te n .12 M árto n  V ázsonyi (1688-1724), D irek to r e in e r Schule in  
G y ő r  ü b e rs e tz t zwei B ü c h e r  v o n  F ran ck e  (K u rze  A n le itu n g  von F rancke bzw. die Regeln  
des L ebens nach der H eiligen  S c h r i f t , H alle , 1711). E r  s te ll t  h ie r  die G es ta lt des ideali
s ie r te n  P a s to r  des P ie tism u s  d a r  u n d  s te llt ihn  d en  u n g a risc h e n  E v an g e lik e rn  v o r. D as 
b e rü h m te  pädagogische W e rk  G eorge F ranckes b e t i te l t  K u rz e r  u n d  e in fä ltig e r U n te r
r i c h t  ü b e rs e tz t  er ins U n g a ris c h e  u n d  v erö ffen tlich t es ebenso  in  H alle  (1711). D ie  u n g a 
r is c h e n  P ie tis te n  erw ähnen  d ie  d eu tsch e  S ta d t »als H a u s  d e r  w ah ren  W issen sch a ft und  
E rb a u u n g « , der ungarische  A d e l sc h ic k t im m er m e h r  S tu d e n te n , die s tu d ie ren  m ö ch ten , 
n a c h  H a lle . E s is t k en n ze ich n en d , daß  sogar d e r  re fo rm ie rte  G eleh rte  in  N ag y en y ed , 
F e re n c  P á r iz  P áp a i seinen S o h n  d o r th in  sch ick t, d a m it m a n  ihn  a n  d e r H a llen se r U n iv e r
s i t ä t  z u  einem  au sgeze ichne ten  F a c h m a n n  fü r  d a s  U n te rr ich tsw esen  e rz ieh t. F ran ck e  
s e lb s t  em p fän g t die U n g a rn  s e h r  herzlich , e iner se in e r  b es ten  S chü ler w a r n äm lich , 
M á ty á s  B él, sein B eispiel s e h e n d  äu ß erte  er sich  so: «Ich nehm e gern  alle Ju n g e n  aus 
U n g a rn  au f.» 13

U n te r  den u n g arisch en  S tä d te n  s te h t P re ß b u rg  a n  e rs te r  S telle in  d e r  R ezep tio n  
d e r  p ie tis tisch en  B ew egung, d e sh a lb  bezeichnen es d ie  Z eitgenossen  als »kleines H alle«. 
A u ß e r  d e n  S täd ten  von  N o rd u n g a rn  un d  einigen S tä d te n  von  T ran sd an u b ien  nehm en  
a u c h  d ie  Siebenbürger S ach sen  d ie  sich aus d e r  d e u ts c h e n  U n iv e rs itä t au ss trah len d en  
Id e e n  a u f . D er w ich tigste  V e rb re ite r  des S iebenbü rger P ie tism u s is t A n d rá s  T eu tsch  
(1669—1730), B ürgerm eister in  N agyszeben , G ra f d e r  S iebenbü rger Sachsen. E r  s tu d ie r te  
in  W it te n b e rg , U tre c h t u n d  J e n a ,  d an n  v e rk ü n d e t e r  im  G eiste von S pener d ie  ev an g e
lisch e  R eform bew egung. M it F ra n c k e  s te h t er in  e inem  le b h a f te n  B riefw echsel u n d  len k t 
d a s  g e is tig e  L eben der S ieb e n b ü rg e r  L u th e ran en  n a c h  d e m  V orb ild  von  H alle . E r  sch rieb
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m ehrere  d eu tsch sp rach ig e  E rb au u n g ssch rif ten  u n d  g ab  eine P sa lm ensam m lung  D avid i- 
sche  H arfen  (H e rm a n n s ta d t, 1707) heraus , d ie  n a c h  dem  V orb ild  von  F rey lig h au sen  in  
H a lle  zu sam m en g este llt w u rd e .11

D ie d eu tsch en  K irch en lied e r von m ystisch em  u n d  p ie tis tisch em  G eist ta u c h e n  in  
zah lre ichen  in  U n g a rn  erscheinenden  d eu tsch sp rach ig en  G esangbüchern  E n d e  des J a h r 
h u n d e rts  au f. B esonders D as neuvermehrte u n d  verbesserte christliche Gesangbuch (Lőcse, 
1686) b ie te t w ertvo lles  M ateria l, d as  viele G ed ich te  P a u l G erh a rd s, d e r  herv o rrag en d en  
G es ta lt d e r  d e u tsc h e n  b a ro ck en  k irch lichen  L y r ik  u n d  se iner Z eitgenossen, e n th ä lt.  
B a ld  e rsche in t au ch  d ie  g roße  S am m lung d e r  p ie tis tisch en  L ied e r in  u n g arisch e r S prache  
Zöngedező m ennyei kar  (L őcse, 1696), die von M ihá ly  A cs (1631-1708), e inem  evange li
schen  G eistlichen , zu sam m en g es te llt w urde, e r  ü b e rse tz te  d ie  m eisten  L ied er au s dem  
D eu tschen . D ie m usikgesch ich tliche  F o rsch u n g  f ü h r t  auch  d ie  M elodie von  36 L iedern  
a u s  d ieser S am m lung  a u f  d eu tsch en  U rsp ru n g  z u rü c k .15 B esonders d a s  L ied , Je su  m eine 
F reu d e , das m it dem  T e x t Jo h a n n  F ran ck s  u n d  m it  d e r  b a ro ck en  M elodie von  C rüger 
v e rb re ite te , w u rd e  in  U n g a rn  so seh r popu lär, d a ß  es au ch  von  ka th o lisch en  u n d  kalvi- 
n is tisohen  G esan g b ü ch ern  übernom m en  w urden . D e r d eu tsch e  T e x t ze ig t die c h a ra k 
te r is tisch en  Züge d e r  evangelischen  M ystik :

J e s u  m eine F reu d e , m eines H erzen s  W eide,
J e s u  m eine Z ier !
A ch w ie lang , ach  lange is t dem  H erzen  lange 
U n d  v e rla n g t n ach  d ir  !
G o tte s  L am m , m ein  B räu tigam ,
A usser d ir  soll m ir a u f  E rden ,
N ic h ts  so n s t Hebers w erden.

D ie  ungarische Ü b erse tzu n g :

Jé z u s  é le tem nek , öröm e szívem nek ,
O h m in t ó h a jt  lelkem  !
K ív á n  belső  részem , ón édességem  
É n  édes rem ényem  !
Is te n n e k  á ld o t t  F ija , Te k ívü led  senk i n in tsen ,
Szívem  k it  szeressen !

D e r ungarische  T e x t fo lg t g e treu  dem  orig inalen  u n d  e rsch e in t im  18. J a h r h u n d e r t  in  
zah lre ichen  G esangbüchern . D ie ungarische P ie tis te n  gaben  m eh re re  e rw e ite rte  A usgaben  
d e r  Sam m lung Z öngedező m ennyei k a r  im  18. h e rau s , d ie  u m fan g re ich s te  von  ihnen  e n t
s ta n d  u n te r  d e r L e itu n g  von  Jó z se f Torkos, R e k to r  in  G yőr. D ie S am m lung  U j zöngedező 
m ennyei kar (F ra n k fu r t ,  1743) e n th ä l t  m eh r a ls  600 L ieder.

W äh ren d  sich  M ihály  Á cs d e r ä ltere  d u rc h  d ie  Ü b erse tzu n g  d eu tsch e r L ieder un d  
G ebete  von p ie tis tisc h e r G esinnung  auszeichnete , a rb e ite te  sein  Sohn, M ihály  Á cs der 
jü n g ere  (1672-1711) an  d e r  ungarischen  H erau sg ab e  d e r  w ich tig s ten  W erke d e r  p ie t is ti
schen  Theologie. F ü r  den  jü n g eren  Á cs se tz te  sich  S pener se lb st bei F ran ck e  ein, d a m it 
e r  in  H alle  s tu d ie re n  k o n n te . V on d o r t h e im g ek eh rt, is t e r  P a s to r  in  versch iedenen  
n o rd ungarischen  S tä d te n  u n d  sp ä te r  evangelischer P red ig e r des F ü rs ten h o fes  von  F erenc  
R ák ó cz i I I .  E r  v e rö ffen tlich te  aufs neue d ie  G erh a rd -Ü b erse tzu n g  P e rin n a  Zólyom is 
(B á rtfa , 1710), d ie  e in  J a h r h u n d e r t  frü h e r e n ts ta n d . D a n n  ü b e rse tz te  e r  d as  W erk  P o si
t iv a  theo log ia  von  Jo h a n n  F ried rich  K önig, dem  d eu tsch en  o rth o d o x en  Theologen u n d  
g ab  ihm  den  T ite l M a g ya r  theologia (B ártfa , 1709). I n  d e r V orrede  des W erkes w idm et 
M ihá ly  Ács seine A rb e it d em  G rafen  M iklós B ercsén y i u n d  se iner F ra u , u n d  e rö r te r t , 
d a ß  bedauerlicherw eise  d ie  W erke  d e r ä lte ren  D o k to re n  d e r T heologie, H u n n iu s  A egidius, 
H afenreffer, Jo h a n n  G e rh a rd , Jo h a n n  A rn d t u n d  a n d e re r g rö ß ten te ils  vergriffen  sind ,
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d e sh a lb  b r a u c h t  m an  die H e rau sg ab e  e ines neuen  theo log ischen  H an d b u ch es . D as  W erk  
is t  n ic h t  so  s e h r  die Ü berse tzung  d e r  o r th o d o x e n  A n sich ten  von  K ön ig , sondern  v ie lm eh r 
ih re  B e a rb e i tu n g , ih re  A n n äh eru n g  z u r  p ie tis tisc h e n  G esinnung  u n d  d ies z eu g t a u c h  von  
d e r  E m p fä n g lic h k e it fü r den  P ie tis m u s  se iten s des A uftraggebers , d e r  F am ilie  B ercsén y i, 
w elche  e in e  d e r  b ed eu ten d sten  F a m ilie n  in  U n g a rn  is t.

U m  d ie  Jah rh u n d e rtw e n d e  v o m  17. zum  18. J a h r h u n d e r t  b ild e ten  also d a s  s t ä d 
tisc h e  B ü rg e r tu m  un d  d e r evan g e lisch e  A del d ie  gese llschaftliche  B asis des in  U n g a rn  
se h r  v e rb r e i te te n  P ietism us. D ie S ieb en b ü rg e r S achsen  u n d  d ie  oberlän d isch en  d e u tsc h e n  
s tä d t is c h e n  B ü rg e r, besonders in  d e r  Z ips, genossen eine v e rh ä ltn ism äß ig  g roße A u to 
n om ie , s ie  b e w a h rte n  e ife rsüch tig  ih re  P riv ileg ien  u n d  e r la u b te n  n ic h t gern , d a ß  sich  
F re m d e  in n e rh a lb  d e r S ta d tm a u e rn  n ied erlassen . D ie im m er s tä rk e re  G egen refo rm ation  
u n d  d ie  s ic h  E n d e  des 17. J a h r h u n d e r ts  en tfa lte n d e  R ek a th o lis ie ru n g  b ra c h te  a u c h  sie 
d e n  u n g a r is c h e n  E vangelikern  n ä h e r , u n d  so b ra c h te n  te ils  d ie  in  U n g a rn  lebenden  
D e u ts c h e n  te i ls  an  deu tschen  U n iv e rs itä te n  s tu d ie ren d e n  ung arisch en  Ju g e n d lic h e n  d ie  
re lig iöse  L i t e r a tu r  der zwei V ö lker in  e ine  engere  V erb in d u n g  d en n  je.

E s  k a n n  le tz ten  E ndes fe s tg e s te ll t  w erden , d aß  sich  d ie  A u ss trah lu n g  d e r d e u ts c h e n  
L i te r a tu r  a u f  U ngarn  im  17. J a h r h u n d e r t  a u f  d ie  W erke  d e r  p ro te s ta n tis c h e n  relig iösen  
L i te r a tu r  b e sc h rä n k t u n d  v o r a llem  a u f  d ie jen igen  p ie tis tisch en  relig iösen L ied e r , d ie  
M an fred  W in d fu h r  in  seiner au sg eze ich n e ten  M onographie ü b e r  d ie  b arocke  B ild lich k e it 
als e in e  s p ä te ,  sich  um w andelnde P h a s e  des baro ck en  M etapho rism us b eze ich n e t.16

S o w o h l d ie  katho lische L i t e r a tu r  a ls  au ch  die w eltliche u n garische  B a ro c k li te ra tu r  
(P á z m á n y , L épes, K áld i bzw . Z rín y i u n d  G yöngyösi) o rien tie ren  sich  au fs  I ta le n isc h e ,17 
d ie  p ro te s ta n t is c h e n  E rb a u u n g ssc h rif te n  a b e r h a b e n  viele B eziehungen  zu r d e u tsc h e n  
L i te r a tu r  u n d  K u ltu r . D ie frü h e n  m y s tisch -ask e tisch en  S ch rifts te lle r (A rn d t, G erh ard ) 
sow ie d ie  V e r tr e te r  des P ie tism u s (S p en er, F ran ck e) tru g e n  m it  ih ren  W erk en  d azu  bei, 
d a ß  d a s  B ild  d e r  ungarischen  L i te r a tu r  im  17. u n d  18. J a h r h u n d e r t  d u rc h  d ie  ge is tigen  
u n d  s t il is t is c h e n  E lem ente, d ie  a u s  ih r e r  A rb e it e n ts te h t, m an n ig fa ltig e r u n d  b u n te r  w ird .
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Eine Goethe-Feier
Im  R a h m e n  e iner fü r  d as F a c h p u b lik u m  u n d  in teressierte  b re ite re  K re ise  ver

a n s ta lte te n  K o n fe ren z  h u ld ig te  die U n g arisch e  G esellschaft fü r  L ite ra tu rg e sc h ic h te  
(e. V .) in N ag y k ő rö s  dem  A ndenken  zw eier J u b i la re :  Já n o s  A rany  un d  J o h a n n  W olfgang 
G oethe . D er e rs te re , vo r 100 Ja h re n  g e s to rb e n , is t  neben  A lexander P e tő f i  e in e r der 
m e is tg e sch ä tz ten  D ic h te r  d e r  U ngarn ; zu r G o e th e -F e ie r gab  einen A nlaß d a s G o e th e r -J a h r .

Im  Z e n tru m  jenes T eils d e r V e ra n s ta ltu n g , d e r  dem  A ndenken G o e th e s  gew idm et 
w ar, s ta n d e n  d re i V o rträg e  p ro fu n d er K e n n e r  d e s  D ich te rfü rs ten , d ie  m i t  g ro ß e r  A uf
m erk sam k e it au fg en o m m en  w urden .

P ro fesso r E lő d  H alász , O rd inarius in  Szeged (Szegedin) sp rach  z u r  R ezep tio n  
G oethes in  U n g a rn . E in le iten d  s te llte  er fe s t, d a ß  d ie  A rt d e r  R ezep tion  v o n  d e r  em p fan 
gen d en  Seite b e s t im m t w urde , indem  d as  W e rk  bzw . Teile des G o e th esch en  W erkes 
o rgan isch  in  d ie  B ild u n g  un d  das k u ltu re lle  L e b e n  U ng arn s in teg rie rt w u rd e n . V or und  
um  1832 w irk te  vo rnehm lich  die lebendige G e s ta l t  des D ich ters d u rch  se ine  A u to r i tä t 
u n d  allseitige A u ss trah lu n g . A ls e rs te  P e r io d e  seines geistigen W e ite rleb en s  d ü rf ten  
w ir die e rs ten  fü n fz ig  J a h re  n ach  seinem  T od  bezeichnen . A m  b re ite sten  h a b e  e r  du rch  
d ie  höhere  Schu le  u n d  im  zu n äch st d e u tsc h sp ra c h ig e n , sp ä te r  d e u tsch k u n d ig en  H a n d e ls 
u n d  G ew erb eb ü rg e rtu m  gew irk t, u n d  zug le ich  g a lt  sein  W erk  als in te g rie re n d e r  T eil der 
»einzig ze itg em äß en  gü ltigen  B ildung«, e r  sei n e b e n  H eine  d e r m eistgelesene au slän d isch e  
L y rik e r gew esen. D as  b ed eu te te  an d ere rse its  e in  G oethe-B ild  des ged iegen  b ü rg e rlich en  
E th o s , v e rs in n b ild lich t in e rs te r  L inie d u rc h  H e rm a n n  un d  Dorothea und  d e n  Schatzgräber, 
ein  G oethe-B ild  e in e r den  B uddenbrooks a u f  e in e r  e tw as  n iedrigeren  S tu fe  v e rw a n d te n  
A tm osphäre . G egen  E n d e  des J a h rh u n d e r ts  se i e r  d u rch  den A b w eh rm ech an ism u s der 
n a tio n a len  u n d  n a tio n a lis tisch en  K u ltu r te n d e n z e n  e tw as in  den  H in te rg ru n d  g e rü c k t 
w orden , in  d e r  Z e it zw ischen ben  beiden W e ltk rieg en  spielte das b ü rg e rlic h e  E le m e n t 
bei se iner A u fn ah m e  eine geringere R olle , e r  w a r  zum eist im  K reise des jü d isc h e n  B il
d u n g sb ü rg e rtu m s e ine  gew isserm aßen fam iliä re  P flic h tle k tü re . D arü b e r h in a u s  w irk te  
e r  in  d e r B ild u n g ss tru k tu r  b ü rg e rlic h -h u m an is tisch e r O bservanz z u n ä c h s t d u rc h  die
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V erg le iche  m i t  d e r  Tragödie des M enschen  des U n g arn  Im re  M adách , d u rch  die Iph ig en ie - 
Ü b e rse tz u n g  vo n  M ichael B a b its , e inem  d e r fü h ren d en  P o e te n  der Periode, des w e ite ren  
v e rm it te l t  d u rc h  die e ssay istischen  Schriften  des s p ä te re n  O pfers des Fasch ism us, A n ta l  
Szerb , n ic h t  z u le tz t jedoch  a u ch  in d ire k t ü b e r d ie  L e itf ig u r  d e r h um an istisch -libera len  
In te llig e n z , T h o m as M ann (L o tte in  W eim ar). N ach  1946 h ä t t e  m an  den k äm p fe risch en  
H u m a n is te n  in  den  V o rd e rg ru n d  g es te llt, vo rh errsch en d  w ä re  d ie  übergreifende W irk u n g  
d e r G o e th e -S tu d ie n  von  G eorg L u k á c s ’ gewesen. S p ä te r  se ien  d ie  w ich tigsten  M onum en te  
d e r  G o e th e -V ereh ru n g  die F au st-Ü b erse tzu n g en  (v o rn eh m lich  die von László K á ln o k y ), 
die g ro ß a n g e le g te n  A usw ah l-A usgaben  (u. a . die sech sb än d ig e , ausgew äh lt u n d  e in g e le ite t 
von  E lő d  H a lá sz  — eine B em erk u n g  des B e ric h te rs ta tte rs )  u n d  die G oethe-M onographie  
von  G y ö rg y  W alkó . N ic h t u n e rw ä h n t dü rfe  die a llg em ein e  W irkung  un d  In te g rie ru n g  
in  d ie  G esam tb ild u n g  b le iben , w as d u rch  die A u fn a h m e  seines W erkes bei T au sen d en  
a u sg e b ild e te r  u n d  au szu b ild en d er ungarischen  G e rm a n is te n  gefö rdert w äre, in  d e re n  
S tu d ie n p ro g ra m m  G oethes S ch affen  b re iten  R a u m  e in n e h m e .

L a jo s  P ó k , n a m h a f te r  G e rm an is t u n d  le ite n d e r  M ita rb e ite r  eines V erlags fü r  
p o p u lä rw issen sch aftlich e  S ach b ü ch e r sowie V erfasser g ew ich tig e r G oethe-S tudien , sp ra c h  
u n te r  d e m  T ite l »Wozu G oethe?  V a ria n te n  a u f  e in  T hem a«  von  verschiedenen A sp ek ten  
d e r in k o m m en su rab len  E rsc h e in u n g  G oethe. E in le ite n d  b e to n te  er seine U n iv e rs a litä t 
u n d  H a rm o n ie , die E in h e it von  K u n s t, W issenschaft u n d  P ra x is  in  seinem  L eben . Im  w e i
te re n  k o n tu r ie r te  er z u n ä c h s t d en  ju n g en  G oethe, in sb eso n d e re  sein B ekenn tn is zu  e in em  
a u f  n e u e  A r t  begriffenen  G riech en tu m  und  seine N e u e n td e c k u n g  Shakespeares, d a n n  
G o e th e , d e n  »D etek tiv  d e r  E rk en n tn is« , d . h . den  M an n  d e r  v ie lfältigsten  w issen sch a ft
lichen  In te re ss e n . E in e  beso n d ere  B etonung  e rh ie lte n  seine A uffassungen ü b e r  d e n  
Z u sa m m e n h a n g  von  K u n s t u n d  N a tu r ,  ü b e r den  P r im a t  d es  W eltb ü rg e rtu m s g eg en ü b er 
d e r  n a t io n a le n  E nge u n d  ü b e r  d ie  E in h e it des G ed an k en s  u n d  der T a t. Z um  A b sch lu ß  
s te llte  d e r  R e d n e r  fest, d aß  G o e th es W irkung  in  d en  ve rsch ied en en  V arian ten  des R e a lis 
m u s d e s  19. J a h rh u n d e r ts  w e ite r leb te .

G y ö rg y  W alkó , einer d e r  b ek an n te s ten  u n d  b e ru fe n s te n  G erm anisten , R e d a k te u r  
von  N a g yv ilá g , d er B u d a p e s te r  Z e itsch rift fü r a u s lä n d isc h e  L ite ra tu r , n ic h t z u le tz t 
V e rfa sse r e in e r w eit v e rb re ite te n  M onographie ü b e r  G o e th e , sp rach  ein »N achw ort z u m  
G o e th e -Ja h r« . M it d e r A b w an d lu n g  e iner u n g arisch en  D ic h te r-F ra g e  (»H aben d ie  B ü c h e r  
d e r  W e l t  e in en  F o r ts c h r i t t  g eb rach t?« ) »H at G oethe  . . . ?« w ies er a u f  die gen ia len  I r r -  
tü m e r  d e s  D ic h te rfü rs te n  h in  (w ie z. B . in seiner F a rb e n le h re ) , d ie zw ar vo r d e r e x a k te n  
S pez ia lw issen sch aft n ic h t b e s teh en  können, e iner t ie fe re n , d ialek tischen  W a h rh e it a b e r  
n ä h e rk o m m e n  als die T hesen  d e r  le tz teren . D er R e d n e r  fesselte im  w eiteren  V e r la u f  
seine Z u h ö re r  m it d e r K u n d g a b e  e in iger eigener F o rschungsergebn isse , z. B . m it In d iz ie n  
fü r  d e n  E in f lu ß  G oethes a u f  V ö rö sm arty , den  g rö ß te n  D ic h te r  der ungarischen  R o m a n tik  
(von  d e m  ü b rigens au ch  d a s  ab g ew an d elte  Z ita t s ta m m t) ,  u n d  m it dem  B e rich t ü b e r  d ie  
a ls  S e n sa tio n  ge ltenden  R e s u lta te  d e r  G o e th e -F o rsch u n g  d e r  jü n g sten  Zeit.

D ie  G oethe-S ek tion  d e r  T ag u n g  fand  m it d e n  S ch lußw orten  des V o rs itzen d en  
d e r G ese llsch a ft, P ro fesso r G áb o r T olnai, in  w ü rd ig e r W eise  ih ren  A bschluß.

M iklós S a lyá m o sy
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Remembering János Arany on the 100th 
Anniversary of his Death

R e p re sen ta tiv e s  o f  th e  H u n g a ria n  in te lle c tu a l e lite  h ave  p a id  h o m m ag e  to  the  
life-w ork o f  a  fa ith fu l, b ash fu l gen ius o f  im peccab le  ch a ra c te r , in  N ag y k ő rö s o n  th e  100th 
a n n iv e rsa ry  o f  th e  d e a th  o f  J á n o s  A rany .

A ra n y ’s li te ra ry  c u ltu re  an d  po e tic  p rac tic e  w ere deeply  a n d  in tim a te ly  roo ted  
in  o ld  H u n g a rian  li te ra tu re .

A lready  in  th e  hom e o f  h is p a re n ts  he  h a d  becom e acq u a in ted  w ith  local m y th , 
ta le s , legends, songs, a n d  h is to rica l m ém oires. D u rin g  h is  s tu d e n t y ea rs  in  N ag y sza lo n ta  
a n d  D ebrecen  he  re a d  w ith  eagerness th e  w orks o f  H u n g a rian  li te ra tu re  befo re  th e  lan 
gu ag e  refo rm : fro m  M iklós Z ríny i to  I s tv á n  G yöngyösi, from  th e  tr ip le  h is to ry  o f  Ján o s  
H a lle r  to  th e  p o p u la r book  ca lled  F o r tu n a tu s .

H elped  b y  h is know ledge o f  G reek, L a tin , G erm an , E ng lish , F re n c h , I ta l ia n , he 
cam e in to  th e  possession o f  a  trem en d o u s  a m o u n t o f  know ledge o f  w orld  li te ra tu re . 
H e  read  th e  w orks o f  H o m er, Sophocles, V ergil, S hakespeare , T asso in  th e  o rig inal as 
th e  o u ts ta n d in g  w orks o f  th e  w orld  li te ra tu re  o f  h is tim e . H is  tra n s la tio n  o f  A ris to p h an es 
a n d  Shakespeare  a re  t r u ly  b rillian t. T he  life-w ork o f  J á n o s  A ran y  is a  p eak , a  su m m ary  
o f  th e  lite ra ry  process o f  m a n y  cen tu rie s . M oreover, th is  is aga in s t th e  b ack g ro u n d  o f  his 
ex cep tio n a lly  reach  fam ilia rity  w ith  foreign lite ra tu re s . H is w ork com bines H u n g a ria n  
a n d  E u ro p ean  e lem en ts . H e  w as a  u n iv e rsa l gen iu s w hose ta le n t could  o n ly  be  m easu red  
b y  u n iv e rsa l y a rd s tic k .

A ran y  w as b o m  in  N ag y sza lo n ta , on th e  2nd o f  M arch, 1817, in to  a  fam ily  o f 
im poverished  nob ility . H is  sp lend id  career, rich  in  ou tside  recogn ition , c e le b ra tio n  as 
w ell a s  in n e r to rm e n t, s ta r te d  in  th is  en v iro n m en t. I t  w as th e  appea ran ce  o f  T o ld i (1847) 
t h a t  m ade him  a n  acknow ledged  p o e t o f  th e  n a tio n . M oreover, th is  w o rk  b ro u g h t h im  
th e  fr ien d sh ip  o f  P e tő fi, w ho  m ade  a  p ro fo u n d  im pression  on h is p o e try  an d  e n tire  w ay 
o f  th in k in g  an d  w ho  also  decisively  in fluenced  h is  a t t i tu d e s  to  th e  w a r o f  independence  
o f  1848/49. A fte r th e  p ro d u c tiv e  y ea rs  in  N ag y k ő rö s A ran y  m oved  to  P e s t  (1860); w here 
he  becam e d irec to r o f  th e  K isfa lu d y  Society  an d , su b seq u en tly , S ec re ta ry  G enera l o f  th e  
A cadem y.

T he  sensitive  p o e t, h a v in g  m oved  fro m  p a tr ia rc h a l, ru ra l N ag y k ő rö s  to  P e s t 
w h ich  w as a b o u t to  becom e a  b ig  c ity , n o t on ly  sensed  th e  po litica l a n d  soc ia l changes, 
th e  s to rm s o f  th e  h u m a n  soul b u t  experienced  th e m  so deeply  th a t  a t  th e  tw ilig h t o f his 
life, in  th e  cycle Ő szikék  (M eadow  Saffron), he  p ro b es p o e try ’s p a th s  in to  th e  fu tu re . On 
O cto b er 22nd, 1882, A ra n y  b re a th e d  h is las t.

H is  life-w ork h a d  becom e a  n a tio n a l fo rce. A  long series o f g en e ra tio n s  h a v e  felt, 
a s  we do to d ay , “ as if  h is  p o e try  w ould  be m o th e r  n a tu re  itself, in h a b ite d  b y  th e  h u m an  
c o m m u n ity  w ith  its  p a s t , p re se n t a n d  fu tu re ” . A t th e  sam e tim e, th is  œ u v re  h a s  alw ays 
s to o d  in th e  cross-fire  o f  li te ra ry -ae s th e tic  d isp u te s . E ach  gen era tio n  fo rm ed  i ts  own 
A rany -im age: now  h is  ly rics , now  h is epics w ere g iven  a  p rio rity , now  th e  fo lk  ro o ts  o f 
h is p o e try  h as been  d o u b te d  o r over-stressed , now  h is  p a rtic ip a tio n  w as igno red  in  48/49.

F o r  H u n g a rian  resea rch e rs  o f  th e  p re se n t th e  c ritica l ed ition  o f  th e  p o e t’s w orks, 
p u b lish ed  b y  th e  A cadem y  P u b lish ing  H ouse, p rov ides a  secure p o in t  o f  d e p a rtu re .

I t ’s h ea rten in g  t h a t  th e  research  o f  th e  to ta l i ty  an d  its  single p hases , ta k e s  place 
sim u ltan eo u sly , in  d iffe ren t lite ra ry -sch o la rly  w orkshops, w ith  d iverse  m e th o d s , b y  p a r tly  
d iverse  app roaches; th is  research  w ork  proceeds f ru itfu lly  and  p rom ising ly . W ith  regard  
to  th e  analysis o f  in d iv id u a l A ran y  poem s an d  th e ir  in te rp re ta tio n  we c a n  also  re p o r t  an
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in c re a s in g  re finem en t o f  m e th o d s . M ore and  m ore, A ra n y  scho lars o pera te  w ith in  th e  
sy s te m  o f  co -o rd inates o f  th e  p h e n o m e n a  o f  w orld  l i te ra tu re .

T h ese  tendencies w ere  re f le c ted  in  th e  sc h o la r ly  rem em b ran ce  session h e ld  in  
N ag y k ő rö s , betw een O ctober 16 a n d  17, 1982, o rgan ized  b y  th e  L anguage  an d  L ite ra ry  
S cience  D iv is ion  o f th e  H u n g a r ia n  A cadem y o f Sciences, th e  S ociety  o f  H u n g a ria n  L ite r 
a ry  H is to ry , th e  L ite ra ry  C o m m itte e  o f  th e  S c ien tif ic  E d u c a tio n a l Society , th e  c ity  
c o u n c il o f  N agykőrös a n d  th e  A ra n y  Já n o s  Society .

T h e  n early  te n  p ro d u c tiv e  y e a rs  (1851-1860) s p e n t  b y  J á n o s  A ran y  in  N ag y k ő rö s 
a s  te a c h e r  a t  th e  p ro te s ta n t h ig h  school m arked  c u ltu ra l ly  th e  G olden A ge o f  th is  p ro 
v in c ia l to w n . There w ere so m a n y  em inen t, n a tio n a lly  k n o w n  an d  recognized  scho la rs  
a m o n g  th e  facu lty  o f  th e  sch o o l t h a t  th e  co n tem p o ra rie s  co u ld  ju s tly  say  “ h a lf  o f  th e  
A c a d e m y  is in  N agykő rös” .

T h e  p rog ram  began  b y  a  v is it  o f  th e  Já n o s  A ra n y  m em o ria l ex h ib ition . T he  opening  
S p eech  w as  m ade b y  P ro fe sso r D r  A n ta l W éber. L ász ló  N o v ák , d irec to r o f  th e  J á n o s  
A ra n y  M useum  gave a  le c tu re  a b o u t  th e  A ran y -cu lt in  N ag y k ő rö s an d  a b o u t th e  links 
b e tw e e n  th e  p o e t and  th e  c i ty .

O f th e  h isto rical, li te ra ry -th e o re tic a l and  a e s th e tic  p rob lem s o f  th e  œ u v re  th e  
fo llow ing  h av e  been d iscussed  a t  th e  session: th e  tw o  p e rio d s  o f  A ran y : q u estio n s o f 
p o p u la r  ep ics  and  th e  new  in i t ia t iv e s  o f th e  50-s (d r Jó z s e f  M ezei, professor), th e  m o ra l o f  
th e  s e lf -p o r tra it  poem s (d r J u d i t  K iczenkó, a s s is ta n t p ro fesso r), new  possib ilities o f  
a p p ro a c h e s  to  T old i’s love (d r  M iklós C sűrös, a s s is ta n t p ro fesso r); analysis o f  A ra n y ’s 
B á n k  b á n  s tud ies  (dr M iklós N a g y , associate p ro fesso r); A ran y -im ag e  o f  th e  g en e ra tio n  
g ro u p in g  a ro u n d  th e  m ag az in e  N y u g a t  (d r K á lm án  P á lm a i, a sso c ia te  p rofessor); A ra n y ’s 
re la tio n  to  T asso: h is to ric a l f id e li ty  by  A rany  a n d  T asso , ly ric  an d  epic c re d it (G ábor 
T o ln a i, academ ic ian ; A ra n y ’s s e a rc h  for p a th , e lem en ts o f  A ra n y ’s p o e try  p o in tin g  to  th e  
fu tu re  ( I s tv á n  Sőtér, a c a d e m ic ia n ) , th e  A rany  im age o f  p re se n t H u n g a rian  ly ric is ts  
(d r  K á ro ly  A lexa, a s s is ta n t p ro fesso r).

T h e  lec tu res an d  th e  d iscussions th a t  p roceeded  in  th e i r  w ake u n d e r th e  c h a ir 
m a n s h ip  o f  d r  M ihály Czine p ro fe sso r a n d  G ábor T o lnai, acad em ic ian , rep resen ted  th e  m o s t 
im p o r ta n t  tre n d s  in th e  A ra n y  re sea rch , an d , in  th e  w id e r sense, also o f  X I X th  c e n tu ry  
H u n g a r ia n  le tte rs. T hey  h a v e  h e lp e d  to  a  b e tte r , d eep e r know ledge o f  th e  A ran y -œ u v re .

M á rto n  Tarnóc

The Centenary of the Kner Printing-house
in Gyoma

T h e  K n e r p rin tin g -h o u se , in  th e  m iddle  o f  th e  G re a t P la in  w as founded  in  Ju n e , 
1882, a n d  s t il l p lays a  le ad in g  ro le  in  th e  co n tin u in g  h is to ry  o f  H u n g a rian  book  p rin tin g , 
w h ich  b e g a n  in  1473. T he p rin tin g -h o u se , w hich  u sed  m o d e s t e q u ip m en t and  h a d  a  na rro w  
c irc le  o f  custom ers, arose w ith  th e  h e lp  o f th e  fo u n d e r’s, Iz id o r  K n e r (1860-1935), o rg an iz 
in g  a b il i ty  an d  h igh  p ro fessio n a l dem ands . A t th e  tu r n  o f  th e  c e n tu ry  Iz id o r K n e r  w as 
a id e d  in  h is  en terprise  b y  h is  p u b lish in g  o f  in v en tiv e  a n d  m o d e rn  ad m in is tra tiv e  form s. 
B e tw e e n  1902 and  1910, h e  e x te n d e d  his fac to ry  to  su c h  p o in t th a t ,  before W orld  W a r  I , 
he  h a d  som e 150 em ployees. H is  son , Im re  K n e r (1890-1945), w ho s tu d ied  in  L eipzig ,
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en te red  h is  f a th e r ’s fa c to ry  in  1907 as a  tech n ica l m an ag e r. T he  re fo rm a tio n  o f  th e  H u n 
g a ria n  book s ty le  is lin k ed  m a in ly  w ith  th e i r  nam es: on  th e  b asis  o f  th e  econom ic an d  
tech n ica l in n o v a tio n s  Iz id o r  K n e r in tro d u ced , Im re  K n e r rea lized  a  p u b lish in g  and  a r t is t ic  
p ro g ram m e w hich  jo in ed  th e  progressive  tre n d s  o f  H u n g a r ia n  in te lle c tu a l life. H is 
en d eav o u rs  w ere su p p o r te d  b y  fam ily  m em bers an d  th e  e x p e rts  a t  th e  fa c to ry  w ho w ork 
ed a t  a  h igh  level, h a d  a  b e t te r  th a n  av e rag e  sa la ry  a n d  spec ia l social services.

T he c e n te n a ry  o f  th e  ex is tence  o f  K n e r ’s p rin tin g -h o u se  w as ce le b ra te d  in  B u d ap est 
an d  in  G yom aendród , (on  a c c o u n t o f  an  ad m in is tra tiv e  fu s io n  G y o m a is now  a  p a r t  o f it) 
as a  m o s t s ig n ifican t a n n iv e rsa ry  in  b o th  H u n g a ria n  ty p o g ra p h y  a n d  c u ltu ra l h is to ry . 
T he  p rogram m es w ere p rep a red  b y  a  co m m em o ra tiv e  co m m itte e  m a d e  u p  from  rep re 
se n ta tiv e s  o f th e  H u n g a ria n  A cadem y o f  Sciences, D e p a r tm e n t o f  th e  Science o f  L anguage 
a n d  L ite ra tu re ; th e  H u n g a ria n  A pplied  A rts  School, D e p a r tm e n t o f  T ypograph ies; th e  
T echn ical S ociety  o f  th e  P a p e r  an d  P r in tin g  In d u s try ;  th e  K n e r  P rin tin g -h o u se  in  
B ékéscsaba  — inc lu d in g  th e  w orkshop  in  G yom a — and  o th e r  ex p e rts . A t th e  celebrations, 
th e  m em bers o f  th e  fam ily  w ere  received  w ith  d is tingu ished  h o n o u r, especially  E rzsébet 
K n e r, th e  only liv ing  ch ild  o f  th e  founder, w ho m ade  h e r  m a rk  in  a r t is t ic  book-binding.

T he f irs t p a r t  o f  th e  series o f  p ro g ram m es, all linked  b y  c o n te n t , w as held  on S ep t 
23rd , 1982, a t  B u d a p e s t in  th e  cerem onia l ha ll o f  th e  H u n g a ria n  A cadem y  o f  Sciences. 
T h e  p res iden tia l open ing  speech  o f  M iklós Szabolcsi, acad em ic ian , s tressed  th e  exam ple 
o f  th e  K n e r’s oeuvre to  th e  p re sen t g en era tion . T hen  th re e  le c tu re s  w ere  held .

P ro fesso r G ábo r T o lnai, academ ic ian , H ead  o f  D e p a r tm e n t a t  L o rán d  E ö tvös 
U n iv e rs ity  and  C h a irm an  o f  th e  ‘K n e r C om m em orial C o m m itte e ’ o u tlin ed  th e  role o f 
th e  K n e rs  in  H u n g a ria n  c u ltu ra l h is to ry , in  h is lec tu re  “ T h e  P o e t o f  L e tte r s ” . H e com 
p a red  th e ir  a c tiv ity  w ith  th e  strugg les o f  th e  p ro m in en t 17 th  c e n tu ry  ty p o g rap h is t, 
M iklós T ó tfa lu si K is, w ho  co n sc ien tio u sly  served  n a tio n a l ed u ca tio n . G áb o r T olnai was 
th e  fr ien d  and  th eo re tic a l co m rad e  o f  Im re  K n e r  w ho d ied  a  m a r ty r  in  th e  fasc is t pogrom . 
H e  w as a  m em ber o f  th e  L e f tis t in te lle c tu a l g ro u p  “ A rtis tic  College o f  th e  Szeged Y o u th ” , 
founded  a t  th e  beg in n in g  o f  th e  1930’s to g e th e r  w ith  G yörgy  B u d a y , G yu la  O rtu ta y  
a n d  M iklós R a d n ó ti . H e  in tro d u c e d  th e  m o s t c h a ra c te r is tic  fe a tu re s  o f  K n e r ’s personality , 
c re a tiv e  b e h a v io u r  an d  W e lta n sc h a u u n g  w ith  th e  help  o f  p erso n a l le t te rs  an d  m em ories. 
Im re  K n e r, g ifted  w ith  g re a t  w ill-pow er, d iligence an d  re sp ec t fo r w o rk  fro m  early  y o u th , 
so lved h is  p ro v in c ia l iso la tion  th ro u g h  in te rco u rse  w ith  p rog ressive  in te llec tu a l m inds 
in  B u d a p e s t a n d  Szeged. B esides h is te m p o ra ry  jo u rn ey s, h e  jo in ed  th e se  progressive 
c irc les th ro u g h  s tro n g  a n d  p rofessional, b u t  s til l fa r-flu n g  a n d  fr ie n d ly  correspondence. 
H is  responsible an d  a n ti-F a sc is t H u n g a ria n  c h a ra c te r , p ro fessed  befo re  an d  d u ring  th e  
w ar, w as form ed b y  h is  E u ro p e a n  know ledge an d  h u m a n ita r ia n  p h ilo so p h y . Im re  K n er 
— as G ábor T o lnai p ro v ed  th o ro u g h ly  — w as deep ly  a tta c h e d  to  h is  c o u n try  and  id en ti
fied  h im se lf w ith  th e  H u n g a r ia n  peo p le ’s c u ltu re  a f te r  th e  in a c tm e n t o f  th e  an ti-Jew ish  
law s. H e  began  s tre n g th e n in g  th e  progressive  tra d it io n s  a g a in s t fasc ism . H e  w an ted  th e  
sam e in  ty p o g ra p h y  as  B é la  B a r tó k  a n d  Z o ltán  K o d á ly  d id  in  m u s ic . ( Im re  K n e r’s wife 
w as B éla  B a r tó k ’s p u p il a n d  h is d a u g h te r  w as Z o ltán  K o d á ly ’s s tu d e n t  a t  th e  B udapest 
A cadem y  o f M usic.) M ore p u b lica tio n s  fro m  Im re  K n e r’s la s t  p e rio d  p ro v e  h is concern 
w ith  th e  m en tioned  p u rposes; h e  pub lish ed  a  le a f le t b y  B é la  Z so lt in  defence o f  K arl von 
O ssietzky , w inner o f  th e  N oble P rize  fo r P eace , w ho w as a rre s te d  b y  th e  N azis; he 
pub lish ed  M iklós R a d n ó ti’s  vo lum e o f  poem s, th e  lib re tto  o f  Z o ltán  K o d á ly ’s P salm us 
H u n g aricu s , M iklós T ó tfa lu s i K is ’ a u to b io g rap h y  “ E x cu se” an d  F e re n c  K ö lcsey ’s “N a tio n 
al T rad itio n s” , from  1826. G áb o r T o lnai ex ten s iv e ly  p a r tic ip a te d  in  th e  program m e-like 
p u b lica tio n  o f  “ T he  E x c u se ”  (he w ro te  th e  postsc rip t) a n d  reca lled , as a  con tem porary  
w itness , Im re  K n e r ’s e x em p la ry  an d  p ro fessionally  p e rfec t w ork , th e  e ffec t o f  th e  book 
in  1940, in  th e  y e a r  o f  p u b lic a tio n  a n d  K o d á ly ’s essay on th e  vo lum e.
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P ro fe sso r  G yörgy H a im an , H e a d  o f  D ep a rtm en t o f  H u n g a r ia n  A pplied  A rts  
School, t h e  in i tia to r  o f th e  K n e r-re sea rch , in tro d u ced  th e  role o f  th e  G yom a ty p o g rap h e rs  
in  th e  re fo rm a tio n  o f H u n g arian  p r in t in g  a r t  in  his lec tu re  (“T h e  K n e rs  in  th e  A pplied  
A rts  M o v e m e n ts  o f T heir Age). A t  th e  tim e  o f th e  K n e r p r in tin g -h o u se ’s fo u n d a tio n , 
H u n g a r ia n  p r in tin g  had  a rr iv ed  a t  th e  ep o ch  o f s tronger in d u s tr ia liz a tio n , so its  h a n d i
c ra f t  f e a tu re s  h a d  w eakened. D esp ite  e c le c tic  le t te r  m a te ria l fro m  V ien n a  a n d  G erm any  
a n d  th e  h is to r ic  o rnam en ts, m o n o to n y  ch a rac te rized  th e  p r in ts . Iz id o r  K n e r u tilizes 
e a rly  o n  th e  m odern  tren d s in  ty p o g r a p h y  com ing th ro u g h  fro m  G erm an y . H is  sm all 
p r in tin g -h o u se  h ad  a lready  p u b lish e d  i ts  bo o k  of ty p e  specim ens in  1895 follow ing J a p a 
nese fo rm s , follow ing th e  so-called  “ fre e  t r e n d ” . I n  1900, h e  issued  a  m agaz ine , R öpke  
L a p o k  (F le e tin g  L eaflets) p ro fessing  consc ious a r t  and , in  th e  n a m e  o f  secessionism , 
he  c h a rg e d  co n tem p o rary , w ell-know n  H u n g a rian  d ra u g h tsm e n  w ith  design ing  casua l 
p r in ts  (fo r exam p le , in v ita tio n s  to  b a lls ) . Im re  K n e r’s f i rs t books w ere  also  pub lished  in  
th e  secce ss io n is t sty le , b u t, in  1911, h e  tr ie s  a  p u b lica tio n  w ith o u t a n y  e x te rn a l o rn am en ts  
w h ich  su b o rd in a te d  form  to  u t i l i ty .  T h e  in fluence  o f E ng lish  ty p o g ra p h y , w ith  W illiam  
M orris , to u c h e d  Im re  K n e r on ly  in  1911-1912.

I m r e  K n e r ’s in d ep en d en t p u rp o s e s  in  book a r t  fo rm ed b e tw een  1914-1920. O n th e  
basis o f  t h e  L eipzig  exh ib ition  o f  D e u ts c h e r  B uchgew erboverein  in  1914, he  b roke  aw ay  
fro m  secession ism . Follow ing B é la  B a lá z s ’s progressive li te ra ry  en d eav o u rs , Im re  K n e r 
w ish ed  to  com bine  noble tra d it io n s  w ith  th e  in tro d u c tio n  a n d  a c cep tan ce  o f  m ach ine- 
m a d e  m ass-b o o k s  — carefu lly  p ro d u c e d  average  goods w ith  p a r t ic u la r  co n te n ts . H e  co n 
s id e red  m o d e rn  applied  a r ts  to  b e  o n e  o f  th e  m ost im p o r ta n t m ean s  fo r q u a li ta t iv e  
p ro d u c tio n . I n  th e  f irs t period o f  re a liz a tio n  (1920-1927), Im re  K n e r ’s com rade-in -a rm s 
w as L a jo s  K ozm a , an  a rc h ite c t. W ith  o rn a m e n ts  and  w o o d -p rin ts  b ased  o n  th e  B aroque  
s ty le , K n e r  pub lished  a  s ig n ific an t se ries  in  1921-22 (K n er C lassics, M o n u m en ta  L ite- 
ra ru m ) f r o m  th e  very  best o f H u n g a r ia n  a n d  world lite ra tu re .

O rn a m e n ts  designed b y  K o z m a  w ere superseded  in  K n e r ’s books from  1928 
o n w a rd s , a f t e r  K n er had  su rv ey ed  th e  s i tu a tio n  o f E u ro p e a n  ty p o g ra p h y  in  th e  Leipzig  
a n d  K ö ln  in te rn a tio n a l ex h ib itio n s  o f  p r in t in g  a r t  in 1927 a n d  1928 respec tive ly .

A f te r  several a tte m p ts , Im re  K n e r  w as g iven a  lead ing  ro le  in  m ore  professional 
o rg a n iz a tio n s  w ith in  H u n g a rian  p r in tin g , book an d  ad v e rtiz in g  a r t .  H e  h e ld  effective 
le c tu re s  a n d  organized ex h ib itio n s  fo r th e  sake o f  “ th e  n o b le m e n t o f  m ach ine-m ade  
b o o k s” . I n  th e  second h a lf  o f th e  1920’s, h is  in te re s t de fin ite ly  tu rn e d  to w a rd s  classicistic 
le t te r s  a n d  ty p o g rap h y  an d  he  c re a te d  n a tio n a lly  tra d it io n a l books in  a  c lassica l sty le ; 
th is  s ty le  ch a rac te rized  th e  la s t p e r io d  o f  h is  oeuvre. As a  fo llow er o f  th is  refo rm ed  sty le , 
h e  o p p o se d  th e  usage o f  J a n  T sch ich o ld  a n d  C. H . K len k en s’ le t te r s  in  H u n g a ry .

T h e  th i rd  lec tu re r o f  th e  co m m em o ra tiv e  m eeting  w as Im re  B a ta , li te ra ry  h is to 
r ia n , E d ito r- in -c h ie f  o f th e  m agaz ine  É le t és Irodalom  (L ife an d  L ite ra tu re ) . I n  h is le c tu re  
“T h e  K n e r  P rin tinghouse  an d  W r i te r s ” h e  firs t analyzed  Im re  K n e r ’s s tu d y  “ S ociety  
a n d  In d iv id u a l  C u ltu re” , w rit te n  in  1921. T his w ork  su m m arized  th e  K n e rs ’ view s on 
th e  re a l iz a t io n  o f u n ity  betw een  m a ss  boo k s produced  on  a  h ig h  level a n d  p rin tin g  t r a 
d itio n s . L a te r ,  Im re  B a ta  d rew  a t t e n t io n  to  th e  im p o rta n t peop le , professionals an d  
fr ie n d s , w h o  p layed  a  leading ro le in  th e  co m p le tio n  o f  con n ec tio n s b e tw een  w ell-fab rica ted  
boo k s a n d  m o d em  p rin tin g  te c h n iq u e s . I n  th e  B aroque  epoch  o f  th e  f i r s t  h a lf  o f  th e  
1920’s, b esid es a rc h ite c t an d  a r t is t -c r a f ts m a n  L ajos K ozm a, G yörgy  K irá ly , th e  p ro 
m in e n t l i te r a ry  h is to rian , w as K n e r ’s fellow -w orker, w hile la te r  L a jo s  F ü le p jh e  excellen t 
a r t  h is to r ia n  an d  philosopher gav e  h im  ad v ice . K ozm a, K irá ly  a n d  F ü le p  w ere all follow ers 
o f  th e  1918-1919 H u n g arian  re v o lu tio n s , an d  th e y  w ere g iv en  p ro fesso rsh ips d u rin g  
th e  S o v ie t R ep u b lic . T he H o r th y  reg im e  deprived  th e m  a ll o f  th e i r  u n iv e rsity -ch a irs , 
b ecau se  th e y  w ould n o t re fu te  th e i r  co n v ic tio n s . I n  1919, Im re  K n e r  becam e a  m em ber
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o f  th e  s ta te  m an ag e m en t o f  C u ltu re  in  th e  p ro le ta r ian  d ic ta to rsh ip , w here  he  found  he 
h a d  som e sy m p a th y . H e  w as looking  fo r p rogressive social pow ers a t  th e  “ Szeged Y o u th ” 
g ro u p  in  th e  1930’s: su p p o r tin g  th e m , he  tack led  th e  p u b lica tio n  o f  “ T he  E x c u se ” and  
“ N a tio n a l T ra d itio n s” in  th e  f i r s t  perio d  o f  W orld  W a r I I .  T h e  le c tu re r  reca lled  th a t  a t  
th e  ow ners’ b o o k -p resen ting  au c tio n , be tw een  1936-1941, som e th i r ty  th o u sa n d  volum es 
generously  w ere se n t to  w orkers a n d  p ro v in c ia l peop le ’s lib raries.

T he com m em ora tive  m eetin g  c o n tin u ed  in  G yom aend rőd , on S ep tem b e r 24(h, 
w ith  an  in form al in tro d u c to ry  speech  b y  L énárd  P á l, academ ic ian , S e c re ta ry  G eneral o f 
th e  H u n g a rian  A cadem y  o f  Sciences.

A t th e  se a t o f  th e  ce le b ra tin g  p rin tin g h o u se , th re e  lec tu res  w ere h e ld . F erenc  
Szabó , th e  d ire c to r  o f  m useum s in  C o u n ty  B ékés, su rv ey ed  th e  reg ional h is to ric a l b ack 
g ro u n d  an d  th e  e ffec t o f  th e  p rin tin g -h o u se ’s e s tab lish m en t in  h is  le c tu re  “ C o u n ty  B ékés 
a n d  th e  K n e r P rin tin g -h o u se ” . B esides fam ily  co n n ec tio n s  (Iz ido r K n e r ’s fa th e r  w as 
a lso  a  book -b inder in  G yorna), th e  m ain  reasons fo r th e  fo u n d a tio n  o f  th e  p rin tin g -h o u se  
th e re  w ere th a t  G yorna w as u n p ro v id ed  w ith  p rin te d  p ro d u c ts , w hile a t  th e  sam e tim e  
b e in g  n ea r th e  ra ilw ay , i t  h a d  s ig n ific an t tra d e , a n d  th e  in h a b ita n ts  w ere progressive- 
m inded . G yorna w as p a r t  o f  a n  upsw ing ing  epoch from  th e  second  h a lf  o f  th e  1880’s 
a n d  its  c itizens w ere becom ing  s tro n g e r  a lth o u g h  th e  m a n u fa c tu r in g  in d u s try  failed  to  
be estab lished . T he  le c tu re r in tro d u ced  th e  p a tr ia rc h a l a tm o sp h ere  in  th e  p rin ting - 
h ouse , th e  h a rm o n y  o f  p rofessional d em an d s  and  th e  defence o f  th e  w orkers, th e  coex is t
ence  o f  th e  K n ers  an d  organ ized  lab o u r. H e  sk e tch ed  Iz id o r K n e r’s m an y -s id ed  role in 
p u b lic  life in G yorna an d  C o u n ty  B ékés an d  th e  ap p rec ia tio n  o f  th e  p rin tin g -h o u se  in 
th e  co u n try . B etw een  th e  tw o  W o rld  W ars , th is  p rin tin g -h o u se  w as th e  o n ly  s ign ifican t 
in d u s tr ia l fa c to ry  in  G yorna th a t ,  in  sp ite  o f th e  econom ic recession o f  th e  te r r ito ry , 
rem a in ed  on  th e  side o f  th e  ex em p la ry  w orkers po licy . D u rin g  th e  pogrom s, num erous 
a d m in is tra tiv e  leaders in  G yorna an d  C o u n ty  B ékés to o k  th e  K n ers  u n d e r  th e ir  p ro 
te c tio n .

Mrs. B o to n d  L évai, D e p u ty  M anager o f  th e  L a jo s K o ssu th  U n iv e rs ity  in  D ebrecen , 
s tu d ie d  Iz id o r a n d  Im re  K n e r ’s p u b lish ing  a c tiv ity  in  th e  lig h t o f  th e ir  e r a ’s lite ra ry  
en d eav o u rs  in  h e r  le c tu re  en title d  “T he  In te lle c tu a l C onnections o f  th e  K n e r  P rin tin g - 
h o u se ” . She, as th e  b ib lio g rap h er o f  th e  K n e r p u b lica tio n s betw een  1882 — 1944, o u tlined  
th e  fo rm atio n  o f  th e  au th o rs , speak ing  o f  th e  566 in d ep en d e n t K n e r boo k s pub lish ed  
to  o rd e r  o r as in te rn a l issues. I n  th e  f i r s t  tw o  decades, he  m ain ly  pu b lish ed  th e  volum es 
o f  less im p o rta n t w rite rs  a n d  p o e ts  o f  th e  te r r ito ry ; th e n , th e  a u th o rs ’ books g a th e rin g  
ro u n d  th e  h u m o ro u s B u d a p e s t w eekly , Borsszem  J a n k ó  (Tom T h u m b ). Im re  K n e r’s 
co n n ec tio n s w ith  th e  p ro m in e n t w rite rs  a n d  p o e ts  o f H u n g a rian  progressive  c iv il l i te ra tu re  
fo rm ed  a round  1910 an d  from  th is  tim e  on , he  p u b lish ed  th e ir  new  w orks. H e  rem ained  
fa ith fu l to  th is  g ro u p  betw een  th e  tw o  w ars  and  h e  m a in ta in ed  h is co n n ec tio n s w ith  
severa l g roups o f  L e ftis t in te llec tu a ls , especially  those  w ho w ere ab le  to  h e lp  h im  in  th e  
re -p u b lic a tio n  o f  v a lu ab le  classic p ieces from  H u n g a rian  an d  E u ro p ean  l i te ra tu re , and  
a lso  in  th e  re fo rm atio n  o f  tra d itio n s .

K áro ly  P e tő cz , A rt M anager o f  th e  p re sen t K n e r p rin ting -house , m a n a g e r  o f  th e  
G yorna  p rin tin g -h o u se  fo r a lm o st tw o  decades an d  book-designer, su m m arized  p ro fes
s ional tra d itio n s  an d  th e  experiences o f  a  ty p o g ra p h e r  w ho know s p re sen t b o o k -p roduc ing  
te ch n o lo g y  th o ro u g h ly , in h is  lec tu re  “ T rad itio n  an d  B ook P ro d u c in g ” . H e  to ld  how  th e y  
h a d  succeeded in  th e  rec rea tio n  o f  book  p ro d u c tio n , follow ing th e  K n e rs ’ tra d it io n s , 
a m o n g  new  c ircu m stan ces a f te r  an  in itia l tem p o ra ry  se t-b ack  — i.e. from  th e  beg inn ing  
o f  th e  1960’s. A rtis tic  m ass books can  bo p roduced  w ith  a  m odern , h igh ly  p ro d u c tiv e  
te c h n iq u e  — said K á ro ly  P e tő cz  — if  th e  view , th e  professional se lf-regard  a n d  self- 
co n tro l o f th e  p r in te rs  can  be developed  an d  s tren g th en e d . H e  stressed  th e  im p o rta n t
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m o ra l o f  th e  K n ers’ e ra : th e  r ig h t  selection  o f te ch n iq u e  to  w ork  in acco rdance  w ith  the 
m o s t a d e q u a te , econom ic a n d  a p p ro p r ia te  o rg an iza tio n  o f  p rocesses a n d  m ark e tin g .

F o llow ing  th e  le c tu re s , P á l  H árom szék i, G enera l M an ag er o f  th e  K n e r p rin tin g - 
h o u se , aw a rd ed  orders a n d  m e d a ls , th e n  a  film  w as p re se n te d  “ T he  C onfession o f  th e  
P r in te r ”  m ad e  on th e  occasion  o f  th e  cen te n a ry  a b o u t th e  p a s t  a n d  p re se n t o f  th e  fa c to ry .

O n  S eptem ber 2 5 th , n e a r  th e  f irs t  s itu a tio n  o f  th e  p rin tin g -h o u se  in  G yom aendrőd , 
P á l  G y u la v á ri , T o w n -P resid en t in  C o u n ty  B ékés, u n v e iled  Iz id o r  an d  Im re  K n e r ’s m em o
r ia l s to n e . O n th e  m o n u m e n t o f  A n d rá s  K iss N agy , sc u lp to r , Iz id o r K n e r  is seen  as th e  
p io n e e r  o f  H u n g arian  in d u s try  a n d  Im re  K n e r as th e  re fo rm e r o f  H u n g a ria n  p rin tin g  a r t .

O n  th e  sam e d a y , th e r e  to o k  p lace  th e  op en in g  o f  th e  re-o rganized  p e rm a n e n t 
e x h ib i t io n  o f  th e  K n e r P rin tin g -h o u se  M useum  w h ic h  w as se t u p  in  1970, b u t  th e n  
te m p o ra r ily  closed due to  th e  co m p le te  renova tion  o f  th e  bu ild in g . T he M useum , w hich 
is in  Im re  K n e r and h is fa m ily ’s house , (w hich w as i ts e lf  designed  by  L a jo s K o zm a  and  
b u i l t  in  1925) w as in a u g u ra te d  b y  Im re  G yőri, P re s id e n t o f  th e  N a tio n a l P u b lic  E d u c a 
tio n a l C ouncil and  a  fo rm er w o rk e r  o f  th e  p rin tin g -h o u se . Im re  G yőri, w ho w as w ork ing  
w ith  Im re  K n e r for y e a rs , co m m em o ra ted  w arm ly  th e  tr a d it io n s  o f  th e  dem o cra tic  
a tm o sp h e re  and  th e  h ig h  lev e l, professional s ta n d a rd s  w ith in  th e  fac to ry .

E x p a n d e d  press a n d  b ro a d c a s tin g  rep o rts  d rew  a t te n t io n  to  th e  p rin tin g -h o u se . 
T h re e  s ig n ifican t p u b lic a tio n s  w ere  issued on th e  c e n te n a ry : M rs. B o to n d L é v a i—G yörgy 
H a im a n ; T h e  K ner P rin tin g -h o u se  in  the L ight of its  P ub lica tions 1882-1944, V ols I - I I  
(A k a d é m ia i K iadó, B u d a p e s t, 1982); M iklós B alog  (E d .) ; W ith in  the B o undary  o f a  Cen
tu ry , T h e  H istory of the G yom a a n d  Békéscsaba F actories  (K n e r P rin tin g -h o u se , B ékés
c sa b a , 1982); M onum enta  L ite ra ru m  I - I I  — a  facsim ile  p u b lic a tio n  o f  th e  24 book le ts 
p u b lish e d  in  1921-1922 (M ag y a r H elikon  P u b lish in g  H o u se , B u d ap es t, 1982).

Ferenc Szabó

Festivities for Babits
O n 5 A ugust 1956, Gábor T o lna i pub lished  a  B a b its ’ poem  in  Szabad N é p  (F ree  

P eo p le )  w hich  s ta r te d  like  th is :  W e saw him , the A n tic h r is t rise. I t  w as an  im p o rta n t 
a n d  sy m b o lic  m om en t in  th e  p o e t’s post-life. W ith  th e  f a c t  o f  th e  p u b lic a tio n  o f  th e  
p o e m  th e  forum  p u b lish in g  i t  in d ica ted  th a t  th e  su p erv is io n  o f  th e  cu ltu ra l-p o litica l 
c o n c e p tio n  w hich excluded  M ih á ly  B ab its , Im re  M ad ách , a n d  to  a  c e rta in  degree Ján o s  
A ra n y , h a s  s ta rted , a n d  th e  p u b lic a tio n  itse lf in d ic a te d : th e  silence, w hich cen te red  
a ro u n d  B a b its ’ ch a ra c te r  s in ce  1948, w as b roken .

T h ere  w as m a in ly  a  p o li tic a l reason  for th is  silence. T he  new  social sy s tem  develop
in g  a f te r  1948, n a tu ra lly  tu r n e d  to  th e  rad ica l m o m e n ts  o f  h is to ry  w hen  i t  looked  fo r its  
m e n ta l  forerunners. I t  fe l t  t h a t  its  rea l fo rebears w ere  th o se  w ho h ad  p o in ted  a t  th e  
so c ia lis t- like  societies. T h a t  is w h y  B ohn  L ilbu rne  o f  th e  17th  c e n tu ry , J e a n  M eslier 
a n d  M orelly  o f th e  F re n c h  1 8 th  c e n tu ry  stood  in  th e  lim eligh t, w ho e ith e r a n tic ip a te d  
th e  la te r  philosophical a n d  p o litic a l deve lopm en t o r  w ere  th e  spokesm en o f  ra tio n a l 
soc ia lism  a t  th e ir age. A n d  G ab rie l M ably’s p h ilo so p h y  o f  th e  com m unist-like  society , 
a n d  R obesp ierre , T ch ern isev sk y , a n d  M aiakovsky  fro m  R u ss ia n  c u ltu ra l h is to ry , B a tsán y i, 
P e tő f i  a n d  A ttila  Jó z se f f ro m  th e  H u n g a rian  p a s t  w ere  also  in  th e  lim eligh t. I n  th e  exclu 
s io n  o f  B ab its  th ere  w as  (a p p a re n tly )  a  po litica l-p e rso n a l a sp e c t besides th e  political- 
id eo lo g ica l aspects. P eo p le  w h o  to o k  p a r t , th o u g h  n o t eq u a lly , in  th e  fo rm u la tio n  o f 
th e  cu ltu ra l-p o litica l c o n c e p tio n  a f te r  1948, observed  th e  p o s t’s ro le be tw een  th e  tw o 
w a rs  fro m  em igration . T h e  p o e t Jó zse f R évai, th e  a e s th e tic ia n  G yörgy  L u k ács, w ho
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w ere  in  a  professional connection  w ith  B a b its  a t  th e  beg inn ing  o f  th e i r  career, before 
1919, com pared  th e i r  ow n  d irec t, u n co n d itio n a l a t t i tu d e  in  th e  en d  o f  th e  1910s to  th e  
possib ilities o f  a  p e rio d  o f  th e  1930s th e y  d id  n o t know , w ith  th e  p o e t’s g estu res  w ishing/ 
w a n tin g  dem arca tio n ; a n d  fro m  th is  th e y  reach ed  th e  conclusion, re la te d  to  th e  beginning 
o f  th e  1950s, th a t  B a b its ’ tim e  has n o t a rr iv e d  y e t. I t  w as s ta te d  b y  Jó z se f  R éva i in 
f ro n t  o f  G yula Illyés.

T here w ere a lso  ae s th e tic  reasons fo r B a b its ’ neg lec t. T he re v o lu tio n a ry  changes 
o f  th e  20 th  ce n tu ry  reca lled  th e  ro m an tic  p o e t-idea l, th e  v a lid ity  o f  th e  peo p le ’s tr ibune  
a n d  p ro p h e t all o v e r th e  w orld . T he ty p ic a l m e d ita tin g  ch a ra c te r  o f  H e in e  an d  G orky, 
th e  Y esenin-like lon g in g  to  g e t off, u n c e rta in ty , a n d  u n d u la tin g  fa i th , a n d  th e  poesy 
w hich  is m ain ly  sen s itiv e  to  p r iv a te  life, rea lized  b y  A h m a to v a  w ere  p u sh ed  in to  th e  
back g ro u n d . T he u n d o u b te d ly  g rea te r p oe tic  q u a li ty  could  be rep laced  w ith  th e  reflec
tio n  o f  th e  social ch an g e  w ith o u t tran sp o sitio n . B a b its  w ith  th is  w eigh ing  m oralizing 
view  d id  n o t seem  to  m e e t th e  desirab le  p o e t- id ea l e ith e r. T his rep re fe ren ce  o f  th e  ro m an 
tic  poet-ideal in  a r t  a lso  m e a n t th e  p rio r ity  o f  experience, o r ie n ta tio n  to  th e  p resen t and 
th e  w ish  of genu ineness.

Tw o k ind o f  p o e t-id ea ls  com e u p  a g a in s t each  o th e r: P e tő f i’s ideal, w ho fulfilled 
a ll th ese  dem ands, a n d  J á n o s  A ra n y ’s ideal acco rd ing  to  w hom  th e  m a in  fea tu re  of 
g re a t  p o e try  is a  n ew  k in d  o f  co m b ina tion  o f  d e ta ils . B ab its , w ho  den ied  th e  experi
m e n ta l lyric p o e try  o f  th e  cen tu ry , a n d  w a ited  fo r new  co lour an d  m usic  fro m  th e  poems, 
w ho  d elibera te ly  d id  n o t  pub lish  an d  denied  h is ea rly  poem s, fo rm in g  S án d o r E ndrőd i 
a n d  E m il M akkai, co nsidered  A ran y ’s poem  m odel as a  s ta n d a rd .

T he p o e t’s re cep tio n , s ta r te d  in  1956, w as fu r th e rly  h indered  b y  th e  developm ent 
o f  h is to ry . A lthough  a  tw o-volum e selection  o f  h is w orks w as p u b lish ed  in  1959, and  it  
w as follow ed b y  D ezső  K e re sz tu ry ’s long s tu d y , b u t  th e  n u m b er o f  copies w hich  d id  n o t 
sa tis fy  th e  read ers’ d e m a n d ; th e  offical re ac tio n  to  th e  s tu d y , an d  a lso  to  I s tv á n  Sőtér’s 
essay , pub lished  in  th e  sam e y ea r, w hich  h a d  reserv a tio n s, led to  th e  conclusion: th e  
p o litica l and  a e s th e tic  p rob lem  w hich m ad e  th e  R enaissance  o f  B a b its  im possible, 
h a v e  n o t ceased to  e x is t  y e t.

T h a t is w hy  B a b its ’ philo logy could  n o t rea lly  blossom  till th e  m id d le  o f th e  1970s. 
W h ile  th e  poets: L a jo s  K assák , G yu la  Illyés, Á gnes N em es N ag y , F e re n c  Jankov ich , 
G y ö rg y  R á b a , S án d o r W eöres an d  o th e rs  echoed L őrinc Szabó’s w ords in  poem s (nam ely 
th a t  m ank ind  h a d  o n ly  tw e n ty  o r th i r ty  geniuses like B ab its  d u rin g  som e thousand  
y ea rs ) , th e  s tud ies  co u ld  on ly  u n d e rta k e  th e  re g is tra tio n  o f  one p a r t  o r  w ork  b u t these 
w ritin g s  — m ain ly  L ó rá n t  B asch ’s, Im re  B a ta ’s, G yörgy  B elia’s, Z o ltá n  É d e r ’s, Is tv á n  
G á l’s, L a jo s  P ó k ’s, T a m á s  U n g v á ri’s, w orks fu lfilled  v e ry  im p o rta n t fu n c tio n s. O n one 
h a n d  th e y  secured th e  co n tin u ity  o f  th e  research , one th e  o th e r  h a n d  th e y  solved a 
series o f  p a r t  p ro b lem s in  a  w ay , th a t  th e ir  re su lts  cou ld  be  ex ac tly  b u il t  in  B a b its ’ p ic tu re  
b ecom ing  m ore a n d  m o re  com plete  in  th e  syn th esis -c rea tin g  age o f  th e  recep tion , th a t  
is  th e  second h a lf  o f  th e  1970s.

T h is la s t p e rio d  o f  th e  B ab its-research , going o n  even  to d a y , w as  s ta r te d  by  four 
s tu d ie s  an d  p a r t  m o n o g rap h s: th e  w ritings o f  B é la  N ém eth  G., I s tv á n  K irá ly , G ábor 
T o ln a i an d  G yörgy R á b a ’s tw o  d isse rta tio n s (A b o u t the Se lf A ddressing  Verse-Type  and  
th e  S im ila rity , S im ilitu d e , Parable) fro m  1968, I s tv á n  K irá ly ’s a cad em ic  inaugural, 
th e  com parison  o f  one  o f  A d y ’s an d  one o f  B a b its ’ poem s in  1972, m a rk e d  th e  desirable 
d ire c tio n  o f th e  fu r th e r  resea rch  b y  th e  poetic  a n d  ideal-h isto rical a p p ro a c h  o f  th e  works, 
G áb o r T o lnai’ s tu d y , th e  D istressing Y o u rse lf ..................... from  1975, tu rn e d  th e  a tte n 
tio n  to w ard s th e  im p o rta n c e  o f  th e  m ore  tin g ed  cogn ition  o f  th e  age , tow ards the 
a u th e n tic , and  n o t exc lu d in g  in te rp re ta tio n  o f  B a b its ’ role, an d  to w a rd s  th e  necessity  
o f  th is  k ind o f  in te rp re ta tio n . G yörgy  R á b a ’s book , th e  B ea u tifu l U n fa ith fu l People
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fro m  1969 , show ed th e  v a lid ity  o f  B a b i t s ’ th eo ry  o f  poem s a n d  tran s la tio n s  could  on ly  
be  co m p o se d  b y  th e  com p ara tiv e  v iew  w hich  exam ines E u ro p e a n  p oe tic  p rac tice .

So  th e  m o s t im p o rta n t a im  a n d  c o n te n t o f th e  c e n te n n a ry  fes tiva l in  1983, w as 
th e  p o le m ic  w ith  th e  form er p ic tu re ,  a n d  th e  sum m ary  a n d  b u ild in g  ev a lu a tio n  /  ev o lu 
tio n  /  d e v e lo p m e n t fu r th e r o f  th e  re s u l ts  o f  th e  new  research  e ra . T h is  p rog ram  w as realised  
e sp ec ia lly  b y  a n  itin era ry  congress a n d  a  scien tific  session besides a ll pub lish ing  ac tiv itie s  
o f  th e  ju b i le e  y ea r: th e  p u b lic a tio n  o f  G yörgy  R á b a ’s sm all m o n o g rap h , G yörgy B e lia ’s 
bo o k  re g is tr a tin g  th e  years o f  th e  s tu d ie s , th e  collection o f  th e  m o s t im p o rta n t s tud ies  
fo llow ing  h is  career under th e  t i t l e  o f  B a b its ’ H undred Y ears, a n d  besides th e  d iffe ren t 
local p u b lic a tio n s , th e  m em oria l co p ie s  o r  papers an d  m agaz ines, a n d  com m em orations. 
T he  f i r s t  cong ress  w as organ ized  b y  th e  D e p a rtm e n t o f L in g u is tic  a n d  L ite ra ry  Sciences 
a t  th e  M T A  (H ungarian  A cad em y  o f  Sciences), th e  H u n g a r ia n  Society  o f  th e  H is to ry  
o f  L i t e r a tu r e ,  th e  na tiona l c o m m itte e  o f  T IT  (Society fo r th e  D issem ina tion  o f K n o w l
edge) a n d  i t s  organ isation  in  B a ra n y a  co u n ty , th e  C ouncil o f  B a ra n y a  C oun ty  a n d  P écs, 
th e  se c o n d  one  w as organized b y  th e  D e p a rtm e n t o f  L in g u istic  a n d  L ite ra ry  Sciences o f  
th e  M T A , th e  H ungarian  W rite rs ’ S o c ie ty , an d  th e  o rg an iza tio n  o f  th e  H u n g a rian  S ociety  
o f  th e  H is to ry  o f L ite ra tu re .

T h e  it in e ra ry  congress a n d  th e  session  had  som e com m on ch a rac te ris tic s .T h e ir  m o s t 
a p p a r e n t  fe a tu re  w as u n an im o u s o p in io n  o f lite ra ry  h is to ric ia n s’, aesthe tic ian s, p o e ts  
— o f  th e  d ra m a tis ts  ab o u t B a b its ’ v a lu es . T he form ers p lace d  B a b its  in to  a  E u ro p ean  
p ro s p e c t, p ro v e d  his im portance  b y  a e s th e tic  argum en ts, n e v e r  qualify ing  h is ca ree r in  
o p p o s itio n  to  social p rac tice , b u t  — rem ain in g  in  th e  a u th e n tic  aesth e tic  sy s tem  — 
a p p re c ia te d  h im  in the  h is to ry  o f  th e  developm ent o f H u n g a r ia n  ly ric  p o e try , besides 
th e  E u ro p e a n  one, th e  la t te r  o nes, m a n y  o f  whose, w ith  th e  b eau tifu l w ord  o f  A gnes 
N em es N a g y , stream s th a t  h ad  th e i r  sources from  a  h ill ca lled  M ihály  B ab its , d id  n o t 
o n ly  u n d e r to o k  to  confess th e  d e te rm in in g  fea tu re  o f th e  t r a d i t io n  in  poem s b u t  also  
to ld  th e i r  op in ion  b y  m ix ing  th e  m e th o d s  o f lite ra ry  science  a n d  p riv a te  confession 
d u rin g  th e  cou rse  of th e  ana ly s is o f  h is  w hole career, a  p a r t  p ro b lem , o r a  w ork.

T h e  lec tu res , w hich w ere  n o t  c u t  o ff from  polem ics, co u ld  be charac te rized  b y  
c o m p e te n c e . T he  lecturers d id  n o t  sp e a k  a b o u t th e ir  read ing -experiences, th e y  d id  n o t 
use th e  m e a n s  o f popu lariz ing  jo u rn a lism , th ey  d id  n o t m a k e  u p  theories, sep a ra ted  
fro m  th e  w o rk . T hey  did n o t a p p re c ia te  th e  poet an d  th e  ph ilo sophers im p o rta n t fo r 
h im  a n d  t h e  e ra  according to  th e  p o in t  o f  view  of th e  p re sen t. T h e y  iden tified  them selves 
w ith  G o e th e ’s th o u g h t as B é la  N é m e th  G . referred  to  i t  in  th e  p re s id en tia l fin a l speech  
o f  th e  sess io n , th e y  considered th e  m u ltip le -m ean in g  o f th e  g re a t  w orks as a  s ta r tin g  p o in t . 
T h ey  e n fo rc e d  th e  p o in t o f v iew  o f  h is to ric -q u a lity . F o r  ex am p le  th e y  exam ined  w h a t 
N ie tz sc h e  m e a n t for th e  d eb u tin g  B a b its  besides fo r th e  s t a r t  o f  G y u la  Ju h á sz  a n d  A dy , 
w h a t  t h e  s e c re t  o f his libera ting  e ffe c t w as, an d  n o t th e  fa c t how  th e  ph ilosopher’s sy s tem  
o f  th o u g h t s  w as com prom ised la te r .  S ta r tin g  from  th e  a c c e p ta n c e  o f  th e  p rin c ip le  o f  
m u ltip le -m e a n in g , and  n o t from  th e  rea liz a tio n  of th e  n o n -a e s th e tic  fac ts  w hich  leads u s 
to  c o n fu s in g , d is tu rb ing  an d  false t r a c k s ,  th e y  p u t c e rta in  p ro b lem s in to  new  connections 
a n d  d id  n o t  dea l w ith  some th a t  se e m e d  to  be  im p o rtan t, so m etim es even decisive earlier. 
F o r  e x a m p le  th e y  did n o t sp eak  a b o u t  h is  being th e  c u ra to r  o f  th e  B au m g arten -p rize , 
a b o u t  B a b i t s ’ and  A ttila  Jó z se f’s re la tio n , th e y  d id  n o t ex am in e  th e  connection  o f  th e  
H u n g a r ia n  S ov ie t R epublic  a n d  th e  p o e t  in  th e  an tin o m y  o f  accep tan ce  an d  denial, b u t  
in  th e  r e la t io n  o f th e  w hole c a ree r , in  th e  system  o f co -o rd in a tes  o f  th e  deve lo p m en t o f  
th e  p e rs o n a lity .

T h e  tw o  conferences w ere  a lso  charac te rized  by  th e  d iffe rence  o f th e  app roaches .
T h e  unchangingly  e ffec tive  q u a l i ty  o f  philological methods w as show n b y  Jó z se f  

N a g y ’s d is se r ta tio n , reg is tra tin g  B a b i t s ’ connections in  P écs , L ó rá n t K ab d eb ó ’s lec tu re ,
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A ttractions and  Choices. M ih á ly  Babits, Lőrinc Szabó, G yula Illyés, G ábo r T o ln a i’s lec tu re , 
Three M osaics to B a b its ’ Portray, an d  b y  E lő d  H a lá sz ’ lec tu re  A bout the H is to ry  of E uro 
pean  Literature. I n  th e i r  p rac tice  philo logy  w as rea l “ philo logy” , th e  o n e  A ris to tle , 
T heoph rasto s , A ris to x en o s an d  th e ir  co m pan ions considered th e ir  specia lized  b ra n c h  of 
science. T h a t is: h erm en eu tics , g lossography , b io g rap h y , and  th e  c o m b in a tio n  o f  all 
th ese  th in g s, w hich  sees th e  selected  them e in  th e  th o ro u g h  know ledge o f  th e  w hole life- 
w ork  a n d  th e  e ra . L ó rá n t K abdebó  su m m arized  th e  friendsh ip  o f B a b its  a n d  th e  tw o 
p o e ts  belonging to  th e  n e x t generation , in  h is  w o rk  (w hich perhaps w ill b e  th e  firs t 
c h a p te r  o f  a  fu tu re  book , dealing  w ith  re la tio n  h is to ry ) . W ith  the  e x a c t in te rp re ta tio n  
o f th e  fa c ts  he  p u t  th e  h is to ry  o f th e ir  m ee ting , fr ien d sh ip  (and in  L ő rinc  S z a b ó ’s case: 
p a rtin g ) in to  w ords in  a  w ay  th a t  th e  ae s th e tic , h is to rica l reasons an d  th e  re a so n  o f  th e  
h is to ry  o f  m e n ta li ty , ap p ea red  in  th e  decisions, d e te rm in in g  th e ir  re la tio n , w ith  equal 
forces. I n  h is Three M osaics  G ábor T o lnai w ro te  a b o u t M ihály B ab its  a n d  I ta ly , th e  
backg round  o f  T he B ook of Jonah , th e  h is to ry  o f  th e  orig in  o f th e  poem  s ta r t in g  in  th e  
follow ing w ay : I t  is  strange to go to the South . T he  s tu d y  w hich is an  im p o r ta n t  p a r t  o f 
th e  B ab its-ph ilo logy  an d  o f  th e  H u n g arian  — I ta l ia n  re la tio n  h is to ry , w hich  is th e  a u th o r ’s 
se lf-ch arac te risa tio n  a t  th e  sam e tim e , p e rh ap s  te lls  us th e  m ost im p o rta n t th in g s  from  
th e  p o in t o t  view o f  T h e  B ook of Jonah . B efore th is  tim e  th e  h is to ry  o f  l i te r a tu re ,  follow 
ing  G yörgy  L u k ács, considered th is  w ork  co n trad ic tio u s , opposed to  a n d  som ehow  
deny ing  th e  p o e t’s oeu v re . L a te r  he p laced i t  in to  th e  general process o f  E u ro p e a n  lite ra 
tu re , in to  th e  line w h ich  w en t on from  M arg it K a f fk a ’s p lanned  novel a b o u t  Jo sep h u s 
F lav iu s  to  T h o m as M an n ’s Jo sep h  N ovel, w h ich  tr ie d  to  grasp  th e  co m p le ten ess  o f  life 
in  th e  relig ious-h isto rica l (la te r an d  a t  o th e r a u th o rs :  th e  popular) m y th . T h in k in g  of 
th e  w ork, th e re  w as li tt le  to  p rove from  th e  p o in t o f  view of B a b its ’ c a ree r . The 
general m y th ica l in sp ira tio n  seem ed th e  m o s t p robab le . G ábor T o ln a i p re se n te d  a 
new  h is to ry  o f  o rig in  b ased  on his personal m em ories , th e  supervision o f  th e s e  m em ories, 
an d  on th e  flash in g  o f  th e  p robab le  sources. A s a  m a t te r  o f  fac t he p u t  th e  w ho le  w ork 
in to  a  li tt le  d iffe ren t c o n te x t w ith  th e  e n u m e ra tio n  o f  th e  “a d d itio n a l m a te r ia ls ” . 
T he H istory  of E uropean  Literature, th is  “ lay  h is to ry  o f  lite ra tu re ” , a s  B a b its  ca lled  h is 
w ork , ra re ly  g o t a  c o m m e n t w hich f i tte d  to  i ts  m e n ta l value earlier. T he  t i t l e  o f  G ábor 
H a lá sz ’ s tu d y , T he P ortray  of a P alate-F orm  rece iv ed  a  la te n tly  co n d em n in g  m ean ing  
in  th e  book. S peak ing  a b o u t th e  book E lőd  H a lá sz  fo u n d  an  ex trao rd in a rily  p ro d u c tiv e  
an d  exc iting  w ay  o f  ap p ro ach . H e co n fro n ted  th e  process w hich w as ex p erien ced  by  
B a b its  w ho received  l i te ra tu re  w ith  th e  c o n d itio n  w hich he as th e  w rite r  o f  th e  book 
experienced . F ro m  th e  co n fro n ta tio n  o f th e  p ro cess  an d  th e  condition , a n d  fro m  th e  
en u m era tio n  o f  th e  fa c ts  ind ica ting  co n fro n ta tio n , a  possib ility  opened  fo r  reach ing  
convincing  conclusions.

T he rep o rts  o f  P é te r  B a lassa’s B abits T h e  Autobiographer G yörgy B o d n á r ’s B ab its’ 
V iew  of L iterature, L ó rá n t K ab d eb ó ’s B ab its a n d  the Conservatives, G y ö rg y  P osz le r’s 
T he Self-P ortra it of an  A esthetic Philosopher, a n d  S id e  N otes to the Speaking  Exercisebooks 
a n d  M iklós S zabó’s B a b its ’ Conception of the N a tio n  p resen ted  an  ana ly s is o f  th e  h is to ry  
o f  ideas. F o r  exam p le  G yörgy  B o d n ár has con sid e red  th e  positiv ist c o n cep ts , ap p ea rin g  
in  P etőfi and  A ra n y , th e  T w o Vörösmartys, a n d  in  H ungarian  Literature a n d  p ro v e d  th a t  
th e  use o f these  co n cep ts  an d  im pressionist c ritic ism  arg u ed  w ith  each o th e r  (a li t t le  b it, 
an d  fina lly  he p ro v ed  how  th e  p oe t found  h is  m e th o d  “ th e  selective p o s itiv ism ” , he 
believed  to  be valid  in  h is  y o u th  in genetic p rin c ip le  (used w ith  reservations). B u t  betw een 
th e  tw o  w are — G yö rg y  B o d n á r p roved  — th e  m e th o d  o f  h is to ry  o f  ideas d id  n o t  seem  
to  ex is t w ith o u t p ro b lem s. O n one h an d  th e  p o e t sy m p a th ized  w ith  its  su m m a riz in g  d e 
m an d , in te llec tua lism , h is to rica l p o in t o f view , o n  th e  o th e r  hand he w a tc h e d  care fu lly  
its  p robab le  se p a ra tio n  fro m  th e  fac ts. To re lease  h is doub le  foar, he tu rn e d  b a c k  to  th e
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w orks a n d  to  th e ir  analyses. M iklós Szabó also u n d e rto o k  th e  jo b  o f su rvey ing  th e  w hole 
c a re e r f r o m  th e  p o in t o f  v iew  o f  h is to ry  o f ideas. T he  in te p re ta t io n  o f th e  n a tio n , w h ich  
he  d e a l t  w ith  w as a lw ays one o f  th e  cen tra l ca tego ries  o f  H u n g a rian  pub lic  th in k in g : 
th e  a u th o r  d e a lt w ith  th e  c h a ra c te r is tic  fea tu res w h ich  m a d e  B ab its ’ ideas to  a p p ro a c h  
th e  c iv il rad ica ls , an d  th o se  ones, w h ich  m ade h im  a lie n a te d  fro m  them .

H e  show ed  v e ry  in te re s tin g ly  how  “ n o n -a c tiv ity ”  g o t  d iffe ren t ev a lu a tio n  in  th e  
s tu d ie s  o f  th e  1910s a n d  1938 — 1939. L ó rán t K a b d e b ó , P é te r  B alassa, an d  G y ö rg y  
P o sz le r seem ed  to  s tick  to  a n  e ra . L ó rá n t K ab d eb ó  s t ic k e d  to  th e  period  a f te r  1919, 
ta k in g  th e  ch ang ing  re la tio n  sy s te m s  o f B ab its , G y u la  S zek fű , an d  th e  H u n g a ria n  c o n 
se rv a tis m  in to  considera tion , P é te r  B a lassa  sticked  to  th e  la te r  au tob iograph ies (co llec t
ing  th e i r  in te rn a l an d  po e tic  ch a rac te ris tic s , m e ta p h o rs ) , G yö rgy  Poszler — acco rd in g  
to  th e  t i t l e  o f  h is s tu d y  — d e a lt  w ith  th e  la s t period , w ith  th e  h is to ry  o f th e  m a n  s tru g g lin g  
w ith  c a n c e r  o f  th e  la ry n x , th e  p o e t  w riting  The B ook  o f jJ o n a h  B ab its  tra n s la tin g  th e  
O id ipos d ra m a , w ith  th e  c o n fro n ta tio n  o f th e  c lear f a i th  o f  A u g u stu s and  th e  c lea r d o u b t 
o f  A n a to le  F ran ce . B u t a ll th e  th r e e  au th o rs  d ea lt w ith  a n  in d iv id u a l aspect o f  th e  h is to ry  
o f  id e a s  o f  th e  w hole ca ree r ( a t  le a s t w ith  references).

S e v e ra l v a ria tio n  o f  a n a lys in g  a work were rea lized  a t  th e  conferences. I n  th e  cou rse  
o f  A n ta l  W é b e r’s analysis th e  lev e ls  o f  m eaning  o f  S o n s  o f D eath  blossom ed o u t in  a  new  
w ay , m a in ly  b y  th e  tin g ed  in te rp re ta tio n  o f N elli’s  ro le . I n  L ászló  R ó n ay ’s le c tu re  a b o u t 
th e  S to rk -C a lip h  th e  q u a li ty  o f  B erg so n ’s and  F re u d ’s in sp ira tio n , th e  foreshadow ing  o f  
J a s p e r s ’ id ea , th e  m eetin g  o f  th e  th o u g h ts  o f th e  n o v e l a p p e a rin g  in  th e  poem s a s  w ell 
g o t a  g re a te r  stress. D u rin g  th e  an a ly s is  o f  th e  S ix -A c re s  of R ose Carden Z suzsa V áró czy  
a s s e r te d  th e  new  m eth o d s o f  an a ly s in g  a  sh o rt s to ry , sh o w in g  th e  system  o f  re fe ren ces in  
th e  w o rk .

K á lm á n  P á lm a i looked  fo r th e  m otives o f  th e  O ld G ipsy  in  th e  o th e r  p a r t s  o f  
B a b it s ’ p o e try , and  se t th e  w ho le  poem  in to  th e  h is to ry  o f  th e  developm ent o f  H u n g a r ia n  
l i te r a tu r e ,  n o t  b y  th e  h e lp  o f  th e  p o e t b u t by  B e rz se n y i’s a n d  V örösm arty ’s a llu sions. 
I n  th e  an a ly s is  o f Green, R ed , Yellow , B row n  L ász ló  B á rd o s  decided for th e  o p p o site  
d ire c tio n . U tiliz in g  th e  ev idences o f  o th e r w orks m a in ly  im plic itly , he u n covered  th e  
f a c t  o f  o n to log ica l search  rea lized  in  th e  poem  w ith  a n  im p o sin g  ce rta in ty  using  a  c o m 
p re h e n s iv e  app ro ach  w hich  h a s  sev e ra l p o in ts  o f view .

T h e  exposition  o f  one o r  o th e r  m inor d e ta ils  a lso  seem ed  to  be very  p ro d u c tiv e . 
G. F . C u sh in g  an d  Z sigm ond R ito ó k  in te rp re ted  th e  ro le  o f  an tiq u e  trad itio n s  in  B a b it s ’ 
c a re e r . T h e  professor o f  th e  U n iv e rs ity  o f L ondon  p ro v e d  w ith  a  rich  an d  fa sc in a tin g  
a rg u m e n ta t io n  how  th e  p o e t, w ho  w an ted  to  d e p a r t  f ro m  th e  p o e try  o f ex p erien ces 
f lu o r is h in g  a t  th e  beg inn ing  o f  th e  cen tu ry , found  th e  poem -ideal, au th en tic  fo r h im  in  
V ic to r ia n  E n g lish  p o e try , a n d  t h a t  how  he go t in to  to u c h  w ith  G reek lyric in  th e  r e 
f r a c tio n s  o f  th is  poe try . A n a ly s in g  th e  Odysseus and  the S ir e n s , ou tlin ing  th e  tw o  possib le  
w a y s  o f  in te rp re tin g  th e  a n c ie n t tim es , Zsigm ond R ito ó k  g av e  reasons for th e  fa c t , w h y  
B a b its  d id  n o t s ta r t  fro m  th e  d e ta iled , s ta tic  e x p la n a tio n  o f  th e  an c ien t tim es  a s  th e  
G e rm a n  classica l ph ilo logy  su g g ested , w hy  he tr ie d  h is  ow n  in te rp re ta tio n  fo llow ing  
N ie tz sc h e , B ergson, F re u d . L ász ló  L a to r ’s and  B a lázs L e n g y e l’s undertak ings w ere  a lso  
p ro d u c t iv e  “ d e ta ils” , a s  th e y  in te rp re te d  th e  ro le o f  “ m a te r ia l” in  B a b its ’ poem s, r e 
s p e c tiv e ly  th e y  d ea lt w ith  th e  q u es tio n  o f sense a n d  in tu it io n .

T h e  lec tu res on  th e  i t in e r a ry  congress and  on  th e  session  show ed th e  im p o rta n c e  o f  
som e o f  th e  w orks m ore e m p h a tic a lly . B ased on  w h a t  w e  h ea rd , we can  see la te  a u to 
b io g ra p h ic  w ritings. T he S i x  A cres of Rose Garden, T h e  B ook of Jonah  a n d  Laodam eia  
in  d if f e re n t  d im ensions. T he  d ev e lo p m en t o f m ean in g  o f  th e  tw o  la t te r  ones seem s to  be  
e sp ec ia lly  im p o rta n t. T he d ev e lo p m en t o f m ean ing  in  T h e  B ook of Jonah  seem s to  be 
im p o r ta n t  because th e  m ean in g  — sum m arizing  fu n c tio n  o f  th e  w ork, beyond  in te rp re ta -
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t io n  o f th e  p o e t’s ro le o n ly  becam e rea lly  a u th e n tic  in  th e  sy s tem  o f th o u g h ts  expounded  
b y  G yörgy Poszler, a n d  th a t  o f  Laodam eia  seem s to  be im p o rta n t because  i t  show ed th a t  
th e  w orks a re  o f  th e  sam e value  in  B a b its ’ ca reer. Laodam eia  w as o n ly  e v a lu a te d  from  
th e  p o in t o f view  o f  e x te rn a l fo rm  b y  th e  co n tem p o ra rie s  an d  th e  fo llow ing generations. 
M enyhért L engyel co u ld  also  realize on ly  a f te r  severa l read ings th a t  th e  w ork  is an 
“ excellen t tra g e d y ” , th e  nob le  sim plic ity  o f  w h ich  is n o t stressed  b u t  h id d e n  b y  th e  lin 
gu is tic  fo rm ation . M iklós H u b a y  show ed o u t in te i'esting ly  th a t  B ab its  a s  a  m a t te r  o f  fact, 
w a n te d  to  be a  d ra m a tis t.  H e  co llected  d ra m a tu rg ic  acq u irem en ts  a s  a  u n iv e rs ity  s tu d en t, 
he  experienced th e  ca ta ly z in g  elem en ts o f d ra m a e  s tab lish ing  con flic ts  in  ly r ic  p o e try , he 
w as n o t on ly  able to  w ak e  u p  th e  feeling o f  tra g e d y , b u t  to  m ake th e m  m o v e  in  h is works. 
B ecause  he h ad  tra g ic  v ision, a s  he saw  e v e ry th in g  in  u n ity , — as G áb o r D evecseri told.

The su m m ariz ing  lec tu res  o f th e  congresses expressed new  p o in ts  o f  view s valid 
fo r th e  w hole career. B é la  N ém eth  G., speak in g  a b o u t B ab its ’ lyric p o e try , confron ted  
tw o  a rtis tic  app ro ach es o f  th e  p as t.

O ne o f th e m  com es fro m  th e  w orld  o f  m o th e r  tongue, he fe lt th e  ro les  o f  “ n a tu ra l 
g en iu s” , th e  “ ta le n t” an d  th e  “ p ro p h e t” , th e  p o e t-idea l im bibed in to  H u n g a ry  society 
w ere im p o rta n t, th e  o th e r  one fe lt th a t  w h a t is rea lly  im p o rta n t is m issing  from  the 
H u n g a rian  p o e try : th e  m a s te r  p o e t, th e  d o c tu s  need , th e  p oe tic  p rac tise , w h ich  could 
receive a  w ider sp e c tru m  from  th e  p a s t, se lec ting  th e  social an d  l i te r a ry  spheres. In  
B ab its , w ho w as co n n ec ted  to  th e  p a s t w ith  severa l s trings (accord ing  to  h is a rtis tic  
app roach ) w e can  h o n o u r th e  lib era to r, w ith  th e  c rea tiv e  recep tio n  o f  w hom  w e can 
estab lish  ex ac tly  th e  new  id en tif ica tio n . D ezső K e re sz tu ry  w ro te  a b o u t th e  p o e t who 
consum m ated  th e  ro les. T he ro le in  its  in te rp re ta tio n  is n o t false, b u t  i t  is som eth ing  
w hich  em phasizes, u n if ie s  an d  m akes th in g s  m ore  precise. B ab its  rea lized  th re e  m ain  
ro les: th e  roles o f  th e  m as te r, th e  p ro p h e tic  a n d  o f  th e  w hole p e rso n a lity . A gnes N em es 
N ag y  m arked  th e  “ ex perience  o f h e ig h t” a s  th e  essence o f B a b its ’ p o e try , I s tv á n  Sőtér, 
speak ing  a b o u t th e  novels, in te rp re ted  a n d  p ro v ed  th a t  p o e try  a n d  p ro se  suppose, 
com plem en t, an d  ex p la in  each  o th e r. G yörgy  R á b a  ad ju s ted  B a b its ’ p o e try  f i r s t  in to  the 
H u n g a rian , an d  th e n  in to  th e  w orld ’s ly ric  p o e try  o f  th e  20th  cen tu ry .

Speaking a b o u t hom e p o e try  he  p ro v ed  th e  especially  im p o r ta n t in cen tiv e  — 
lib e ra tin g  effect o f  th is  p o e try  a n d  in  h is com parison  to  th e  ly ric  p o e try  o f  th e  world 
he  spoke a b o u t o f  th e  connec tion  o f  th e  f i r s t  poem s w ith  th e  la s t w ave  o f  sym bolism  in 
d e ta ils , an d  he d e ta ile d  th e  expression ist o rg an iza tio n  o f  th e  poem s o f  th e  e ra  before 
th e  w ar, and  th e  m ix in g  o f  th e  film -like v ision  a n d  th e  rea listic  de ta ils  a f te r  1920. B ab its ’ 
im p o rtan ce  in  w orld  li te ra tu re  is show n b y  th e  nam es m en tioned  in  c o n n ec tio n  w ith  the 
p o e t: B audelaire , P o e , R ilk e , Superville , th e  B row ning-couple , S w in b u rn e , P irandello , 
W ilde , T hackeray , P ro u s t, E lio t.

O f course th e  le c tu re s  d id  n o t on ly  a rg u e  w ith  th e  earlie r B a b its ’ p ic tu re , b u t also 
w ith  each o th e r. T h ere  w as a  litt le  d ifference in  th e  e s tim a tio n  o f  th e  nove ls , in  th e  in te r
p re ta tio n  o f  th e  ap p e a ra n c e  o r lack  o f H usserl, H eidegger, an d  e x is ten tia lism , an d  con
cern ing  th e  lim its o f  th e  value- and  im portance-deve lop ing  effect o f  th e  reference-system , 
ap p ea rin g  in  th e  w orks. A nd  one o f th e  possib le  p rog ram s o f  th e  fu tu re  resea rch  was 
u n d o u b ted ly  o u tlin ed . T he  lec tu res  in sp ired  t h a t  w e h ave  to  fin d  th e  e x a c t  connection  
be tw een  th e  ph ilosoph ical, po litica l, h is to rica l th o u g h ts , pub lic  th in k in g  a f te r  1920 and 
th e  career. W e h ave  to  c la rify  th e  co n nec tion -system  w hich fastened  N y u g a t  ( th e  West) 
a n d  B ab its  to  th e  e ra  a f te r  1920 to  describe th e  fa c t L ó rá n t K ab d ed ó  re fe rred  to , how  the 
im p o rtan ce  o f  th e  p e riod ica l increased  a f te r  1933, how  B ab its  perfo rm ed  th e  role o f the 
n a tio n a l poet, w hich G y u la  Illy és  m ade h im  aw are  of, how , th is  s ta tu s  c h an g ed , how  m uch 
th is  responsib ility  loaded-fo rm ed  h im ; th e  resp o n sib ility  w hich is due  to  th e  H u n g arian  
p o e ts  since P e tő fi. L a;oa Sipos
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Publications About the Hundred Years Old Kner Press

T he ev en ts  in  th e  a u tu m n  o f  1982 are  
o u ts ta n d in g  in  th e  h is to ry  o f  books and  
p rin tin g . The fr ien d s  o f  b eau tifu l books 
ce leb ra ted  an  a n n iv e rsa ry : th e  cen ten a ry  
o f  th e  fo u n d a tio n  o f  th e  K n e r  P ress.

T he  recen t h is to ry  o f  H u n g a rian  book 
p rin tin g  w hich goes b ack  to  a  tra d itio n  of 
600 y ea rs  c an n o t be  im ag ined  w ith o u t 
in fo rm atio n  a b o u t th e  a c tiv ity  o f  th e  K n er 
P ress . T he founder o f  th e  P ress  ce leb ra ting  
its  h u n d red  y ea rs  a n n iv e rsa ry  w as Is ido r 
K n e r  (1860-1936) w ho  w ro te  a b o u t th e  
f i r s t  y ea rs  as fo llow s: “ In  J u n e , 1882 I  
— as an  a m a te u r  w ith o u t m oney , skill and  
experience  — es tab lish ed  a  p ress a t  a  
p lace  w here th is  p ro fession  n o t on ly  failed 
to  p roduce  an y  illu sions fo r th e  fu tu re  b u t 
d id  n o t even  ra ise  h o p e  fo r a  liv in g ” .

T he  ow ner, Iz id o r  K n e r, cam e from  a 
fam ily  th a t  h a d  b een  connected  w ith  
books fo r a  re m a rk a b ly  long  tim e  as bo th  
h is  fa th e r  an d  g ra n d fa th e r  w ere book 
b inders . A t th a t  tim e  w hen  Iz id o r K n e r 
estab lished  h is t f i r s t  w orkshop  in  a  so u thern  
co rn e r o f  th e  G re a t H u n g a ria n  P la in  he 
h a d  a lread y  been  tra in e d  in  bookbind ing , 
p r in tin g  and  ty p e s e tt in g  th o u g h  he  w as 
o n ly  litt le  m ore th a n  22 y ea rs  old. W ith  th e  
p rim itiv e  w orkshop  a n d  a  beg in n er’s skill 
he h a d  to  strugg le  h a rd  to  reach  th e  s ta tu s  
o f  one o f  th e  m o s t im p o r ta n t p rin tin g  and  
p u b lish ing  houses in  th e  c o u n try  from  a  
p ress  founded as th e  te n th  in  th e  co u n try  
a n d  i t  w as th e  la s t  one in  ran k , too . The 
e s tab lish m en t o f  th e  p u b lish ing  house 
w as th e  re su lt o f  a  p r im a ry  econom ic 
p ressu re . Iz id o r K n e r  soon  rea lized  th a t  in 
th e  s tro n g  concurrence  o f  p resses he  could 
n o t  m ake  an  econom ic basis fo r recovery  
because  o f  th e  low  d em an d s  o f  th e  c u s to 
m ers. In d e p e n d e n t p u b lish in g  p rooved  
to  be th e  only  w a y  o u t. T he K n e r P ress 
w e n t to  m ee t th e  c u s to m e r an d  its  f irs t  
s te p  w as m ak ing  a  h a rm o n y  betw een  th e  
p r in te d  m a te ria l n eed ed  in  pub lic  ad m in 
is tra tio n  an d  th e  su p p ly  p roduced  by  th e

p ress . T he  official p r in ts  w ere  follow ed by  
in v i ta t io n  card s and  s im ila r sh o r te r  m a te 
ria ls  w h ich  d em o n s tra ted  a  keen  aes th e tic  
sense . T he n e x t s tep  w as th e  p u b lish in g  o f 
c a le n d a rs  an d  a lm anacs. U n fo rtu n a te ly , 
w e k now  th e  f irs t books pu b lish ed  b y  K n e r 
o n ly  fro m  th e ir  ty p o g rap h ic  descrip tion , 
n o  sam p les o f th em  su rv iv ed . D u rin g  th e  
f i r s t  e ig h t y ea rs  o f  th e  p ress u n ti l  1890, 24 
b o o k s  w ere p rin ted  in  G y o m a a n d  th e  
m a jo r  p a r t  o f  th em  w ere relig ious p u b li
c a tio n s . A n o th e r g ro u p  o f  th e  w orks 
in c lu d ed  school books an d  p u b lic a tio n s  in 
school- a n d  local h is to ry . P u b lish in g  
fic tio n  appeared  on ly  sp o rad ica lly  un til 
th e  c e n tu ry  tu rn  an d  th e y  se rv ed  only  
local in te re s t. T he f i r s t  book  h av in g  an 
im p o rta n c e  in  th e  h is to ry  o f  li te ra tu re  w as 
th e  vo lum e o f  Z oltán  T h u ry , a n  o u ts ta n d in g  
sh o r ts to ry  w rite r  a t  th e  end  o f  th e  c e n tu ry , 
p u b lish ed  in  1901. W ith o u t go ing  in to  
d e ta ils  o f  pub lish ing  b y  th e  K n e r  P re ss  we 
h a v e  to  m en tion  som e ex cep tio n a l p u b li
c a tio n s  from  those y ears , to o . H u n g a rian  
re a d e rs  p a id  a tte n tio n  to  th e  new  tre n d s  
in  l i te ra tu re  w hich is p ro v e d  b y  th e  
p u b lic a tio n  o f  one o f  G ork i’s w orks in  1902 
a n d  tw o  antolog ies ed ite d  b y  Iz id o r 
K n e r :  H ungarian  Short S tories  (1901) and  
S p ik e s  an d  Sheaves (1902) w h ich  a lread y  
c e le b ra te d  th e  20th a n n iv e rsa ry  o f  th e  
e s ta b lish m e n t o f  th e  press. Iz id o r  K n e r 
w o rk ed  n o t on ly  in  th e  p ra c tic a l fie lds o f 
p u b lish in g  b u t published  h is professional 
ex periences as essays in  period ica ls a s  well 
a s  h is  jokes an d  anecdo tes in  com ic p apers  
like th e  Borsszem  Ja n kó . T hen  th e  p u b 
lish e r’s in te re s t tu rn ed  to w ard s  w orks by  
y o u n g , m odern  au th o rs  a n d  th e  il lu s tra 
tio n s  a n d  decorations b y  m o d ern  H u n g a r
ian  g ra p h ic  a r tis ts . A t th a t  tim e , Im re  
K n e r  (1890-1944), son o f  Iz id o r K n e r  and  
also  th e  techn ica l m an ag e r o f  th e  press 
since 1907, h as  a lread y  co llab o ra ted  in 
h is f a th e r ’s en te rp rise  jo in ing  th e  pub lish ing  
b usiness in  1911. The young  Im re  K n e r  soon
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b e g a n  to  p u b lish  technical a r tic le s  a n d  he 
s u m m a r iz e d  th e  resu lts o f h is p u b lish in g  
a c t iv i t y  in  1919 as follows: “ W e  w a n t 
se r io u sn e s s  a lso  in  th e  ap p ea ran ce  so  th a t  
th e  r e la t iv e ly  cheap  books w h ich  h a v e  a  
w id e  c ir c u la t io n  and  th u s  a  la rg e  au d ien ce  
f ro m  th e  d if fe re n t s tra ta  o f  so c ie ty  could  
a lso  s a t is f y  h ig h er a rtis tic  d e m a n d s  b y  th e  
n a tu r a l  a n d  p la in  facilities o f  p r in tin g  
te c h n iq u e s .”  A fte r th e  sh o r t- liv e d  H u n 
g a r ia n  S o v ie t R epublic an d  th e  tra g ic  
e v e n ts  t h a t  follow ed fa th e r a n d  so n  could  
r e tu r n  to  th e i r  p rin ting  a c tiv itie s  o n ly  in  
1920. B u t  th e  period betw een  1920 a n d  
1944 b e c a m e  one o f th e  m o s t im p o r ta n t  
a n d  in te re s t in g  eras n o t on ly  in  th e  h is to ry  
o f  th e  K n e r  P ublish ing  H ouse b u t  a lso  in  
th e  h is to r y  o f  20th ce n tu ry  H u n g a r ia n  
p u b lis h in g  a n d  p rin ting .

T h is  e r a  is characterized  b y  th e  co llab o 
r a t io n  o f  Im re  K ner, L ajos K o z m a  (1884- 
1948) a n d  G yörgy K irá ly  (1887—1922). 
L a jo s  K o z m a , a  graphic a r t is t  a n d  il lu s tra 
to r  g o t  a c q u ia n te d  w ith  Im re  K n e r  in  th e  
c lu b  c a lle d  “ S unday  C ircle” w h ich  b ro u g h t 
to g e th e r  th e  progressive s t r a tu m  o f  th e  
H u n g a r ia n  in telligen tsia . G y ö rg y  K irá ly , 
l i te r a r y  h is to rian , b y  his k now ledge  in  
v a r io u s  f ie ld s  and  expertise in  p u b lish in g  
h e lp e d  to  rea lize  valuable series o f  books 
a s  th e  l i te r a ry  advisor o f  th e  p u b lish in g  
o ffice . T h e  m o s t im p o rtan t p u b lic a tio n s  in  
th is  p e r io d  a re  th e  so-called T hree  Lace- 
B o o k  (H á ro m  csepke könyv), th e  K n e r  
C lass ics  in  12 volum es an d  th e  24 bo o k le ts  
o f  th e  M o n u m en ta  L iterarum . T h e  la t te r  
c o n ta in e d  sh o r te r , long-fo rgo tten  o r  little -  
a p p re c ia te d  m asterpieces fro m  H u n g a r ia n  
a n d  w o rld  lite ra tu re  i l lu s tra te d  w ith  
a r t i s t ic  d raw in g s . The com ple te  facsim ile  
issue  o f  th e  M onum enta  L itera ru m  a p p e a r 
ed  fo r  th e  cen ten ary  o f  th e  p re s s  a s  a 
r e s u l t  o f  th e  generous a c tiv ity  o f  M agvető  
P u b lis h in g  H ouse to  th e  t r u e  d e lig h t o f 
th e  f r ie n d s  o f  a ttra c tiv e  books.

T h e  s u m m a ry  o f the  a r t is t ic  e ffo rts  o f 
th e  p e r io d  is g iven in  th e  A lm an ac  o f  1922 
u n d e r  th e  t i tle  Our E ffo rts  b y  G yörgy  
K irá ly ,  L a jo s  K ozm a an d  I m re  K n e r. 
T h e  q u o ta t io n  of a  sen tence  f ro m  each 
e ssa y  c h a rac te riz e s  th is  co llec tiv e  w ork . 
G y ö rg y  K irá ly : “A ll v a lu ab le  w o rk s  o f 
a n c ie n t  li te ra tu re  should be fo u n d , d iscov 
e re d  to  m a in ta in  th e  co n n ec tio n  be tw een  
p a s t  a n d  p re se n t and  m ake peop le  conscious 
o f  i t  fo r  e v e r  and  also to  g ive im p e tu s  to  
p r e s e n t  a c tiv it ie s .” L ajos K o z m a  w ro te : 
“ I t  is  o u r  tu r n  w ho w an t n o t o n ly  th e  new  
b u t  a lso  th e  solu tion  o f  th e  p ro b le m  to  p u t  
th e  a r t i s t  b ack  in to  his rea l p la c e , to  th e  
w o rk s h o p ” . Im re  K n er w ro te  th e  follow 
in g : “ W e  h a v e  to  find  th e  w ay  in  w h ich  th e  
b o o k  w ill n o t be a  piece o f  f in e  w o rk 

m an sh ip  fo r th e  p leasu re  o f  th e  eyes, a n  
aim less fan cy  a rtic le , b u t an  a p p ro p r ia te  
co v er o f  i ts  c o n te n ts .”

B u t th e  p ress-experim en t m a rk e d  b y  
th e  n am es K n e r—K irá ly —K o zm a  h as 
ga ined  i ts  re a l im portance  o n ly  to d a y , 
th e n  i t  w as a  m ere  econom ic fa ilu re . T h is  
fa ilu re  h a d  decisive consequences in  tw o  
fie lds: in d ep en d e n t pub lish ing  w as to  be 
g iven  u p  a n d  in  book-design th e y  b eg an  
to  follow  1 8 -1 9 th  c e n tu ry  p u r i ta n  s im p li
c ity , th u s  rea liz ing  th e  boo k -id ea l o f  
C lassicism  in s tead  o f  th e  B aro q u e-lik e  
deco ra tio n s app lied  b y  L ajo s K o zm a . 
O ne o f  i ts  p rac tic a l signs w as t h a t  Im re  
K n e r re tu rn e d  to  th e  earlie r, a lre a d y  
know n B o d o n i-le tte rs  an d  fo llow ing th e  
le t te r - ty p e s  o f  th is  g re a t re p re se n ta tiv e  o f  
C lassicism  he  realized  th e  sim ple h a rm o n y  
o f  design  a n d  lu c id ity  in  his p u b lica tio n s . 
B u t th ese  ed itio n s w ere n o t m ad e  fo r t  th e  
p u b lic  a t  la rge  b u t  b y  o rder, th e y  w ere 
m a in ly  th e  p ub lica tions o f  th e  H u n g a r ia n  
B ib liophile  Society . A n o u ts ta n d in g  p u b 
lica tio n  o f  th e  in dependen t K n e r  P re ss  
w as th e  G oethe-A nto logy  in  3 vo lum es 
issued in  1932 for th e  h u n d re d ’s a n n i
v e rsa ry  o f  G o eth e’s d ea th .

Im re  K n e r, how ever, d id  n o t g iv e  up  
p u b lish in g  h is professional a rtic le s  w h ich  
h ad  s ta r te d  in  h is y o u th . H e w as n o t  on ly  
a  m a s te r  o f  b ookp rin ting , a n  a r t i s t  o f  
book-design  b u t  also a n  e x p e rt o f  th e  
th e o ry  a n d  p rac tic e  o f  p u b lish in g  w ho 
w ro te  h is n am e in to  th e  h is to ry  o f  H u n 
g a ria n  pub lish ing . A m ong h is e a rly  p u b li
ca tio n s  A  B ook A bout The Book  fro m  1912 
an d  T he A r t  of the B ook , h is  b ro a d c a s ts  
fro m  1940 could  deserve a t te n tio n . H is 
p o s th u m u s  essay  (also en titled  T h e  A r t  of 
the Book) pub lished  in  1972 a n d  a  b ib li
ophile  issue o f  th e  series B ib lio th eca  
B ekesiensis: Im re  K n er’s Thoughts about 
L ife , L iterature and  the A r t of B ookm aking  
(1970) a re  ava ilab le  even  to d a y  a lth o u g h  
i t  is a  b it  d iff icu lt to  g e t th em . F in a lly , 
w e h av e  to  m en tion  a  collection  e n ti tle d  
T he M a ster  of the Book  th a t  inc ludes Im re  
K n e r ’s co rrespondence w ith  c o n te m p o ra ry  
p o e ts , w rite rs , a r t is ts  and  sc ien tis ts . T he 
sign ificance o f  th e  book does n o t  lie on ly  
in  th e  fa c t  th a t  i t  gives a  ta s te  o f  Im re  
K n e r ’s connections w ith  th e  m a s te rs  o f  
th e  H u n g a ria n  lite ra ry  life, i t  is a lso  th e  
ju s tif ic a tio n  o f  th e  a rtis tic  va lues b y  th e  
m o s t p e rso n a l m an ifesta tions o f  a  rich  
career.

F lip p in g  th ro u g h  th e  pages a  re p re se n 
ta t iv e  lis t o f  n am es com es to  lig h t w hich  
inc ludes a lm o s t a ll ac tive  p e rso n a litie s  o f 
th e  H u n g a rian  lite ra ry  scene b e tw een  th e  
tw o  W orld  W ars : poets an d  w rite rs  su ch  as 
L ő rin c  Szabó , Zsigm ond M óricz, D ezső
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Szabó, M ilán F ü s t , P é te r  V eres; li te ra ry  
h is to ria n s  like G yu la  F ö ldesy , L ajos F ü lep , 
Jó z se f  F itz , G yu la  O rtu ta y , G ábor T olnai; 
com posers a s  B é la  B a r tó k  an d  Z o ltán  
K o d á ly . A nd  th is  volum e is o n ly  an  
ex am p le  fro m  th e  v e ry  rich  correspondence 
th e  g re a te r  p a r t  o f  w hich is still unpub lished  
b u t  h id in g  in  a rch ives i t  is w aitin g  to  be 
d iscovered . T he lo t o f  Im re  K n e r reach ing  
th e  ze n ith  o f  h is c a ree r is one o f th e  b ig  
tra g e d ie s  o f  H u n g a ria n  bo o k -p rin tin g  an d  
th e  a r t  o f  th e  book. A  ca ree r r ich  in  
a c h ie v em en ts  a n d  p rom ising  m uch  w as 
b ro k en  f i r s t  on ly  b y  th e  d isc rim ina tion  
law s, th e n  b y  physica l sufferings an d  th e  
fin a l tra g e d y  in  1944. In  h is le t te r  to  
L ő rinc  Szabó from  1941 he  a lread y  fo re 
ca s ts  th e  b itte rn e ss  an d  th e  loss th a t  is to  
follow  in  th e  in te llec tu a l life o f  H u n g a ry  
w ith  h is  d isap p ea ran ce : “ I  feel a t  a lm o s t 
each  le t te r  o f  m ine th a t  “ m o ritu ru s  te  
s a lu ta t” , an d  I  also  h av e  a  sligh t feeling 
th a t  m y  an n ih ila tio n  w ould  be v e ry  
un reaso n ab le , th a t  I  s til l could  serve th e  
H u n g a ria n  cause, how ever, fa in t is th e  
echo o f  w h a t I  h av e  d o n e .”  T he re -o rg an i
za tio n  o f  th e  K n e r  P ress  a f te r  th e  L ib e ra 
tio n  in  1945 is a lre ad y  a  new  c h a p te r  an d  
n o t a n  easy  period  e ith e r, b u t  w ith  an  ev er 
s tro n g e r b e lie f th a t  i t  should  be w o rth y  to  
im p ro v e  th e  K n er-in itia tio n s  an d  to  ap p ly  
th e  tr a d it io n s  an d  m odern  facilities.

C herish ing  th e  m em ory  o f  Iz id o r an d  
Im re  K n e r  an d  th e  m a in ten an ce  o f  th e  
K n e r- tra d it io n  w as rep resen ted  in  th e  
ce leb ra tio n s  a t  th e  h u n d red  y ea rs  a n n iv e r
sa ry  o f th e  es tab lish m en t o f th e  P ress.

A m ong  th e  festiva l ev en ts  th e re  w ere 
sessions a t  th e  H u n g a rian  A cadem y o f  
Sciences a n d  a t  th e  sea t o f  th e  P ress, 
a t  G y om aend rőd . B u t beside th e  lec tu res , 
re-co llec tions an d  in au g u ra tio n  o f a  m em o 
ria l s to n e  ( th e  w ork  o f A n d rás  K iss N agy) 
th e  m o s t a p p ro p r ia te  ce leb ra tion  w as th e  
book itse lf: fo r th e  excep tiona l occasion 
books w ere p u b lished , w hich beside being  
su itab le , due  com m em ora tions, can  se t 
ex am p les  fo r th e  research  in  h is to ry  o f 
p r in tin g .

T he book  en titled  On the Border o f a 
C entury  is th e  w ork  b y  th re e  au th o rs  and  
w as p u b lish ed  as  a  special p u b lica tio n  o f 
th e  K n e r  P ress . T he New  A u ro ra  W orkshop  
w hich  h a s  a n  increasing ly  im p o rta n t role 
in  th e  sp ir itu a l life o f  th e  so u th e rn  p a r t  
o f  th e  H u n g a ria n  P la in  also h a d  an  ac tiv e  
p a r t  in  its  com pletion  a t  B ékéscsaba. 
T he t i t le  o f  th e  volum e refers to  th e  w ork  
o f  Iz id o r  K n e r  w ho w ro te  h is book O n the 
Border of H a lf a  C entury  a t  th e  50 th  
a n n iv e rsa ry  o f  th e  fo u n d a tio n  o f  th e  press. 
T he a u th o rs  o f  th e  p re se n t book, Jó z se f 
M ala ty in szk i, K á ro ly  P e tőcz  and  F eren c

S zabó  w ro te  th e  h is to ry  o f  th e  B ékéscsaba  
a n d  G yom a w orkshops o f  th e  K n e r  P ress 
s ta r t in g  w ith  its  e s tab lish m en t a n d  fin ish ing  
w ith  a n  in fo rm ation  a b o u t i t s  p re se n t-d a y  
o u tp u t .  T he ir w ork is b ased  on  a  rich  
a rch iv e  m a te ria l as well a s  th e i r  experience 
in  re la tin g  th e  changes in  in s ti tu t io n  and 
te ch n o lo g y  and  in  th e  a lte rn a t iv e s  o f  its 
ro le  in  th e  H u n g arian  p r in tin g  in d u s try . 
N o t on ly  skill b u t also a  c re a tiv e  resp o n sib il
i ty  fo r th e  press a re  r a d ia tin g  fro m  the  
r ic h ly  illu s tra ted  book, th u s  s e t t in g  an  
ex am p le  to  th e  e s tab lish m en t o f  w orkshop- 
h is to ry  on  a  high level.

A  tw o-volum e w ork w as p u b lish ed  by 
th e  A kadém ia  P ub lish ing  H o u se  fo r the  
c e n te n a ry  o f th e  l in e r  P re s s : th e  w ork  o f 
G yörgy  H a im an  and  M rs B o to n d  L évay : 
I n  the M irror of the P ub lica tions of the K ner  
P ress. Their- w ork is u n iq u e  a m o n g  th e  
re la te d  H u n g arian  p u b lica tio n s , w e have  
n o  o th e r  press — even if  w e go b a c k  as far 
a s  th e  16th  cen tu ry  — w h ich  h a s  been  a 
su b je c t o f  such a  r ich , m any -fo lded  
sc ien tific  research. G yörgy  H a im a n , a 
ta le n te d  descendant o f  th e  K n er-fam ily  
se rv in g  w o rth y  aim s w ith  h is  ta le n t 
d u rin g  h is a c tiv ity  has m ad e  a  lo t  to  give 
d e ta ile d  accoun t o f th e  h is to ry  o f  th e  press 
w h ich  claim s a  decisive p o sitio n  in  H u n g a r
ia n  pub lish ing  and  for using  tra d it io n s  to  
se rv e  m odern  life. H is w o rk  T he K ner- 
F a m ily  and  the A r t of the B o o k  in  H ungary  
from  1882 to 1944 w hich p ro v o k ed  a  large- 
scale  in te re s t appeared  in  1979, b u t  beside 
i t  h e  w ro te  several s tu d ie s  a n d  sh o rte r  
occasional publications a b o u t one o r  o th e r 
d e ta ils  o f  th e  ac tiv ity  o f  th e  K n e r  P ress. 
T he  re c e n t w ork gives a  m u c h  w id e r view 
a b o u t th e  h is to ry  o f  th e  p ress  a n d  pub lishes 
m o re  d a ta  ab o u t its  p u b lic a tio n s  th a n  ever 
befo re . A fte r th e  in tro d u c to ry  s tu d y  o f 
G yö rg y  H a im an  in  th e  f i rs t v o lu m e w e can 
re a d  th e  b ib liography  o f  th e  p u b lica tio n s  
o f  th e  K n e r P ress as a  re s u lt  o f  th e  h a rd  
w o rk  o f  M rs B o tond  L évay . T h e  specialized  
g ro u p in g  and  w ith in  th e m  each  e n try  o f 
th e  cronological b ib liog raphy  a im ed  a t  a  
m a x im u m  am o u n t o f d e ta ils  in  describ ing  
th e  know ledge o f th e  fie ld  fu lfillin g  all 
d em an d s  o f  m odern  b ib lio g m p h y . To m eet 
a ll d em an d s  of ap p licab ility  i t  h a s  a  nam e- 
a n d  reg is te r index. T he second  volum e 
w ill be a  necessary  h a n d b o o k  fo r th e  
ex am in ers  o f th e  h is to ry  o f  p r in tin g  as  well 
a s  a  b eau tifu l p ictu re-book  fo r lay m en .T h is  
v o lu m e includes a  w hole-scale re c o n s tru c 
tio n  o f  th e  en tire  le tte r-se ries  o f  th e  K n er 
P re s s  a n d  w ith  th e  re p ro d u c tio n  o f  type- 
specim ens-books issued in  d if fe re n t eras 
a n d  o f  book-decorations i t  re p re se n ts  w ith  
u n iq u e  richness th e  se lf-sacrific ing  w ork 
a n d  a r t is t ic  a c tiv ity  in d ic a tin g  a n  un-
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p a ra lle le d  aesthetic  sense, th e  w o rk  o f th e  
m o s t  im p o rta n t P u b lish in g  H o u ses  u p  to  
th e  p re s e n t. Izidor K n e r ’s ty p e  specim ens- 
sh e e t o f  1890 is pub lish ed  in  a  facsim ile 
e d it io n  a s  a n  append ix  to  th e  b ook .

T h e  w o rk  o f  G yörgy H a im a n  an d  Mrs 
B o to n d  L év ay  is n o t s im p ly  a  s a lu ta t io n  to

th e  K n e r-fa m ily ’s ac tiv ity  b u t a lso  a  
m e th o d ica l ex am p le  and  an  ind ispensab le  
te x t-b o o k  fo r  m en  o f  a r ts  an d  m a s te rs  
d ea ling  w ith  th e  H u n g arian  a n d  w orld  
h is to ry  o f  p r in tin g  an d  th e  a r t  o f  th e  b ook .

S . K a ta lin  N ém eth

Admittance to World Literature?
(Books on Hungarian Authors Published by Twaynes of Boston)

W orld  Authors Series, a n  am bitious 
u n d e r ta k in g  o f T w aynes o f  B oston , is 
r e la tiv e ly  little  know n in  H u n g a ry , a l
th o u g h  th e  num ber o f  v o lu m es  included 
in  th e  series is a lre ad y  in  excess o f six 
h u n d re d . T he series fe a tu re s  a  special 
fo rm  o f  p resen ting  w orld  l i te ra tu re ,  i.e., 
in s te a d  o f  p rov id ing  a  d esc rip tio n  of 
l i te r a ry  cu rren ts  and  h is to r ic a l connections, 
e a c h  vo lum e con ta ins th e  fu ll p o r t ra it  o f 
o n e  sing le  au tho r. T h is m e th o d  seem s to  
h a v e  fo u n d  favour w ith  re a d e rs  a n d  specia
l is ts  a lik e . C om prehensive b o o k s  o n  lite ra ry  
h is to ry  a re  d ifficu lt to  h a n d le  fo r reasons 
o f  size  a n d  th e ir  p ro h ib itiv e  p ric e  p u ts  them  
o u t  o f  re a c h  for o rd in a ry  re a d e rs . M oreover, 
th i s  series has th e  w elcom e p o licy  o f  no t 
c o n fin in g  itse lf to  th e  l i te r a tu re  w rit te n  in  
th e  m o s t im p o rtan t lan g u ag e s : in  accord
a n c e  w ith  m odern  view s on  w o rld  lite ra tu re  
a n d  in  opposition  w ith  p re v io u s  p rac tice , it  
g iv e s  ro o m  to  th e  l i te r a tu re  o f  sm aller 
lan g u ag e s  w hich h ave  b een  m o re  o r less 
iso la te d  u p  to  th e  p re se n t m o m e n t because 
o f  lin g u is tic  barriers . M o n o g rap h s  have 
a p p e a re d  in  th is  series o n  im p o rta n t 
a u th o r s  o f  30 coun tries: b es id es  those  of 
th e  U . S. an d  G reat B r i ta in ,  th e re  have 
b e e n  vo lum es dealing  w ith  E u ro p ean , 
A fric a n , A sian, A u s tra lian , C an ad ian , L a 
t i n  A m erican  and  M iddle E a s te r n  w riters.

O w ing  to  th is m odern  a t t i t u d e  a  H u n g a r
ia n  sec tio n  was c re a te d  in  th e  series, 
a p p a re n t ly  w ith  success, a s  th e  f irs t 
m o n o g ra p h  (on K á lm á n  M ik szá th , 1977) 
w as  follow ed in  1980 b y  th r e e  fu rth e r 
w o rk s  concerning H u n g a r ia n  au tho rs , 
n a m e ly , M ihály C sokonai V itéz , Sándor 
P e tő f i  an d  Ferenc M olnár w h ile  a  fu r th e r 
v o lu m e  o n  Im re  M adách c a m e  o u t  in  1981.

B esides its  genera l a n d  th eo re tica l 
im p o rta n c e , th is  en te rp rise  is o f  specific 
in te r e s t  to  H ungarians, a s  i t  w idens the  
ra n g e  o f  possibilities fo r  in troduc ing  
H u n g a r ia n  lite ra tu re  to  fo re ig n  readers. 
F ro m  now  on, H u n g a ria n  l i te ra tu re  will 
n o t  b e  rep resen ted  b y  sp o rad ic  and  
v ir tu a l ly  random  tra n s la t io n s  o n ly . R ead 
e rs  a re  now  p rov ided  w ith  a n  expert

gu ide w h ich  fu n c tio n s  on m ore th a n  one 
level: i t  h e lp s  th e  genera l reader to  o rgan ize  
h is re a d in g  experience , i t  com p lem en ts th e  
d a ta  a c q u ire d  d u rin g  th e  read in g  p rocess 
a n d  h e lp s  in  i ts  evalua tion , o r i t  m a y  s t i r  
u p  in te re s t  in  p o te n tia l readers w ho  h av e  
n o t y e t  h a d  a n y  d irec t c o n ta c t w ith  
H u n g a r ia n  li te ra tu re . M oreover, i t  is a lso  
usefu l to  th o se  w ith  an  in te re s t in  c o m p a r
a tiv e  l i te r a tu re  w ho w ish to  a ss im ila te  
re le v a n t l i te r a ry  fac ts  and  fea tu re s  th e y  
h ad  n o t  b een  ab le  to  g e t acq u a in ted  w ith  
before, becau se  o f  lack  o f know ledge o f  th e  
lan g u ag e  concerned . The series fu lfills  a  
v e ry  sp ec ia l a n d  p a rticu la rly  va lu ab le  ro le 
in  th e  case  o f  second- and  th ird -g e n e ra tio n  
H u n g a ria n s  liv ing  in  A m erica w ho a re  
p ro v id ed  w ith  a  w ay  o f m a in ta in in g  a  
link  w ith  th e  cu ltu re  o f th e ir  fo re fa th e rs  
even  i f  th e y  d o  n o t speak  th e  lan g u ag e  
th em selv es. L a s t  b u t n o t leas t, m o n o 
g rap h s  a p p e a rin g  on  H u n g arian  li te ra tu re  
in  im p o r ta n t  languages also s ign ify  th a t  
H u n g a ria n  s tu d ie s  as a  d iscip line m a y  
b re a k  o u t  o f  i ts  iso lation  and  becom e a  
b ra n c h  o f  th e  h u m an ities  cu ltiv a ted  o n  a n  
in te rn a t io n a l level.

T h is  p lu r a l i ty  o f  functions se ts  a  q u ite  
com p lex  ta s k  to  th e  ed ito r o f  th e  series a n d  
especia lly  to  th e  au th o rs  w ho h a v e  to  
reconcile  th e  p o p u la r  q u a lity  o f  th e ir  w o rk  
w ith  m o re  sp ec ia lis t considerations. B u t 
th e  h e te ro g en eo u s  com position  o f  th e  
p o te n tia l re a d e rsh ip  m akes even  p o p u la 
r iz a tio n  i ts e lf  q u ite  d ifficu lt. T h ere  w ill 
be o b v io u s ly  th o se  for w hom  th e  p re sen ted  
H u n g a r ia n  w r ite r  is a  m ere nam e, b u t  th e re  
w ill b e  a lso  som e people w ho a re  m o re  o r 
less fa m ilia r  w ith  h im , those w ho h av e  
read  som e o r  th e  o th e r o f h is w orks. T he  
g re a te s t d if f ic u lty  is clearly  th e  lin gu is tic  
b a rr ie r , a s  m o s t readers obviously  do  n o t 
know  th e  lan g u ag e , w hich m eans t h a t  th e  
m o n o g rap h  w ill h ave  to  com pensa te  fo r 
th e  la ck  o f  know ledge o f th e  o rig ina l te x t  
o r t h a t  i t  c a n  o n ly  re ly  on som e in c id e n ta l 
an d  p ro b a b ly  in ad eq u a te  tra n s la tio n . T h is  
d if f ic u lty  is m o s t obvious in  th e  case  o f  
p o e trv  — A n n a  K a to n a , a u th o r  o f  th e
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m onograph  p resen tin g  C sokonai rep ea ted ly  
bem oans th is  fa c t — w here n e ith e r  
re lu c ta n tly  used tran s la tio n s , n o r li te ra ry  
tran s la tio n s  th a t  h a rd ly  re f le c t th e  w hole 
re fe ren tia l sy s tem  o f  th e  o rig inal poem s, 
n o r even  th e  m o s t in sp ired  c o m m en ta ry  
can  rep lace th e  experience o f  th e  o rig inal 
read ing .

K now ing  th e  co m plex ity  o f  th e  p rob lem , 
w e can  on ly  c o n g ra tu la te  th e  a u th o rs  o f  th e  
volum es w ho succedded in  so lv ing  it . T his 
is p a r t ly  accoun ted  for b y  th e ir  p riv ileged  
p osition , as a ll b u t one o f  th e m  w ere 
ed u ca ted  in  a  H u n g a rian  c u ltu ra l en v iro n 
m en t, b u t  a t  th e  sam e tim e  th e ir  fam ilia rity  
w ith  foreign cu ltu res  allow ed th e m  to  view  
a n d  p re sen t fea tu res  o f  H u n g a ria n  l i te r a 
tu re  in  a  w ider p e rspec tive , from  a  p o in t 
o f  view  som ew hat m ore com plex  th a n  th a t  
o f  m o s t H u n g a rian  specialists . T he a u th o rs  
o f  th e  m onographs re ly  m a in ly  on  H u n g a r
ian  ex p e rts  b u t th e y  also  re f le c t foreign 
v iew poin ts, in te rp re ta tio n s  an d  ju d g e 
m en ts , also a llo ttin g  space to  p re sen t th e  
recep tio n  o f th e  H u n g a ria n  au th o rs  ab ro ad  
an d  th e ir  possible in fluence  on  o th e r  n a 
tio n a l li te ra tu re s . All th is  has th e  h a p p y  
effec t o f  p resen tin g  to  th e  read e r p o r tra its  
th a t  can  be inco rpo ra ted  in to  a  E u ro p ean  
co n tex t.

T hough  po licy  o f  th e  ed ito r o f  th e  
series, E n ik ő  M olnár B asa , can  be follow ed 
th ro u g h o u t th e  volum es, th e  a u th o rs  o f  th e  
in d iv id u a l m onographs organize th e ir  m a te 
ria l accord ing  to  th e ir  ow n p o in ts  o f  view . 
E v e ry  p o r t ra it  is in tro d u ced  b y  a  sk e tch  o f  
th e  h is to rica l, social an d  c u ltu ra l b a c k 
g ro u n d , w ith  special em phasis on  th e  
lite ra ry  s itu a tio n . T h is b ackg round  m a te 
ria l is o f  h e lp  in  app ro ach in g  th e  li te ra ry  
w orks them selves as well a s  g iv ing  va lu ab le  
in fo rm atio n  on  cu ltu ra l h is to ry  to  those  
u n fam ilia r w ith  H u n g a ry . A t th e  beg inn ing  
o f  each  volum e, th e re  is a  sh o r t ch rono log i
ca l b io g rap h y  in tro d u c in g  th e  œ uvre  o f  
th e  au th o r . T he ch a p te rs  e ith e r follow  a  
chronological o rd e r o r a re  o rganized th e m a 
tica lly .

F ro m  a  c e rta in  p o in t o f  view , K lá ra  
G yörgyey , a u th o r  o f  th e  m onograph  on  
F e ren c  M olnár, w as in  th e  easiest position . 
A t f i rs t glance, i t  m ig h t be d ifficu lt to  
u n d e rs tan d  w hy  F eren c  M olnár w as chosen 
a s  th e  second a u th o r  in tro d u ced  in  th e  
series, w hen th e re  a re  so m an y  H u n g a ria n  
w rite rs  an d  poe ts  w hose ra n k , va lue  an d  
im p o rtan ce  fa r  ou tw eigh  his. S till, th e  
ex p lan a tio n  is q u ite  reasonab le : M olnár is 
p e rh ap s  th e  m o s t in te rn a tio n a l o f  H u n g a r
ia n  w rite rs , w ell-know n in  h is second 
hom e, th e  U n ited  S ta te s ; h is w orks an d  
his th em es a re  q u ite  in te rn a tio n a l (w ith  a  
few  excep tions), h is language is easily

tran sp o sed , his books a re  a v a ila b le  to , and  
ap p rec ia ted  by , foreign re a d e rs  w ith o u t 
m u ch  difficu lty . I n  th is  re sp ec t, the  
cho ice o f  M olnár is fa ir ly  a c cep tab le  as an  
“ in tro d u c tio n ” to  H u n g a r ia n  lite ra tu re . 
O n th e  o th er h an d , K lá ra  G yörgyey  had  
to  accom plish a  r a th e r  co m p lex  task : 
she  w as faced w ith  a  su b je c t  w hich  had 
b a re ly  been touched  u p o n , a s  v e ry  few 
w orks w ere published  o n  M o ln á r before. 
L ite ra tu re  on M olnár c o n sis ts  m a in ly  of 
occasional critical rev iew s, essays, p a rtia l 
s tu d ies ; no  m onograph  h a s  b een  w ritten  
o n  h im  to  th is  d a y  ( a p a r t  fro m  Irén  
V ecsei’s te n ta tiv e  a n d  u n e v e n  book). 
K lá ra  G yörgyey’s w ork  is a  p ioneering  
one, m ak ing  up  fo r a n  o ld  neg lec t in  
H u n g a ria n  lite ra ry  s tu d ies . ( In  th is  respect 
one m ig h t add  th a t  a  s im ila rly  com prehen 
sive  an d  objective m o n o g ra p h  w ould be 
w elcom e in  H u n g arian  to o .)

Speak ing  in d e ta il o f  th e  m e rits  and  
defec ts o f the  book, w e m u s t m e n tio n  th a t  
in  o u tlin ing  H u n g a rian  h is to ry  betw een 
th e  A ustro -H ungarian  C om prom ise  (1867) 
a n d  W orld  W ar I ,  i t  re lies ch ie fly  on 
A m erican  and  émigré H u n g a r ia n  sources; 
in  consequence, th e  re s u ltin g  h is to rica l 
b ackg round  is ra th e r  one-s ided  an d  som e
w h a t d is to rted . On th e  o th e r  h a n d , use of 
A m erican  sources w as v e ry  p ro fitab le  in 
o th e r  respects: th e  book  p ro v id e s  num erous 
va luab le  d a ta  on M o ln á r’s recep tio n  in 
A m erica , on th e  su b se q u e n t fa te  o f  his 
w orks, on th e  review s o f  h is  p lay s , on  the ir 
a d a p ta tio n  in to  E ng lish , o n  th e  film s m ade 
o f  th em . The au th o r  w as v e ry  successful, 
w hen speaking  o f th e  jo u rn a lis tic  ca reer o f 
M olnár, in  sketch ing  th e  sp ec ia l a tm osphere  
o f  P e s t  around  th e  tu r n  o f  th e  c e n tu ry  as 
w ell as in  p resen ting  th e  H u n g a r ia n  press 
o f  th e  tim e  and  th e  u n iq u e  li te ra ry  life o f 
th e  B u d ap est cafés. I n  th e  re la tiv e ly  sho rt 
passage  concerning M o ln á r th e  novelist, 
th e  em phasis is laid  o n  A  P á l u tca i fiú k  
(The B oys from  P a u l S tre e t) , w hich  th e  
a u th o r  com pares to  M ark  T w a in ’s Tom  
Saw yer  and  Huckleberry F in n .  I n  choosing 
a n d  presen ting  som e o f  M o ln á r’s sho rt 
sto ries , K lá ra  G yörgyey  re a lly  m ak es one 
w a n t to  read  them . B u t sh e  concen tra te s  
n a tu ra lly  on M olnár a s  a  p la y w rig h t. She 
d iscusses all th e  p lays w r i t te n  b y  M olnár, 
inc lu d in g  those o f h is la te r  w orks w hich 
rem ain ed  unknow n in  H u n g a ry  because 
th e y  w ere never p e rfo rm ed  o r  published . 
E a c h  p lay  is an a ly zed  ca re fu lly  and  
accord ing  to  various a sp e c ts , th e  b e tte r  
a n d  th e  less successful o n es a like, the  
a u th o r  show ing th e ir  m e r its  a n d  defects 
w ith o u t p rejudice. K lá ra  G y ö rg y ey  proves 
h e re  th a t  i t  is possible to  m a k e  a  good 
ana ly s is o f  a  bad  w ork . A  s e p a ra te  ch ap te r
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is d e v o te d  to  Liliom , w hich  sh e  considers 
th e  s u m m it o f  M olnár’s a c h ie v e m e n t as a 
p la y w rig h t. T he im portance  o f  M o ln á r is 
sh o w n  a s  th e  link  betw een  H u n g a r ia n  and  
W e s te rn  E u ro p ean  th e a tre , a s  a  d u rab le  
“ in te rn a t io n a l a lloy” o f H u n g a r ia n  tr a d i
t io n  a n d  W este rn  influence. I n  th i s  resp ec t 
th e  a u th o r  m entions n o t o n ly  th o s e  W e st
e rn  a u th o r s  w ho influenced  M o ln á r , b u t 
a lso  P ira n d e llo , as an  exam ple  o f  a n  a u th o r  
w ho w a s  in fluenced  b y  M o ln ár. F in a l ly , in 
th e  la s t  c h a p te r , th a t  o f  th e  conc lu s ions, 
M o ln á r’s s ta tu s ,  his p lace  in  th e  h is to ry  
o f  l i t e r a tu r e  and  th e a tre  is d e f in e d  for 
th e  sa k e  o f  th e  A ng lo -S axon  re a d e rs  by  
w it t i ly  ca llin g  him  th e  “ H u n g a r ia n  N oel 
C o w ard ” .

T h e  a u th o r  o f th e  o th e r v o lu m e  dealing  
w ith  a  d ra m a tis t  (Im re M ad ách ), D ie te r  P . 
L o tz e , s e t  h im self a  c o n s id e ra b ly  m ore 
d if f ic u lt ta s k  and  i t  should  be  a d d e d  th a t  
he  m a n a g e d  i t  very  successfu lly . H e  w as 
m u ch  h e lp e d  b y  th e  fa c t t h a t  h e  h a d  a t  his 
d isp o sa l th e  resu lts o f a  la rg e  b u lk  o f 
H u n g a r ia n  research ; m o reo v er, h e  is  very  
w ell a c q u a in te d  w ith  th e  oeuvre o f  M adách , 
h a v in g  w r i t te n  h is d o c to r’s th e s is  o n  th e  
sam e  s u b je c t  a t  th e  U n iv e rs ity  o f  In n s 
b ru c k  a n d  published, since t h a t  tim e , a  
n u m b e r  o f  s tud ies  (of w h ich  tw o  a p p ea red  
in  N eohelicon) dealing w ith  th e  re la tio n  
o f  M a d á c h ’s A z  ember tragéd iá ja  (The 
T ra g e d y  o f  M an) and  E u ro p e a n  ro m a n ti
c ism  in  a  com parative v iew p o in t. I n  the  
fo rew o rd , th e  au th o r d ec la res  t h a t  his 
o b je c tiv e  in  w riting  th e  m o n o g ra p h  w as to  
o b ta in  w id e r recognition  fo r M a d á c h ’s 
p r in c ip a l w ork  w hich he say s  h a s  s t il l  n o t 
a ch ie v ed  th e  position  i t  d ese rv es  in  w orld 
l i te r a tu re .

L o tz e  bases his co n cep tio n  o n  th ree  
p o in ts  h e  in tends to  p ro v e : f i r s t ,  th a t  
M ad ách  is th e  au th o r o f  one  s in g le  o u t
s ta n d in g  w ork ; second, t h a t  M ad ách ’s 
oeuvre w as  largely  in fluenced  b y  p erso n a l 
ex p erien ce  an d  by  th e  ev e n ts  a ffe c tin g  his 
n a tio n ; th ird , th a t  “ M ad ách  w a s  th e  
re p re se n ta t iv e  o f H u n g arian  p a tr io t is m  and  
n a tio n a l c u ltu re  and  a t  th e  sa m e  tim e  th e  
in h e r ito r  o f  th e  idea o f th e  C itiz en  o f  th e  
w o rld  a n d  E u ropean  tr a d i t io n ” . I n  th is  
lig h t, th e  a u th o r  touches l ig h t ly  o n  th e  
p o e try , p ro se , early  an d  la te r  p la y s  o f 
M ad ách , lay in g  special e m p h a s is  o n  th e  
T ragedy, a s  a  “unique m ix tu re  o f  H u n g a r
ian  a n d  E u ro p ean  co m p o n ets” .

I n  h is  analysis o f th e  T ra g ed y , L otze 
d raw s  h e a v ily  on th e  p o in ts  su p p o r te d  by  
th e  c r i tic a l lite ra tu re  on  M a d á c h : tak in g  
in to  co n sid era tio n  every  im p o r ta n t  view 
a n d  in te rp re ta tio n  from  c o n te m p o ra ry  
rev iew s to  th e  la te s t H u n g a ria n  s tu d ie s , he 
o ffers h is  own in te rp re ta tio n  o f  th e

Tragedy. T h u s  h is w ork  is n o t m ere ly  a  
“progress r e p o r t”  w rit te n  w ith  o u ts ta n d in g  
e ru d itio n  a n d  a  w ide know ledge o f  th e  
sub jec t, b u t  a lso  a  new  and  v a lu ab le  
co n tr ib u tio n  to  th e  lite ra tu re  on  M adách .

In  th e  in te rp re ta tio n  o f  th e  Tragedy, th e  
crucial p o in t  is th e  op tim istic  o r p ess i
m istic  a t t i tu d e  o f  th e  p lay  and  L o tze  
a tte m p ts  to  so lve  th e  problem  th ro u g h  h is 
own con cep tio n . I n  th e  s tru c tu re  o f  th e  
p lay , he  d is tin g u ish e s  th ree  ind ep en d en t, 
a lth o u g h  c lo se ly  in te rre la ted  levels: 1) th e  
tra g e d y  o f  A d a m  as an  ind iv idual; 2) th e  
d ram a  o f  th e  h is to ry  o f  m ank ind , connec ted  
to  A d am  as the representative of m ankind;  
3) th e  m e ta p h y s ic a l level, i.e., th e  co n flic t 
betw een  th e  n o tio n s  o f  Good an d  E v il 
tak in g  p lace  ab o v e  th e  hu m an  level, on  
th a t  o f  s u p ra n a tu ra l  forces. H av ing  e x a m 
ined a ll th r e e  levels, he draw s th e  fin a l 
conclusion t h a t  th e  d efea t suffered b y  th e  
neg a tiv e  fo rce  o n  th e  m etaphysica l level 
has th e  e v e n tu a l effec t o f chang ing  th e  
pessim istic  o u tco m e  o f  th e  o th e r tw o  levels 
in to  th e  p o s itiv e . S tep  b y  step  th e  a u th o r  
e labo ra tes  h is  th e o ry  in  detail, acco rd ing  
to  w h ich  th e  co n fro n tin g  forces re a c h  a  
com prom ise. I t  c e rta in ly  sounds a tt ra c t iv e , 
even th o u g h  th e  te x t  itse lf does n o t  
en tire ly  s u p p o r t  th e  idea o f th e  d u a l 
fu n c tio n  o f  A d a m  an d  th u s  o f th e  s e p a ra 
tio n  o f  h is  tr a g e d y  in to  an  in d iv id u a l an d  
a  co llec tive  one .

F u r th e r  c h a p te rs  cover s tan d a rd  q u es
tions, a s  th e  e ffec t o f  18th cen tu ry  p h ilo 
sophy  o n  M ad ách  a n d  th e  re la tion  be tw een  
the  Tragedy  a n d  F aust. Then, in  tw o  
excellen t c h a p te rs , L o tze  finds a  p lace  fo r 
The Tragedy of M a n  in  th e  s tre a m  o f  
E u ro p ean  ro m a n tic ism  an d  d em o n s tra te s  
its  re la tio n  to  th e  poème d ’hum anité  
cu ltiv a ted  b y  E u ro p e a n  rom antics. F in a lly , 
a f te r  a  sh o r t  o u tlin e  o f H u n g arian  ro m a n 
tic ism , he  su g g es ts  th a t  th e  Tragedy  is th e  
sum m it, “ th e  g low ing sunse t” o f H u n g a r
ian  ro m a n tic ism . T h is ex trem ely  th o ro u g h  
and  in v e n tiv e  m onograph , va luab le  n o t 
only  as a  p o p u la r  w ork b u t also  a s  a  
specia list one , concludes w ith  a  n o tice  on  
th e  fa te  o f  M a d á c h ’s w orks a f te r  h is d e a th  
in  H u n g a ry  a n d  ab ro ad  and  th e  s tag e  
h is to ry  o f  th e  Tragedy, em phasizing th e  
fac t th a t  th e  re la tiv e ly  litt le  fam e a n d  
prestige  e n jo y e d  b y  p lay  is m o s tly  due  
b are ly  a d e q u a te  E nglish  tran sla tio n s .

O ne o f  th e  a u th o rs  o f  th e  series, S tev en  
C. Scheer, h a s  p ro d u ced  here h is f i rs t  book  
(on K á lm á n  M ikszá th ), w ith  th e  élan  a n d  
am b itio n  c h a ra c te r is tic  o f th e  n e o p h y te . 
A lthough  ta k in g  in to  consideration  th e  
in te res ts  o f  n o n -sp ec ia lis t readers — m a in ly  
m an ifested  in  a  de ta iled  p a rap h ra se  o f  
M ikszá th ’s w ritin g s  — he in ten d s  to
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p roduce  a  w ork o f  spec ia lis t value. I n  his 
ana ly s is, he uses s tru c tu ra lis t  m ethods an d , 
shedd ing  new  lig h t on  M ik szá th ’s m uch 
d iscussed realism , he im p ro v es on  p rev ious 
re su lts .

W hereas c h a p te r  one, p ro v id in g  a  sh o rt 
b io g rap h y  o f  M ikszáth  en livened  w ith  a  
series o f  anecdotes, se rves th e  pu rpose of 
ca tc h in g  th e  in te re s t o f  casu a l readers, th e  
c h a p te r  describ ing M ik szá th ’s c a ree r as 
a n  a u th o r  shows a lre a d y  a n  in d ep en d en t 
v iew po in t opposing an d  co rrec tin g  “ con 
v e n tio n a l” ideas. F o r  in s tan ce , Scheer 
re je c ts  th e  view  acco rd ing  to  w hich M ik
s z á th ’s œuvre can  be d iv id ed  in to  periods 
— th u s  d is tingu ish ing  a n  idyllic, an  ironic 
a n d  a  rea lis t period  — o n  th e  basis th a t  
“ . . . these  (periods) re p re se n t d iffe ren t 
degrees o f th e  sam e basic  percep tio n  ra th e r  
th a n  d is tin c t phases . . .  a ll these  degrees 
a re  p resen t from  th e  beg inn ing  to  th e  
e n d ” .

W h en  discussing M ik szá th ’s w orks, 
Scheer s ta r ts  fro m  th e  pecu lia rities o f 
M ik szá th ’s n a rra tiv e  m e th o d  an d  m ore 
prec ise ly  from  th e  a t t i tu d e  an d  th e  
fu n c tio n  o f th e  n a rra to r . H e  th in k s  th a t  
th e  basic q u a lity  o f  th e  n a r r a to r  c rea ted  by  
M ikszáth  is his to ta l  lack  o f  iden tifica tion  
w ith  th e  ch a rac te rs  a n d  th a t  th is  im p artia l 
n a rra tiv e  a tt i tu d e  suggests to  th e  read e r 
th a t  he, in tu rn , shou ld  id en tify  h im self 
w ith  th e  n a rra to r  r a th e r  th a n  w ith  an y  
o f  th e  cha rac te rs , th a t  he  should  “ look 
up o n  h im self as a n  ex ten s io n  o f  the  
conscience an d  th e  o b se rv a tio n s o f  th e  
n a r r a to r” . H e  even  sees P rakovszky, a 
süket kovács (P rak o v szk y , th e  D ea f B lack 
sm ith ) as a n  exam ple  o f  th e  point-of-v iew  
tech n iq u e  devised  b y  H e n ry  Ja m e s . H e 
feels th a t  th e  c e n tra l th e m e  o f  M ikszáth ’s 
w ritings (novels a n d  sh o r t stories) is th e  
co n flic t betw een  ap p ea ran ce  an d  re a lity  
a n d  p roves th e  p resence o f  th is  conflic t 
th ro u g h  th e  su b tle  an a ly s is  o f  a  n u m b er o f 
w ritings from  A z  a fekete folt (T h a t B lack  
S ta in ) to  A  N oszty  f iú  (Y oung N oszty). In  
th is  w ay , he b rings to  th e  su rface  m an y  
la te n t tr a i ts  o f  M ik szá th ’s w orks, g iv ing 
th e re b y  a  convincing  d em o n s tra tio n  o f  th e  
v ir tu e s  o f  th e  m o d ern  s tu d y  o f  n a rra tiv e  
in  d iscovering fea tu res  ch ie fly  ignored b y  
th e  so-called “ tra d it io n a l”  lite ra ry  stud ies. 
T he  use o f  th e  m e th o d  becom es how ever 
questionab le  w hen th e  a u th o r  a tte m p ts  to  
u tilize  i t  fo r a  pu rpose  th a t  is ou ts ide  th e  
com petence  o f  su ch  a  p rocedu re  and  
d raw s false o r se lf-ev id en t conclusions. 
T h is  is th e  case w ith  h is a rg u m en t in  
connec tion  w ith  th e  “ m eta fic tio n a l th e 
m es” o f  M ikszá th ’s w ritin g s . A ccording 
to  th is , “ th e  th em e  o f  f ic tio n , th e  them e 
o f  self-generated  illusions is one o f  th e

fa v o u rite  su b jec ts  o f  M ik sz á th ” . T o p u t i t  
m ore c learly , th is  m ean s  t h a t  m an y  o f 
M ik szá th ’s ch a rac te rs  live  in  a  w orld  of 
illusions c rea ted  by  th em se lv e s , i.e ., in 
th e  w orld  o f  th e ir  ow n fic tio n s , a n d  when 
M ikszáth  bu ilds these  f ic tio n s  in to  a  w ork 
o f  a r t ,  he is in  fa c t w rit in g  m etafic tion . 
T h is  o b serva tion  is p e rfe c tly  accep tab le . 
B u t Scheer tak es  th e  id ea  fu r th e r  b y  calling 
th e  c h a ra c te rs ’ f ic tio n , ie ., th e  novels’ 
“ u n re a l” e lem en ts ro m a n tic , a n d  th e  
“ re a l”  elem ents, i. e ., th o se  n o t  crea ted  
b y  th e  c h a rac te rs  th e m se lv e s  b u t  su p 
posed  to  be o b jec tiv e ly  e x is tin g  in  th e  
fram ew o rk  o f  th e  nove l, re a lis t ,  an d  he 
a t te m p ts  to  d e te rm in e  o n  th is  basis th e  
ro m a n tic  o r rea lis t c h a ra c te r  o f  M ikszáth ’s 
novels an d  sh o r t s to rie s . T h ereb y  he 
com m its  a  double  m is tak e  : f i r s t  h e  uses one 
o f  th e  ca tegories o f  l i te r a ry  on to logy  
(fic tion  an d  rea lity ) a s  a  c rite r io n  of 
s ty lis tic  h is to ry ; th e n  he  does n o t  m ake a 
d is tin c tio n  betw een  th e  f ic tio n a l w orld o f 
th e  novel an d  th e  o b jec tiv e  w orld  existing  
o u ts id e  th e  novel. In  fa c t ,  i t  is obvious 
th a t  th e  rea lis t o r n o n -re a lis t q u a li ty  o f a 
li te ra ry  w ork  is n o t d e te rm in e d  by  the  
“ re a l”  and  “ u n rea l”  e lem en ts  appearing  
inside th e  fic tional w orld  o f  th e  novel b u t 
b y  th e  re la tio n sh ip  b e tw een  th e  whole 
fic tio n a l w orld , i.e ., th e  f ic tio n s  o f  b o th  the 
a u th o r  an d  his c h a ra c te rs , a n d  th e  rea lity  
o u ts id e  th e  novel, o r  to  use  a  te rm  borrow ed 
from  linguistics, th e  re la tio n  betw een  the 
w orld  o f  th e  novel a s  s ig n if ia n t  an d  th e  
o b jec tiv e  w orld  as sign ifié .

A fte r a  scrupu lous d iscussion  o f  some 
w ell-chosen re p re se n ta tiv e  n o v e ls  an d  sho rt 
sto ries , a  sep a ra te  c h a p te r  su m s up  th e  
conclusions d raw n  fro m  th e  ind iv idual 
ana ly ses u n d er th e  t i tle  M ik szá th ’s realism  
in  perspective. A t th is  p o in t ,  th e  au th o r 
g ives a  sh o r t o u tline  o f  th e  s ta n d p o in t o f 
H u n g a rian  li te ra ry  s tu d ie s  o n  th e  question  
an d  critic izes i t  because, h e  says , in  th e  
ev a lu a tio n  o f M ik szá th ’s life-w ork  i t  only 
ta k e s  in to  considera tion  e lem en ts  o f  co n ten t 
(m ain ly  th e  social c ritic ism  o f  M ikszáth 
re su ltin g  from  his p o litic a l a t t i tu d e )  when 
defin ing  M ikszáth ’s p o s itio n  a n d  on th is 
basis i t  forces upon  h im  th e  ro le  o f  a  
c ritic a l rea list. S u m m in g  u p  his own 
o b serva tions , he  feels t h a t  “ ro m an tic  
re a lis t”  w ould be th e  m o s t a d e q u a te  term  
b u t  he proposes ra th e r  t h a t  o f  “ fa b u la to r” 
a s  one th a t  expresses b e s t  M ikszáth’s 
p a rtic u la r  n a rra tiv e  s ty le  b ased  on m e ta 
fic tion .

T he fin a l c h a p te r  a t t e m p ts  to  place 
M ikszáth  in  th e  s tre a m  o f  w orld  lite ra 
tu re  in  th e  c o m p an y  o f  G ogol, T hom as 
H a rd y  and  M ark T w ain  — reg iste rin g  the 
in fluences affec ting  M ik szá th  an d  his
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e ffe c t o n  th e  genera tion  o f  H u n g a r ia n  
w r i te r s  t h a t  followed h im . F in a l ly ,  he 
a d v a n c e s  a  ra th e r  bold a n d  h a r d ly  su s
ta in a b le  th e o ry  b y  say ing  t h a t  h a d  n o t 
H u n g a r y  persisted  in  fa v o u r in g  one- 
s id e d ly  so c ia lis t realism  a f te r  w o rld  w ar 
I I ,  M ik sz á th ’s durab le  in f lu e n c e  could  
h a v e  le d  to  w orks sim ilar to  th e  F re n c h  
n o u v e a u  rom an  o r to  N ab o k o v  a n d  J o h n  
B a r t h ’s  quasi-so lipsist fic tio n . S c h e e r’s a im  
is o b v io u s ly  to  stress M ikszá th ’s m o d e rn ity  
w ith  th i s  som ew hat fa r-fe tch ed  c o n je c tu ra l 
s t a te m e n t .  N evertheless — n o tw ith s ta n d 
in g  c e r t a in  exaggerations — S ch ee r’s 
s tu d y  u n q u estio n ab ly  does n o t  o n ly  m ak e  
e x c e l le n t service to  M ikszáth ’s re p u ta t io n  
a b ro a d  b u t  i t  also adds to  th e  l i te r a tu re  
o n  M ik sz á th , owing to  o b se rv a tio n s  based  
o n  a  n e w  approach .

W h e n  judg ing  E n ik ő  M o ln á r B a sa ’s 
m o n o g ra p h  on  P e tő fi an d  t h a t  o f  A n n a  
K a to n a  o n  Csokonai, one m u s t  f irs t  
a c k n o w le d g e  th e  au th o rs ’ in te n t io n s  — 
w h ic h  d o es  n o t m ean th e  re s u lts  a re  n o t 
w o r th y  o f  p raise . B o th  a u th o rs  c o n s id e r  i t  
a s  a  c u ltu ra l  m ission to  m a k e  these  
H u n g a r ia n  poe ts  know n to  th e  w o rld : 
P e tő f i  is n o t  to ta lly  unknow n a b ro a d ,  b u t 
ju d g m e n t  o n  h im  is fa r  fro m  a u th e n t ic ,  
w h e re a s  C sokonai’s nam e does n o t  m ean  
a n y th in g  to  English and  A m erican  read e rs . 
E n ik ő  M o ln á r B asa, show ing a n  im p re ss in g  
d e g re e  o f  know ledge o f  th e  sp ec ia lis t 
l i te r a tu r e ,  gives a  de ta iled  p ic tu r e  of 
P e tő f i  th e  m a n  and  th e  p o e t s t re s s in g  his 
in n o v a t iv e  ro le and  his im p o rta n c e  a s  th e  
fo r e ru n n e r  o f  m odern  H u n g a r ia n  p o e try . 
She u se s  a  large num ber o f  re fe re n c e s  to  
d e m o n s tra te  th e  E u ropean  ro o ts  o f  P e tő f i ’s 
p o e tr y .  I n  o rd e r to  illu s tra te  th e  c a re e r  o f 
th e  p o e t ,  sh e  lays special e m p h a s is  o n  th e  
p o e m s  sh e  finds m ost re v e a lin g  o f  th e  
p o e t’s d if fe re n t periods. She g iv e s  us a  
n u m b e r  o f  v e ry  good in te rp re ta tio n s  an d  
e v e n  a  coup le  o f tru ly  ex ce llen t o nes, as 
in  th e  ca se  o f  Reszket a bokor (T he b u sh  is 
tr e m b lin g )  an d  Szeptember végén  (A t th e  
en d  o f  S ep tem ber). She d ev o te s  m o s t o f 
h e r  a t t e n t io n  to  the im ages a n d  m e ta p h o rs , 
th e  m e t r ic  an d  prosodic fe a tu re s  o f  th e  
p o e m s , th u s  revealing  in  th e ir  c o m p le x ity  
th e  a e s th e t ic  qualities em bod ied  in  these! 
H e r  m e th o d  has, how ever, a n  in h e r e n t  an d  
u n a v o id a b le  shortcom ing, i.e ., th e  m ean in g  
a n d  th e  im ages o f th e  po em s a r e  e ith e r 
i l lu s t r a te d  b y  a  paraph rase  in  p ro s e  o r  by  
a n  a c c u ra te  lite ra l tran s la tio n  a n d  th u s  th e  
o b s e rv a tio n s  concerning rh y m e , rh y th m  
a n d  m e t r e  a re  le ft un su sta in ed , th e  w hole 
s y s te m  o f  th e  poem s’ c o n n o ta tio n s  is lo st. 
F o re ig n  re a d e rs  are n o t he lped  e i th e r  by  
th e  o r ig in a l te x t  included  b y  E n ik ő  
M o ln á r  B a s a  and  n o t m uch  w o u ld  h av e

changed  i f  sh e  h a d  g iven  in  a n  a p p en d ix  
th e  l i te ra ry  t r a n s la t io n s  o f  th e  co rresp o n d 
ing poem s ( if  th e re  ex is ts  an y ). W e do n o t  
know  w h a t s o r t  o f  a n  im age is fo rm ed  in 
readers w ho  do  n o t know  H u n g a rian  b u t 
we a re  co n v in ced  th a t  th e  a u th o r  h as 
tr ied  all she  co u ld  to  m ak e  th e  m on o g rap h  
an  a d e q u a te , conv inc ing  an d  a t t r a c t iv e  
p re se n ta tio n  o f  th e  po e t. F o r  us, th e  m o s t 
in te res tin g  c h a p te r  is P ető fi A broad  w hich  
offers u s g lim p ses o f  th e  im age o f  P e tő f i in  
o th er co u n tr ie s , o f  th e  traceab le  in fluence  
o f P e tő f i o n  G e rm an  li te ra tu re  a n d  o f  th e  
G erm an a n d  E n g lish  tra n s la tio n s  o f  h is 
poem s.

A n n a  K a to n a ’s m on o g rap h  is especially  
enlivened  b y  th e  a u th o r ’s p a r t ic u la r ly  
close re la tio n  to  h e r  su b jec t. As a  D eb recen  
p a tr io t herse lf, she  c lea rly  a im s to  g a in  
fam e an d  reco g n itio n  fo r th e  p o e t o f  h e r 
n a tiv e  to w n . W ith  th is  o b jec t in  m in d , she 
uses th e  ex c e lle n t re su lts  o f th e  research  
on C sokonai, h e r  ow n w ide know ledge o f 
w orld li te r a tu re  a n d  h e r  a b ility  to  in te rp re t 
poem s — n o t  d im in ished  b y  th e  fa c t th a t  
she has to  face  th e  sam e d ifficu lties we 
have  a lr e a d y  suggested  w hen  sp eak in g  
ab o u t th e  m o n o g ra p h  on  P e tő fi.

The book , w h ich  p resen ts  w ith  prec ision  
and  in  e v e ry  d e ta il C sokonai’s w hole 
carreer a n d  w ritin g s , co n cen tra te s  m a in ly  
on th e  e lu c id a tio n  o f  tw o p o in ts : th e  
origins o f  C so k o n ai’s eclecticism , a rising  
from  b o th  p e rso n a l an d  lite ra ry  fac to rs; 
and  th e  p o e t’s p o litic a l views. I n  dealing  
w ith  th e  f i r s t  q uestion , A n n a  K a to n a  
p o in ts  o u t, in  C sokonai’s p o e try , e lem en ts  
o f H u n g a ria n  fo lk  p o e try  as w ell a s  th o se  
of c o n te m p o ra ry  rococo, c lassic ist a n d  
sen tim en ta l s ty le s  a n d  th e  a ffin itie s  to  
earlier m a n n e r ism  a n d  ba ro q u e , w hile also 
calling  a t te n t io n  to  m o d e rn is t m o tifs , 
fo reshadow ing  2 0 th -cen tu ry  p o e try  in  
C sokonai’s w o rk . T he w ay  she p laces 
C sokonai’s p o e tr y  in  th e  fram e  o f  w orld  
lite ra ry  (m a in ly  E nglish) references is 
very  co n v in c in g : h e r  para lle l discussion o f  
Újesztendei gondolatok (T houghts on  th e  
N ew  Y ear) a n d  A ndrew  M arvell’s m an n e r is t 
poem  T o  H is  C oy M istress  is v e ry  in te re s t
ing an d  in s tru c t iv e . O n th e  o th e r  h a n d , 
th ere  is a  d e te c ta b le  u n c e r ta in ty  a b o u t 
th e  d if fe re n tia tio n  betw een  ba ro q u e , r o 
m an tic  a n d  p re -ex is ten tia lis t tr a i ts :  i t
looks as if  som e id en tic a l o r sim ilar e lem en ts 
o f th o u g h t o r  a tm o sp h e re  w ere described  
in  som e p lace s  a s  b a ro q u e  an d  in  o th e r  
in stances a s  ro m a n tic  o r ex is ten tia lis t . 
H er o b se rv a tio n s  on  C sokonai’s p o litica l 
views a re  la rg e ly  su p p o rted  b y  q u o ta tio n s  
from  th e  p o e t’s le tte rs . O n th e  basis o f  
these, she re fu te s  th e  id ea  o f C sokonai’s 
rad ica lism  w e o ften  fin d  em phasized
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in  specialist li te ra tu re  a n d  p roves th a t  he 
w as a  n a tio n a lis t p o e t w hose h u m an is t 
ideas w ere ro o ted  in  th e  e a rly  period  or 
E n lig h ten m en t, reconciling  progress w ith  
p a tr io tism .

T he considerab le  va lue  o f  th e  volum es 
p u b lish ed  so fa r  en title s  H u n g a ria n  readers 
to  look  fo rw ard  to  fu r th e r  issues w ith  
hopefu l expec ta tio n s .

A n n a  M á r ia  H . Szász

Beowulf and the Beowulf Manuscript

(N ew  B runsw ick, N . Y ., R u tg e rs  U n ivers ity  
P re ss  1981)

R ad ica lly  new  ideas a re  p resen ted  a b o u t 
th e  A nglo-Saxon ep ic  po em  B eow ulf in  
K ev in  S. K ie rn a n ’s book  B eow ulf and  the 
B eow ulf M anuscrip t. T he  a u th o r  proposes 
— disagreeing w ith  ea rlie r  view s w hich 
p lace  th e  com position  o f  B eow ulf to  th e  
7 th  o r 8 th  c. — t h a t  th e  B eow ulf m a n u 
sc r ip t, usually  d a te d  976-1026, is con 
te m p o ra ry  w ith  th e  com position  o f  th e  
poem .

T he bu lk  o f  K ie rn a n ’s evidence is 
g a th e red  from  a  v e ry  ca re fu l paleograph- 
ica l and  codicological an a ly s is  o f  th e  
codex  con ta in ing  th e  B eow u lf m an u sc rip t 
(B . L . C o tton  V ite lliu s A  X V .), th e  like 
o f  w hich h as n o t been  a tte m p te d  before, 
an d  th e  lack  o f w hich  h a s  been  fe lt by  
B eow ulf scho lars fo r a  long  tim e. In  a d 
d itio n  lingu istic  an d  h is to rica l proofs a re  
a lso  called  in.

I t  is easily  conceivab le , as K ie rn an  
suggests, th a t  w ith in  th e  above tim e  
period  th e  reign  o f  C n u t th e  G rea t (1016- 
1036) w ould be th e  m o s t likely  tim e  
d u rin g  w hich th e  co m position  o f th e  poem  
p ra is in g  th e  Scyldings cou ld  tak e  place, 
since C nu t w as th e  la s t k in g  o f  th is  D anish  
d y n a s ty  an d  ru led  in  E n g la n d  in  re la tiv e  
peace and  q u ie t. T h u s w e a re  ab le  to  
avo id  th e  d ifficu lty  o f  ex p la in in g  o f  how  
a  poem  favoring  th e  V ik ings could m anage 
to  be p reserved  th ro u g h  a  basica lly  hostile  
age o f  a t  leas t tw o  h u n d re d  years .

I n  th e  a u th o r ’s v iew  th e  s tro n g est 
p rev ious evidences o f  a n  e a rly  com position , 
i.e . those  o f  lingu is tic  c h a ra c te r , have 
a lw ays been ex ag g era ted . O n th e  one hand  
all la te  W est-S axon  te x ts  p reserve  a  
m ix tu re  o f fo rm s, e a rlie r ones am ong  them , 
an d  on th e  o th e r , A ng lo -S axon  p o e try  in  
its  special d ic tion  consciously  em ployed 
a rch a ic  ph rases. M oreover, K ie rn an  show s 
th a t  th e  p resence o f  th e  earlie r fo rm s in 
th e  te x t  is m an y  tim e s  th e  re su lt o f  
re s to ra tio n  and  em en d a tio n , som etim es 
fo r th e  sake  o f  reg u la ris in g  th e  verse 
p a tte rn .

T he assu m p tio n  o f  a  la te  com position  
res to res  th e  a u th o r ity  o f  th e  MS as n u m er

ous tra n sc rip tio n s  need  n o t  be p resum ed 
T h is m a d e  i t  w o rthw h ile  fo r K ie rn an  to  
m ak e  a  fu ll d escrip tion  a n d  d e ta iled  an a l
ysis o f  th e  w hole co d ex  w ith  special 
a t te n t io n  p a id  to  th e  p a r t  con ta in ing  
B eow ulf.

H e show s th a t  b o th  MSS o rig inally  
c o n s titu tin g  B . L . C o tto n  V itellius A  X V . 
a re  in  them selves co m posite  codices, and  
th e  a n a ly s is  o f  th e  p a t t e r n  o f  th e  h a ir  and  
fle sh  sides o f  th e  v e llu m  leaves m akes it  
possib le  to  assum e th a t  th e  poem  Beowulf 
w as s ta r te d  in  a  new  g a th e r in g  a n d  th u s 
m a y  a t  one tim e  h av e  b een  a n  in dependen t 
MS w h ich  w as la te r  b o u n d  to g e th e r w ith  
th e  p ro se  te x ts  a n d  to  w h ich  th e  Ju d ith  
f ra g m e n t w as ad d ed , th e  la s t page o f 
B eow u lf to rn  o ff to  se rve  a s  a  cover leaf.

A n o th e r  m e r it o f  th e  desc rip tio n  is th a t  
i t  e s tab lish es  a  new  fo lia tio n  based on th e  
p re s e n t s ta te  o f  th e  MS.

T he  a u th o r  m akes a n  e ffo rt a t  recon
s tru c tin g  th e  p a t te rn  o f  th e  w ork  o f th e  
tw o  scribes w ho c o n tr ib u te d  to  th e  B eow ulf 
MS show ing  w ith  v e ry  conv inc ing  paleo- 
g ra p h ic a l ev idence th a t  th e y  to o k  ex trem e 
care  w hen  copying  th e  MS, b o th  proofread  
p rev io u s  p a r ts  (a lth o u g h  n o t  a n y  o f th e  
p ro se  te x ts  !). T he  second  scribe m ust 
h av e  h a d  th e  MS in  h is possession for a  
longer perio d  o f  tim e  a n d  re tu rn e d  to  it  
la te r  in  h is ca reer, n o t o n ly  em ending  th e  
te x t  o f  th e  f i rs t scribe  b u t  a t  tim es a lte rin g  
one p a r t  in  p a rtic u la r , m a k in g  th e  p a lim p 
se s t le a f  o f  fob 179. K ie rn a n ’s opinion is, 
th a t  th e  need  fo r th is  m a y  h av e  com e from  
th e  desire  o f  th e  scribe  to  m ak e  a  sm oother 
tr a n s it io n  to  th e  d ra g o n  episode. The 
a u th o r  a rgues here  t h a t  th is  need  is a  
p ro o f  t h a t  tw o p rev io u sly  ex is ting  poem s 
w ere fo r th e  f irs t t im e  com bined  in  th e  
p re s e n t MS. H e  w arn s th o u g h  th a t  his 
in te n tio n  is n o t d issec tin g  th e  epic and  
re su rrec tin g  earlie r th eo rie s  b u t p o in ting  
to  a n  “ a rt is t ic  fu s io n ”  o f  tw o  sep a ra te  
s to rie s , w hich w as b ro u g h t a b o u t b y  
a r t is t ic  ta le n t a n d  th e  recogn ition  o f th e  
possib le  e s tab lism en t o f  a  h igher u n ity  b y  
th e  com b in a tio n .

So u ltim a te ly  w h a t we now  have is an  
u n ifin ish ed  d ra f t  o f  a  poem  in th e  la s t 
s tag es o f  its  com position .
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K ie rn a n  concludes th a t  “ P a le o g ra p h i-  
ca lly  a n d  codicologically , a t  leas t, a l l  o f  th e  
fa c ts  c o n v e rg e  to  suppo rt th e  th e o r y  th a t  
B eo w u lf is  a n  11th c. com posite p o em , a n d  
th e  B e o w u lf  MS is th e  a rc h e ty p e  o f  th e  
epic a s  w e  now  have i t ”  (pp . 277 -78 ).

T h e  c a se  p resen ted  in  th is  s tu d y  is 
v e ry  s t ro n g . H ow ever, we w ou ld  b e  a fra id  
to  c a ll  B e o w u lf  an  11th c. p o em  o n  th e  
basis o f  ev id en c e  w hich te lls  o n ly  a b o u t 
th e  f in a l  phase(s) o f its  co m p o s itio n . 
A n g lo -S ax o n  poetic tra d it io n  s u rv iv e d  
th e  V ik in g  ag e . I t  could on ly  do  so  in  th e  
fo rm  o f  p o e m s  preserved in  co llec tiv e  
m e m o ry  in  a  w ritten  or o ra l fo rm . I t  is 
p ra c t ic a l ly  im possible to  d isp ro v e  th a t  
one o f  th e s e  w as Beow ulf o r  p a r t s  o f  it , 
one n e e d s  o n ly  to  refer to  th e  h is to r ic a l

even ts o r f ig u res in  it . T herefo re  th e  
g rea te r p a r t  o f  th e  sh ap in g  o f  th e  ep ic  m u s t 
have  ta k e n  p lace  earlie r , i.e . b efo re  an d  
d u rin g  th e  V ik ing  age. W e w ould  p re fe r  to  
call th is  th e  com position  o f  th e  poem  
ra th e r  th a n  th e  f in a l s tep  w itnessed  b y  
K ie rn an  in  th e  MS.

The m erit o f  th e  book, w hich is g re a t , is 
to  be found  m u ch  r a th e r  in  th e  care fu l 
descrip tion  o f  th e  MS th a n  in  th e  a u th o r ’s 
novel view s. H e  p rov ides a n  in v a lu ab le  
source o f  re fe rence  p rep a red  w ith  g re a t 
care , know ledge an d  th e  new est techno logy . 
W e fu lly  ag ree  w ith  K ie rn a n ’s ow n 
su m m ary  o f  h is  ow n w ork , “ A ll p rev io u s  
inves tiga tions o f  th e  MS a re  eq u a lly  
sub jec tive  and  fa r  less d esc rip tiv e”  (p. 270).

K a ta lin  H a lácsy

Antal Mádl: Auf Lenaus Spuren. Beiträge 
zur österreichischen Literatur.

A k a d é m ia i K ia d ó  B udapest, Ö s te r re ic h i
scher B u n d esv e rlag , W ien 1982. 334 S .

»W ie k o m m s t D u au f  d en  se ltsa m e n  
I r r tu m « , ta d e l t  der in  W ien  w e ilen d e  
F r ie d r ic h  S ch legel 1819 seine F ra u ,  »als ob  
W ien  in  D eu tsch land  läge o d e r  m it 
D e u tsc h la n d  irgend  etw as zu  sch a ffen  
h ä t te  ? D a  liegen ganze W e ltte i le  d a 
zw ischen , u n d  es g ib t k au m  e tw as  E n tg e -  
g eg engese tz te res .«  E s w urde s e itd e m  u n 
zäh lige  M ale  a u f  die T atsache  h in g ew iesen , 
daß  d ie  österreich ische L ite r a tu r  n ic h t 
e in fach  a ls  T eil einer e in h e itlichen  d e u t
schen  L i te r a tu r ,  sondern e in  e ig en s tän d ig es  
G eb ild te  a n z u se h e n  ist, denn  u n te r  a n d e re n  
h is to r isc h e n , politischen u n d  g e se llsc h a ft
lichen  U m s tä n d e n  m üssen — u n g e a c h te t  
d e r g e m e in sa m e n  Sprache — zw a n g s
läu fig  a n d e re  A spekte d e r L i t e r a tu r e n t 
w ick lu n g  in  d e n  V ordergrund rü c k e n .

A n ta l  M á d l (Jah rgang  1929), L e i te r  des 
G e rm a n is tisc h e n  In s titu ts  d e r  E ö tv ö s -  
U n iv e r s itä t  B u dapest, g eh ö rt z u  d en  
W isse n sc h a f tle rn , die seit J a h rz e h n te n  m it 
E rfo lg  u m  e in e  genauere E rsc h lie ß u n g  d e r  
ö s te rre ic h isc h e n  L ite ra tu r b e m ü h t s ind . 
Sein 1969 erschienenes B uch  P olitische  
D ich tung  i n  Österreich 1830-1848  z ä h l t  zu  
den  a lle rs e its  z itie rten  S ta n d a rd w e rk e n ; 
auch  s e in e n  w issenschaftso rgan isa to rischen  
L e is tu n g e n  (K onferenzen, S am m elb än d en , 
S o n d e rh e f te n  von  Z eitsch riften  u . ä.) 
beg eg n e t m a n  im m er w ieder. N eu n z e h n  
V o rträg e  u n d  A ufsätze M ádls z u r  ö s te r 
re ich isch en  L ite ra tu r  w urden  n u n  als

G em einschaftsausgabe des A k ad ém ia i K i 
adó B u d ap es t u n d  des Ö sterre ich ischen  
B undesverlages W ien  in  B u ch fo rm  v e r
ö ffen tlich t.

M an d a r f  an n eh m e n , daß  d ieses B uch  
bald  zum  u n u m gäng lichen  F o n d s  d e r 
A u striaca -F o rsch u n g  gehören  w ird . Soviel 
m an  näm lich  au ch  ü b e r österreich ische 
L ite ra tu r  sch re ib t u n d  sp rich t, ih re  Cha- 
rac te ris tic a  spec ifica  sind  b is h e u te  n ich t 
zu friedenstellend  e rm itte lt . Ö ste rre ich -F o r
scher b eg rü ß en  also  m it V orliebe W erke , 
die ex ak te  B elege zu  h eu ris tisch  län g s t 
e rk an n ten  T hesen  liefern . So w a r es m it 
dem  B uch  D er habsburgische M ythos in  der 
österreichischen L itera tur  von  C laudio  Ma- 
gris, das die s tän d ig e  A u se in an d erse tzu n g  
der Ö sterre icher m it d e r H ab sb u rg e r-  
H e rrsch a ft e rfo rsch te , sowie m it  A lfred  
D opplers W irklichkeit im  Sp iegel der 
Sprache, w o W esen tliches zu r  S prach- 
p ro b lem atik  b e i m o d ern en  österre ich ischen  
A u to ren  au sg esag t w urde . D ie G ru n d th ese  
von  M ádl b e s te h t n u n  d a rin , d a ß  das 
jah rh u n d e rte lan g e  Z usam m enleben  von  
versch iedenen  V ö lkern  im  H a b sb u rg e rs ta a t 
u n übersehbare  lite ra risch -k u ltu re lle  S p u 
ren  h in te rließ . A sp ek te  d ieser These, 
k o n k re tis ie rt a u f  d ie  B eziehung  zw ischen 
Ö sterreich  u n d  U n g a rn , w erd en  vom  
V erfasser, dessen  A u th e n tiz itä t w oh l au ß e r 
Zweifel s te h t, e ingehend  u n te rsu c h t.

»Auf L en au s Spuren« m a c h t e r  sich  an  
die A rb e it, u n d  d iese E n tsch e id u n g  is t in  
m ehrfacher H in s ic h t g lücklich . D e r aus 
U ngarn  s tam m en d e  un d  den  Ö sterre ich -
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B eg rif f  — e tw a  im  G egensatz  zu  G rillparzer 
u n d  dessen  N achfo lgern  — w eit fassende 
D ic h te r  is t ja , w ie M ádl ü berzeugend  
n achw eist, e iner d e r A rch e ty p en  der 
ö sterre ich ischen  D ich tu n g  u n d  zugleich 
— m a n  denke a n  die 1964 geg rü n d e te  
In te rn a tio n a le  L enau-G esellschaft — d as 
S ym bo l ih re r vö lkerverb indenden  M ög
lichke iten .

D iversen  F rag en  des L enauschen  L eb en s
w erk s g e lten  die B eiträge  D as U ngarner
lebnis Lenaus, L enau  u n d  die R om an tik , 
L y r ik  des österreichischen Vorm ärz, G rill
parzer u n d  Lenau . M öglichkeiten der Ge
schichtsbetrachtung im  österreichischen V or
m ärz, D rei D ichter — drei artes poeticae 
(H e in e , Lenau , P e tő fi), L en a u  u n d  die  
Folgen  sowie Von N iko la u s L en a u  zu  
Ödön von H orváth.

E in e n  g rößeren  konzen trischen  K re is  
u m  L en au s m o num en ta le  G esta lt b ilden  
d ie  A ufsätze D ie G ründung der In te r 
nationalen Lenau-Gesellschaft un d  der S ta n d  
der Lenau-F orschung in  U ngarn, D ie  
deutsche R om an tik  u n d  W ien, P ető fi u n d  
der Vorm ärz, K a rl B eck. E in  Verm ittler  
zw ischen ungarischer, österreichischer u n d  
deutscher L itera tur  un d  Ungarische M otive  
in  den W erken Ödön von H orváth.

S tu d ien , d ie sich  m it a llgem einen  T e n 
denzen  d e r  österre ich ischen  L ite ra tu r 
en tw ick lu n g  befassen, b ilden  d en  w eites ten

K re is : W ien im  literarischen u n d  kulturellen  
Spannungsfe ld  zwischen Ost- u n d  W est
europa, Z u  den literarischen B eziehungen im  
D onauraum , D ie österreichische Jahrhundert
wende sowie Litera tur u n d  Literaturge
schichte in  Österreich.

D ie A rbe iten  E in  österreichischer R om an  
(ü b e r e in  W erk  von G erh a rd  F r its c h , dessen 
G edenken  d e r ganze B a n d  g ew id m e t ist), 
K a fk a  un d  hK afkan ien l u n d  österreichische 
L y r ik  in  ungarischer Sprache  behande ln  
in  diesem  Z usam m enhang  v ie lle ich t etw as 
m arg in a le  T hem en. Ü b e rra sch en d  is t  das 
F eh len  eines R eg iste rs, u n d  gew isse Ü b er
schneidungen  der e inze lnen  A u fsä tze  h ä tte  
d e r  V erfasser v ielle ich t v e rm e id en  können.

Ü berzeugen  die A rb e ite n  d e r  ers ten  
be id en  th em atisch en  G ru p p en  v o r allem  
d u rc h  p räzises ph ilo log isches B ew eism ate
r ia l  zu o st-m itte l-eu ro p ä isch en  V erb in d u n 
g en  d e r österre ich ischen  L ite ra tu r ,  so 
d o m in ie r t in  den  A u fsä tzen  ü b e r  a ll
gem eine Züge d e r ö ste rre ich isch en  L ite ra 
tu r  neben  der k la ren  S ch ild e ru n g  von 
E n tw ick lungstendenzen  d ie  fe in füh lige  E r 
fassu n g  d e r ak tu e llen  A u fg ab en  li te ra r
h is to rischer F orschung . N ic h t zu fä llig  b e 
r u f t  sich  M ádl an  zw ei S te llen  des B andes 
a u f  d ie b e rü h m ten  A b sch lu ß w o rte  der 
Albigenser L enaus — es s t e h t  ta tsäch lich  
vieles noch aus.

J á n o s  Szabó
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